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FOREWORD 

The L. D. Institute of lndology has great pleasure in publishing the book 
Appointment with Kii/idiisa by Dr. G. K. Bhat, Ex-Director, Bhandarkar Oriental 
Research Institute, Poona. The book will, no doubt, prove a good introduction to 

Kalidasa. Therein Dr. Bhat treats of Kalidl[sa's life, date and works, his world of 
thought, his personality and art, his outlook' on life and the values he cherished in 
art and life. His apprai~al of Kalidasa's Supreme theme : Spigara or love is parti­
cularly very interesting and illuminating. He evaluates the problem in the cont:xt of 
social atmosphere prevailing in the days of Kalidasa. He does not favour the 
•sublimation' thesis or 'spiritual' interpretation and argue~ out his case very convin­
cingly. Hi, treatment is throughout lucid and authentic. 

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

L. D. Institute of Indology, 
Ahmedabad-380009. 
26th January, 1982. 

Nagio J. Shah 
Director 





PREFACE 

The L. D. Institute of Indology, .Ahmedabad, invited me, in June 1979, for a couple 
of lectures on ''Kalidasa's Philosophy of Living". Severity of my arthritic ailment 
prevented 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 under the auspices of the Institute. 

During the interval the Institute made another offer to me inviting me to 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 KA.LID.ASA" for a reason. It naturally 
includes the material which I used for my lectures. But it is meant as an introduc­
tion to Kalidasa : introduction to the life and literature of Kalida:sa, 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 wer~. If 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. 

I am grateful to the Institiite's form,er and present Directors, Pt. D.D. Malvania and 
Dr. Nagin Shah, for the courtesy and affection with which my convenience wns 
looked after. I wish also to express my erotituJc lo wy several former pupils and 
friends who gave an enthu~iastic attendance at my lectures. 

A 12, Svapnanagari Apartments, 
Karve Road, PUNE-4ll 004. 

November, 1979. 

G. K.BHAT 
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1 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 part 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 iiterary evidence on which they are based are shown to be capable of a diffe­
rent interpretation; sometimes, the interpretations act like double-edged sword cutting 
both way~. The evidence of edicts, copperplates, cions etc. is generally regarded 
to be reliable as authentic historical mat~rial. But evidence of this kind is inade­
quate in the case of Kalidasa. Moreover, it appears that there were a number of 
poets in Sanskrit literature who did have the same name Kalidasa.1 Rajasekhara, of 
the 10th-I I th century A.O., poetically refers to three Ka:lidasas.2 Though it is likely 
to be an allusion to three works of Kalidiisa, 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 Kalidn:sa could now be tackled. (a) The dramatic plot of Malm•i­
kagnimitra is based ·on the lire of king Agnimitra, who belongs to the Sunga dynasty 
known to ancient Indian history; the period of this dynastic rule is 2nd to 1st cen­
tury B.C. It is therefore clear that Kiilidasa could not be earlier than this limit of 
time. The opinion of Fauche, who regarded Kalidiisa as a contemporary of the last 
king of the Raghuvamsa, Agnivaq1a 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 Bbiiravi together,3 this 
is recorded in the Aiho\e Inscription which is dated 634 A.O. Secondly, Bai;ia, the 
protege of emperor Har~avardhana (606-647 A.O.) is known to have paid a glorious 
tribute to Kalidiisa.4 These two referer.ces show that the date of Kalidasa cannot be 
taken beyond the 6th-7th century A.O. The assumption in BhojaprabandJ,a that Kali­
dasa was a court poet of Uhoja of Ohara (10th century A.O.) or that he was a 
senior contemporary of Bhavabhuti (700-730 A.O.) as a popular legend assumes, will 
both appear to be fortuitous. 

The period of K~lidfisa's life and literary activity, thus, falls between first cen­
tury B.C. and sixth century A.O. The precise date within this period of time is, 
again, a matter of opinion ancl shows some distini.:t divergence. Tw,, views stunJ 
out prominently : 

l 
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(i) A large number of s~holars like Lassen, Keith, Bbau Daji, Rameshchandra 
Dutt, Haraprasad Shastri, Pathak, Mirashi etc. 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 linked with 57 B.C., 
the beginning of Vikrama Sarhvat. 

Evidence for Gupta Age : 

The variations in the opinions of tho~e who assign Kalidasa to the Gupta age 
are due to the fact that the period of the Gupta empire extends froru 320 to 569 A.D.5 
Different centuries within this period have been considered for Kali hi:sa by diffe• 
rent scholars. 

Sixt!, Century A. D. 

(i) · A pGet Abhinanda says in his epic poem Riimacarit~ that the works of 
Kalidasa or the poet him~elf were raised to unique fame by •Sakarati'.o This Sakarati 
is Yasodharman, the powerful king of Malwa, who ruled in the sixth century A.O. 
and who had defeated Mihirakula, the formidable Hun king. Yasodharman assumed 
the title Vikramaditya and put his learned friend and poet Matrgupta on the throne of 
Kashmir. This Matrgupta is ident_ical ~ith Kal!dasa. This evidence, which is upheld 
by Haraprasad Shastri, 7 puts Kahdasa in the sixth century A,D. 

Historians find a confusion of history in these nssumptions. Huen-Tsang was in 
India at this time; the kin!! whom he montions with respect and esteem is not 
Yasodharman, but Siladitya I of Valabhi. Further, it does not appear from the 
inscriptions of Yasodharm'\n that he had taken the title Vikramaditya. 

(ii) The famous astrologer Varahamihira belongs to the sixth century. He fixed 
the beginning of monsoon as from the first day of the month A~ac;lha. The reference 
in Me1:hadzita, 'iitii<Jhusya prathamadfrase',8 bears a striking resembl.tnce to Varabami• 
hira's opinion. 

However, it cannot establish that Kalidasa was a contemporary of Varahamira. 
More important is the fact that monsoon breaks in the b.::ginuiog of A~a<;lba in some 
parts of Tnd ia; and one can see the rain- filled black clouds with on~•s eyes. Is it 
necessary to seek !hi! a 1.1thority of a work on astronomy to support such a patent 
experience ? 

(iii) A verse in the Jyorirvidrlb(1ara{w9 states that the work was composed by 
Kalidasa, who was patronised by Sakari Vikramaditya, and who was one of thr nine 
'jew-!1s' of the king's C,lurt. · 
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Even if this work were accepted as of the sixth century, its faulty diction and 
pedestrian language cannot be accepted as coming from the author of the Sakunta/a. 

The evidence, thus, loses all value. 

On the whole, the sixth century hypothesis ha~ not much to commend itself. 

FiJih Century A. D. 

In the Ragh111•amsa Raghu is described to have defeated. the Huns on tbe bank 
of Valik~u or the river Oxus.lo 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 India. It is proved from the Girnar Inscription 
(455-56 A.O.) of Skanda Gupta that this king of the Gupta dyna~ty defeated the 
Huns. Prof. Pathak thinks that Kalidasa has deliberately woven this contemporary 

allusion in the legendary account of Raghu's military campaign; and thus he regards 

Kalidasa as a poet of the firth century A D. 

It is to be noted that there is another reading 'Sindhu' is place of •Valik~u•. 
But even if 'Valik~u• 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 
arc mentioned in the Mahabharata, and La/itavistara, a work of the third century, 
refers to the writing script of the Huos. Skanda Gupta, therefore, must nJt have been 
the first Indian king to counter and defeat the Huns. 

Fourth Century A. D. 

Many scholars arc, therefor<!, inclined to accept the fourth century A. D. us the 
most probable period of time for Kalidasa. 

Tradition seems to have fixed Kalidasa's connection with some Vikramaditya. 
The sponsors of the Gupta age view find many suggestive allusions to Gupta kings 
in the works of Kalida:sa, skillfully woven with the literary thread. For example, the 
repeated use of the word 1•ikrama in the Vikromorvasfya 11 is, the scholars think, a deli­
berate and suggestive allusion to Vikramaditya. The military c.1mpaign of Raghu for 
the conquest of the four quarters resembles that of Samudra Gupta. The rescue of 

Urvaiu by Puriiravas from the hands of demon Kesin has a close par<1llel to the rescue 
of Dhruvadevi effected by Chandra Gupta disguising hims~lf as a woman and secur­
ing entry into the enemy ranks. The title Kwntirasarhb/rava appears to have been chosen 
to bring a refaen,e to Kumara Gupta. At the same time, assuming that the poet refers 
to several Gupta kings from ~amudra Gupta to KL'D1ara Gupta, it cannot be assumed 
that Klilidasu lived during the reigns of all the three kings, unl~ss he is granted n life 
of 150 years. So, it is held that Kai idasa was an honoured poet of one of th<" Gupta 
kinl!,s: and in the opinion of majority it is Chandra Gupta II (380-41 :i A. D.) Who 
was the patron of the poet. Chandra Gupta I[ and his grand s011 Skanda Gupta alone 
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bad assumed the title Vikrarnaditya. The evidenc-e of the inscriptions and of coins 
bas shown that Chandra Gupta II destroyed the Saka-K~atrapas of Kathiawar; this 
fits with the epithet Sakiiri. It is also known that Chandra Gupta had made Ujjayini 
as his capital. His generosity and patronage to learned men and poets are equally 

well known. The evidence is regarded, therefore, as strongly supporting Kalidasa's 
connection with Chandra Gupta II. 

Other considerations which support this date are as follows : 

(i) Buhler, Keilhorn, Keith and other scholars have shown that the paneygric 
composed by the poet Vatsabha\\i, recorded in the inscription of the Sun-temple at 
Mandsor (473 A.O.) emulates to a considerable extent the poetic style of Kalidasa. This 
suggests the influence of Kalidii.sa and the fact that he must have preceded VatsabhaHI. 

(ii) The verse, 'susrii.fasl'a guriln ... ' io Siilwntala,12 in which Kai:iva's advice to his 
daughter and to the newly married girl is contained, shows a striking similarity of 

thought and diction with those in the Kiimasutra of Vatsyayana. Kalidasa's deep 
study of the Kiimasiitra is evident from his writings. The probable date of Vatsyayana 
is 250 A.O. Kalidas~ obviously appears to have succeeded him. 

(iii) The envoy mentioned in the poem Kuntalesvara-dautya is probably Kalidasa 
h_i:J1self. The Kuntalesa is the grand-son of Chandra Gupta Vikramaditya, the 
Viika\aka king Pravarsena 11. 13 The daughter of Chandra Gupta, Prabhavatiguptii, 
was married to Vii.kii.~aka Rudrasena (395 A. D.); Pravarasena is her son. He was a 
child at this time; so Prabhii.vatiguptii. was looking aftt:r the administration of the 
kingdom undtr the guidance and direction of her father Chandra Gupta. This poli­
tical happening is corroborated by the description in Kunta/esvara-dautya, 'The over-lord 
of Kuntala has placed the burden (of political administration) on you'. The particular 
verse is supposed to have been said by Kalidasa himself according to the Srng?irapra­
kils"li of Bhoja;l4 this suggests the possibility 1hat the envoy or the messenger must 
have been Kalidasa himself. The literary reference and history, thus, indicate fourth 
century A. D. as the date of Kiilidii.sa. 

(iv) The Prakrit epic Sewbandha or Riiva,:,avaho to which Bal).a alludes is supposed to 
have been composed by Pravarasena, and belongs to a period earlier than the seventh 
century A. D. Pravarasena i~ Kuntalesa mentioned above. It is likely that Pravarasena 
wrote this poem and Kalidasa corrected and improved it; or Kalidasa him5e)f may 
have composed it for Pravarasena. 115 

(v) The Gupta Age is known as the gold.m age in ancient Indian history. It 
was an age of the revival of Sanskrit learning and art,; which received an afilatus 

f royal interest; it was aho the age which bestowed new glory on the Brahma-rom . 
nical religion. It 15 reasonable to asso.:iate Kalidasa with an age of prosperity and 
story; his literature bears the stamp c.f this age. 
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Chandra Gupta II ruled from 380 to 413 A. D. Thu!., the fourth century and 
the beginning of the fifth appears to be the period of Kalidasa's life and lite­
rary activity. 

Evidence for earlier date 

Tradition connects Kalidasa with Vikramaditya : there are many scholars who 

are inclinded to accept an early date for Kalidasa, synchronising with Vikram 
Sam.vat 57 B. C., that is, the first century B. C. 

(i) The difficulty in commending this view was that history was not aware of 
any 'Vikramaditya' or of the commencement of somt Sarhvat or Sak·1 i11 the first 

century preceding Christian era. But it appears from Vatsabha\tI's Mandasor inscrip­

tion that one •Malavaga1_1a' was in vogue in this period of time. 16 It is, therefore, 

pos~ible to say that the allusion to 'Mll/avagaf}a-stlziti' in the inscription is not 

connected with a ruling gal)a or tribe but with a particular system of calculating 

calender years. It is also possible that the Malavagai;ta, 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. Tnc kauer of this 
ga:r;i.a was one Vikraw:iditya; he had repulsed the Greek advance in the first century 
B. C., earning the title 'Sakari', and had started his own era or S::irilvat; but consi­
dering that a gaf}a or tribe is greater than an individual, the era was not started 
with the name Vikrama-sari:lvat but with the tribe'.,; name Malavagai),a.' 7 

A royal family called·· Gardabhilla was ruling at Ujjayini in the first century 
B. C. Vikramaditya, son of Gardabhilla, had repulsed and driven out the Sakas 
from Ujjayini and promulgat.:d his own era, in about 56 B. C. This is recorded by 
a Jain writer Meruturiga.' 8 It is also a suggestive fact that the personal name of 
this Vikramaditya's father was Mahendraditya : Kalidasa has used the names or words 
•Mahcndra' and 'Vikrama' with some deep meaning in hi.; Vikramorra.viya, and the 
literary allusion is interesting. 

If this evidence were acceptable, the problem of the existence of a Vikramaditya 

and Sarhvat era in the first century B. C. gets solved and Kalidiisa's connection with 

this period cf time also becomes a nasonable assumption. 

(ii) The poetic works of the Buddhist poec Asvagho~~ and those of K:1lidiisa 

show a remarkable similarity in thought and style. About the mutual influence of 
the two poets scholarly opinion is divided. Mirashi and others who assign Kalidasa 
to the fourth century A. D. naturally think that Kalidasa has imitated Asva!!ho~a. 
On the contrary Sharadaranjan Rey, Nandargikar, Karrnarkar etc. are of the opinion 
that Asvagho~a was influenced by Kalidasa's writing. 19 Any way, the cviurncl' sugg­
ests that the two poets may not have be.:n far remov~d from each other in time; 
Asvagho~a is supposed to belong to th~ first c~ntury A. D. 
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{iii) The dramatic plot of Malavikiignimitra draws on the life of the Sunga Ji:ing 
Agnimitra. Those who believe that Kalidasa lived in the Gupta age regard the: date 
as a matter of histor}; and believe 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• 

sonalitics mentioned in his writing. Mirashi conjPctures the play to have been written 

on the occasion of the marriag.: of Vaka\aka Rudrasena and Chandra Gupta's 

daughter Prabhavatigupta. 20 However, the obvious references to the presegt, 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 Agnimitra as a current ruling king21 and suggests that 
Kalidasa must have bren his contemporary; the time is first century B. C. 

(iv) A medal discovered at Bhita depicts the scene of deer hunt, reminding of 

Du~yanta's hunt in Sak1111tala. 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 th:: period of the medal as conclusively proved, 

(v) Some cultural and historical references in Kalidasa's works are indicative 
more of i1n early age rJther than the Gupta period. For example : the reference in 
Siikuritala to the vaikhiinasa-vrata and the ancient Vaikhiinasa-smrti; employment of 
Yavanis, that 1s, Greek women as the personal body-guards of a king; the mention 
in Meghaduta of the village elders who still remember the legend of Vatasarl'lja 
Udayana; continuous reference to Asoka; • the rather unusual word used for Indra, 
Akhai:i9ala, and its phonetic associations : Akha:r;t9ala > Akh:1:r;t<;lara > Alexander. It 

i~ also worth remembering that the Gupta kings were Vai~l).ava, while Kalidasa, 
though non-sectarian, was particularly devoted to Siva. 

(vi) The linguistic evidence like the simolkity of Kalidasa's language, his gramma­
tical forms which go ag:iinst Par:dni's rules but which sometimes accord with Patai\­
jali's sentence-construction,23 and ~uch other language and grammar peculiarities are 
in favour of an early period for Kalidasa. 

(vii) The problem of the dates of Sanskrit poets can be tackled from a fresh 

direction provided b1 Indian art. Prof. C. Sivaramaruurti, ex-Director, National 

Museum, Delhi, has made a special study of India~ sculptures and paintings, and 

has come to the conclusion that, 'The understanding of a forgotten past is made 

possible and what is left unexplained or vague by one is explain-o'd and made clear 
by the other, as art and literature act as real mirrors'. 24 This approach is as inte­
resting aq it is valuable. A study of the parallelisms betwe~n Kalidasa's poetic ideas 
and literary allusion on the one hand and art representations on the other necessa­
rily lead to the belief that Kalidasa ~ust h :ve been an early poc~. A few e~ample9 

are given further. (a) Kalidasa descrtbe~ the Kalpa tree as creatmg everythmg that 

man needs for her decoration in his Meghadlita. 26 A sculpture from Barbot a~ , . 
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rail-coping shows a wine-pot in a sling, jewels and variegated garments issuing from 
a Kalpavalli, and answers the description in the Meghaduta. The sculpture is of the 

Sunga period, 2nd century R. C. (b) Another Barhut rail-coping depicts the hand of 

Vanadevata issuing from n tree clump. This also is of the Sunga period and recdlls 

to mind the gifts of Vanadevata to Sakuntala: .26 Prof. Sivaramamurti observes that 

it 'is p1obably the best explanation of the verse in the Siik11ntala.' (c) Referring to tr.e 
sport of married couples Kalidasa describes, in the Ragh11varhsa, Aja tenderly feclin!! 
the body of his beloved.27 This idea is well depicted in a N~garjunakm:1<:la sculpture 
of the lk~vaku period, 3rd century A. D. (d) A verse in Uttara-Megha de~cribes the 
flower decorations and marks of enjoyment of women.28 Prof. Sivaramamurti believes 
that 'the entire verse has a vivid sculptural commentary in a panel from Nagarjuna­

ko1,1i:Ja', which belongs to 3rd ceritury A. D. (e) Describing the diversions of lovers 

Kalidasa mentions the Yak~ripatni speaking to the Sarika in a cage. 29 A fine sculp• 
tural representation of this idea is found in Kushan work from Mathura, 'of which 

the BhUtesara Yak~i addressing the purnt is probably the most charming'. This is 
of 2nd century A. D. (f) Rama, in his aerial journey from Lanka to Ayodhya, shows 
a fancy fish-elephant 30 in the ocean to Sita. This mii/a1iga-nakra is referred to as 
ihiimrga in earlier literature like the Ramaya1,1a. This curious animal is depicted on 
the Amara:vati rail. of the Satavahana period, 2nd century A. D. 

There are, of course, other pictorial representations inspired by Kalida:sa's literary 
art that belong to later P.eriods 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 
representation are not possible to he explained without assuming an early date, first 
century B. C., for Kalida:sa. 

The discussion is enough, I believe, to make us aware of the wide difference of 
opinions and of the difficulty of determining precisely the date of Kalidasa. Pr0 f. 
Karmarkar seems to be willing to admit two Kalidasas and two Vikram adityas, one 
of the first century B. C. and another of the fourth century A. D. It, however, appears 
that Kalidasa has to b.! assigned to one of the two periods of time. The view of the 
earlier date has n.)t been refuted by those who reject it, and th~ cumulative evidence, 
especially the recent one from arl representations, is in favour of taking Kalidasa 
as a poet of the first century B. C. 

Determining the date of a SJnskrit poet is a major task of history. But 11 

common reader is likely to be confused and baftled by the variety of op:nio □s held; 
and, interested more in the literary art of a poet like Kiih.liisa, would like to say in 
the words of Rabindranath Tagore :31 

Jl<iy re Kube, l..e/c geche, Kii/idiiser Ktil ! 
Pa~1~!iterll 1•il'iida kare /aye tiirikh siil / 
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Hii.riye geche se-sab abda 

ltivrtta ?lche stabdha -
Geche yadi apad geche, mithya koltlhal I 

NOTES 

1 The C'erman scholar and re,earcher Aurrccht has mentioned six writers having the same 
name Kalida.Sa 

2 ·Quated in Su.ktimuktiivali, 4. (;O : 

11;itsfil ~P-1~ ~;:a <fil~!l:!T .f i:fi~ , 

mrt <-5~;::ft cfil~IJ';p.JI f.ii!} II 
<: 

3 Cf. ~rmRI ~~¾fer.it Fcfcf~r ~~~ , 
ij r~~r <~<fi)m= i:fi~cfl™a,t;rfin<ffi!~@: 11 

4 er. Har ~acarita, l. 16 : 

f.itrnm .f crr ~ 'Pffi:l~r~ ef<m!I , 
~lfuW-JHlfm! ~ficfcf :.illRI 11 

5 See, The History and Cul/lire of thB /ndia11 People, Vol, Ill; The Classical Age; ed. R. C. 

Majumdar. 

6 er. '(~lfu ,wrfq efiTT<~~~(Wcim) r!TITT: ~;:rr 1
1 

7 ''Age of Kalidasa", in Journal of the Bihar-Orissa Research Society 1JBORS), Vol. 11. 

8 Piirva Megha, 2 

9 Jyotirvid{ibhara~a, 22. 10 : 

~fte.'Jlf'll'-lifflli:~~~c'f~~ai:fiq~fra~~f: I 

(,,;q1c1r Wli:ai~r ~qit: ~~1~ <MWr ~ <1<~Ri~c1 ~ 11 

10 Cf. Raghuva,nla, IV, 66-GB; •• e particularly v. 67; 

Rrr1lcfl'-<f~-n:11'@~ ciig(fw~)al<~: , 
iij<lfftr.r: ~;:~-lRil'.f~:!i+!qjf:l{A:, II 

V. 68 Ii.is, ff:l [urrcril~Tif[ ~rh ... if~ ~rli:J, II 

11 Cf. Cilraratha's complimPnts to Pururavas : ' ••• F<fili~ii!T cf~ ~cf[i( 1' ' 3l~ifi: ~~ 
~~l;R: I' and the title or the play. Vlkramorvahya, act I. 

12 $akunatola, IV. 18. 
13 See, Krishnaswami Ayangar, Srudi,s i11 Gupra History, P• 54. 
14 The full verse quoted in the .Srircaruprakiisa is as follows : 

afl'!~~fucrrcf1i'f aJrfuarr1lcJ <fir.r>-H 

~'iif,~~<l~l·l ~'ffi<fi'Iil;r:i~,r.i I 

fq<ffu 1=1'3!!llr~~l~lr!r!~ fip~1urt 

r<lfii fclf;i~i:l~l{: ~;cf"51r!T~:ft~: II 

J~ See, MM, Dr. V. V. Mirashi. Kalidasa ( iQ Marath! ~nd Hi
nd i); f\1ar~tqi, p. 40, 
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]6 Cf Mandasor Inscription: 

ilm<JTitf ~f~ ma ~'l~ I 

Bf'f<rrlffi::r~S .. ~lill'icl1 '~it II Va1aabbaUi'1. 

17 See Ba)adeva Upadhyaya, Sanskrit Scihltya-k'ii ltihasa (Hindi), pp. 1S7-158. 

18 Alluded to by Nandargikar, Raghuvam}a ( ed. ), Introduction, p. 47; Karmarkar, Kalid'iisa 
pp, 6-7. 

19 Prof. Karamarkar is of the opinion that A,vagho!ll uses in hill epic Saundarananda ( I. 26, 
I, 36) two allusions lo Sakuntala : 

tfillof: ~f~cffiN<f ~~ ~: I . 

~f<i;ftef 91i:!f~ '1:['l+@~~lfzit: II I. 26 

f~mirAT 'fl~ <tt~ ~~ , I 

3l~'<l"~~<fl:q81 iTT~~cf~: II I. 36 

This shows that Ai;vagho~a knew 5iiku11tala; and since the allusion comes by way of a Sta• 

ndard of comparison (upamiina) he must have regarded it as an ideal work worth referring 
to. See, Kalidlisa, pp. 9-11. 

20 Mirashi. Klifid,iSa, op. cit., p. 40. 
21 Cf. Miilaviklig11imilra, V. 20 cd : 

31T~r1;<Tift@f<t~ ~ 

~If('~ if ~ imt~ rflllrf'w.t II 

22 Ray, saku11tala, ed. lntrodudion, p. 9, 

23 For example : the forms -"f Am Perfect with the inAesion separated from the verb-element, 

'if qra:irr 51:q;nm:r,' '51-.j{Tlff ~ rfglf :;;JefiT~'; the grammatical construction with a noun 

and adjective with yat-ending termination which do not agree in gender. '~rafi:~ 
q.fi(: 1

1
; Kiilitliisa is fond of the word 'pelava'; hut Viimana (8th cent, A.D.) points out 

that it has an obscene sense. For the examples and other linguistic discusaion see Ray. 
sakuntala, ed., In1rod11c1ion. 

24 See, C. Sivaram~murti. Sa,rskrlt Literature and Art - Mirrors of Indian Culture, Memoir■ 
of the Archaeological Survey of India. No. 73; first ed. 1954; Reprint, Lakshmi Book 
Store, Janapath, New llclhi: I ')72. The following eumples and quotations arc taken from 

this work. 

25 Cf. Uttara-Megha, I '2 ,I : ~ifi: ~ IJ~ijo@~ ~'lt_t: 
See also v. 2. for I Le use ,1r !lowers as decorations. 

26 Cf . . ')iik11ntala, IV. 5; particularly, the second half: 
.... ..... ~ -...L.~~ 

<!T?T~<ll 9if~Tifi~l~<f+il'IIIC"4C1: I 

~r;::qr~H:IJfr~ ii: fii11~4l~~<i.51Pcrn:~tii: 11 

27 Cf. Raghuva,i,;11, VIII. 7 : 

ll;r>1 °m'¾ il'&~p1: fH;:mitmit:zi ~~ I 

:;,fui"tqr1r1r fl" ~ i!<J'TTMti~ort ~ 11 
28 Uttara--Megh11, ,, 2 . 

• 



1.0 Appointment with Kt11idt1sa 

29 Uttara-M~gha, 25 cd : 

~ <ff ~ ~ t{SJ(Utlf I 

cfiful~ ~~: ~ m!ili rci ~ ~ &itfcr II 

30 Cf. Raghuvam:Sa, XIII. 11 : 

~: ~crcr~r.r_ ~ ~ ~r.r_ 
~~qfm,m ~ ~ ~$cl ~~fqll_ II 

31 The quotation is from the poem 'Sekala':·see the Sahitya Akademi publicatioo, Ekottaraia11, 
1961, p. 226. The substance of Tagore's lines is : Alas, that age of K!ilidasa is loog past ! 
Learned meo are oow furiou~ly debating about his precise date. Ooe doesn't know where 
1hose years are lost is the limbo of Time.- For, History holds complete silence in that con­
nection. But if the age is gone, well and good; the worry is over ! Why this futile uproar 
for determining the poet's date? 



2 LITERARY WORKS 

Thanks to the immense admirtaion, esteem and popularity that Kalidasa appe­
ars to have earned from almost the prime of his literary career, it has happened in 
the history of Sanskrit literature that a number of works of all kinds came to be 
gathered round his name. Obviously, lesser writers must have palmed off their lesser 
works on Kalidasa's name in order to basi in the reflected glory of the great poet. 

Perhaps, Kalidasa may have been a hallowed name; and many writers may have 

~ssumed it, the adoption being facilitated by the easy etymological derivation 

of the name. Aufrecht hns noted, ns wo hnve seen, ot least six writers who bea·r 
flt" narp~ K:tlidasa, Anet l11c~ of historic11I son~o, indiffcmmcc; to tho nci:mily of 
11iliirllai11ing uccurulc historical records, among the ancient Indians, as also the dilfi­
l!ultics of cowmunicution and contact, all must have resulted in perpetuating th.: 
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 bf a general agreement now about 
the literary works of Kalidasa. 

Kalidasa is the author of the following works : 

(i) Two lyrical poems : ~tusamh"iira, Meghaduta : 

(ii) Two epics : Kumarasambhava, Raghuvamsa; 

(iii) Three plays : Ma/avikagnimitra, Vikramorvasiya, Abhijfllirra-sakr.mta/a. 

1. .tusambira 

J!.tusa,iihiira is a small lyrical poem of 144 stanzas in 6 cantos, mostlJ in Vam­
sastha metre (cantos I, II, V, VI), the variation being Vasantatilaka (canto III) 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 t:loquent 
picture of Nature. But in stead of filling in details picked from accurate observation, 
as Valmiki often does, Kalidasa pays more attention to describing the effect of 
nature on the emotional life of man, particularly· on the emotion of ~love. 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 betwetn nature and human 
emotion is the basis of the poetic description in the lyric. The familiar objects and 



ii Appointment with itaii4hsa 

IICCncs in nature, wear hero the hues or love. The symbols like the kiss of the clouds, 
the embrace of creepers, the intoxication of freely flowing streams and other!: are, 
no doubt, conventional; and the description of the seasons lacks the splendour of the 
poetic vision in the Meghadilta. But the poem is still remarkable for its poetic spur, 
its limpid slyle and the relation it stresses between nature and human emotions. 

The poem opens with a description of Grl~ma 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, noticeable on the human beings, birds and beasts. There arc, 
forest conflagrations in this season. Var~a or the Rainy season follows Gri!ma 
with a fanfare, blowing the trumpet of the thundering clouds and waving the flag 
of lightning flashes. Clouds filled with rainwater mc:;•ve ponderously 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 towardi. the sea, like a wanton woman, Naturo 
wears a green cloak. And then Sarad or Autumn arrives, ·,vith the splendour of a 
new bride, the blooming lotuses for its face and lnnds, the ripe rice crops for its 
rloak, the warbling Kalahansas for its anklets. The creepers now appear like the 
arms of beautiful women; the Jasmine flowers sparkle lih their white teeth; clusters 
of red A§oka look like their smiling lips. With the advent of Hcrnanta the rice and 

. fields are ripe and yellow; but lotuses wither; the farms arl! over-hung with mist. 
But the cold in this season is very delightful, especially in the close company of a 
beloved. However, as the cold increases in Sisira, hot Sun during the day and 
blazing fire at night seem preferable to the closeness of one's bt:loved. The sixth 
and the last canto describes Vasanta or Spring, the prince of seasons. Wearing the 
Kan;tikara flower in their ear-lobe,, the blossom of the fiery-red Asoka in their hair, 
young women start now with enthusiasm towards their try~ts. The music of the Koil 
keeps them company. And the God of Love is ready to release arrows of mango­
blossom on their hearts. It is a season which creates yearning and, sometimes, haert­
burning; but it is also the season that young lovers love best. 

Malliniith has not commented on the ~tusa,nh'l1ra. The Anthologies do not quote 
from it. The language, descriptive style and the poetic imagination in this poem are 
on a lower level than what they are in th.: other poetical works of Kalidasa. Some 
scholars are, thtreforc, inclined to believe that it is a work of some lesser poet fathe­
red on Kn:lidasa. Rut the poem obviously belongs to the apprenticeship period of 
the poet; and recognising this literary fact one can understand its comparatively 
lesser merit, without denying its genuineness. 

2. Meghadiita 

The Meghaduta is still smaller in extent than the IJt11.rn1izfuira, the first part or 
the Piirva-Megha having 66 stanzas and the se::ond half or Uttara-Megha 55. But 
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. 
in concept, poetic 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 Yak~a. servant of the lord of Alaka, 

Kubera, made some mistake in hi, duty; Kubera punished him with a curse, bani­

shing him from Alaka into exile for a period of one year. As the poem opens, the 

Yak~a has passed eight months of his banishment, living alone on the Ramagiri, 

away from his loving wife. The flrst day of A~ac;lha 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 Yak§a's eyes with tear~, bringing up his suppressed sorrow 
of separation, because the monsoon period is always hard on lovers close to each 
other in Jove but separated. An idea of sending a message of Jove and assurance to 
the pining wife far away in Alaka through the roaming cloud takes shape in the 

mind of the Yak~a. As a matter of fact, a cloud is .merely an aggregate of smoke, 

fire, water and windy vapour, and lacks the intelligent, efficient Sf'nSe· org:in; for 

picking up, understanding and delivering a message couched in human language. But 
intense love. particularly the soul-sco1chiog agony of separated Jove. can blind a 
person to the obvious, taking away the normal ability to distinguish between the 
animate and the inanimate. So, the Yak§a decided to uncover bis soul in agony 
before the cloud and turn him into his personal messenger Ht:nce the title of the poem. 

fhe Yak~a olTered the cloud a loving greeting with the Ku\aja nowers and • 
spoke to him with words of tender love and persuasion. He praised the cloud for 
his high lineage and ddcribed him as the 'Prakrti-puru~a• of the bounteous Indra; 
be 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 1he Kailasa 
mountain range, where the presence of Siva bathes perpetually the terraces of its 
mansions in brilliant moonlight. 

The Yak~a then proceeds to describe the route the cloud can take to r.:ach Alaka 
from Rii.magiri. It 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 wiil be birds, 

rivers, and women to greet him ar.d show him the way : there will be rcst-plac·cs 
like mountain-tops and occasions for personal enjoyment when the cloud came across 

8 river; there will be places to offer devotional service, ;,ad opporlunities to earn the 
aratitude of rain-thirsty l!arth, birds or the agricultural community. For example : 
the flying cranes can keep company with the cloud in his long journey, at leas! rart 
of the way; and the Saran.go birds can show him the way. The riva Rewii l'r N.1r­
madii., breaking into s..:veral streams on the marble rocks will present 1111: likcrll'ss ,,r 
a huge black eltphant decorntcd with white strips of colour. The fragrant earth and 
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· t r fl -11 be there to 11reet the cloud, as there will be village women, a vane y o owers w1 . . . 
pushing the hair back from their eyes and lookmg up to him. There will also be 
playfol women on the Kailasa mountain, who will poke the cloud with the points of 

their bracelets 'and turn him into a shower-house. At Ujjayini the cloud can refresh 

his memory with the story of Udayana; he. can attend the evening worship at the 

Mabakala 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 btloveds of the cloud; the 
one that looks emaciated the cloud will be able to revive with new vigour; the ono 
that is buxom he c;in enjoy. The entire journey or the cloud will, thus, be crowded' 

with pleasure and enjoyment. 

The end of the journey i~ Alah, which is the delight of delights A semi-divine, 

fabulous city situated on divine .precincls, it has all the splendour of the Lord of 

wealth, the luxuriance of nature and the charm of a dream city. All flowers bloom' 

here all the year round, the nights are all moon-lit, the men and women are blessed 

with eternal youth, and the Kalpa tree alone creates all the things needed by women , 
for their toilette and decoration. Yak~a•s own house is to the the north of Kubera's 
mansion. There is a young Mandara tree near it, reared by Yak~a•s wife, and so 
small that she can pick its flower~ easily. There is a beautiful arch, and a well in 
the house in which golden lotuses with green jewelled ~talks bloom and emarald steps 

lead to it; the swans come to rest here forgetling the Manasa lake. Th.ae is a plea­

sure-hill near the well surrounded by gold plantain creepers, a favourite spot of 

Yak§a's wife. A red Asoka and a charming Kesara star.d by the housr; 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 rhythm by· clapping 

her palms to the accompaniment of her tinkling bracelets. Besides, ;i 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 difficulty. 

One cannot be sure what time of the day or night the cloud will reach Alaka 

and Yak §a's house. If tht> wife is asleep due to fatigue and the unbearable sorrow 

of separation, the Yak~a would request the cloud not to disturb her but wait for a 

while. Mostly, she would be dragging herself through the long hours, keeping her• 

self ,1ccupied doing the various cores. She may be placing the offerings on the door­

step; pa in ting a picture of the emaciated Yak~a; talking to the Sarika in the cage; 

or hummin1- 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 
pLicing flowers on the threshold. The Yak~apatnl is a very beautiful woman, with an 
ideal rnrm and perfect limb~; but the separation must have lllTected her terribly, 
making lier lca.i, soiled, neglecting her toilette and de.:oration, somehow living on 
the hope that the separation will end and she will be in the arms of her husband. A 
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message of cheer will, therefore, be very opportune and will strengthen her hope and 

will to go through the remainder of days with patience and courage. 

The Yak~a asks the cloud to introduce himself as a beloved fr!end of her hus­

band and to convey to her that he is unharmed in body in hi~ hermitage on the 

Ramagiri and is asking after her well-being. The Yak~a has not been able to block 
the memory of his loving wife even for a moment; his body achrs for her close 
touch; he sees her likeness in several objects of nature; lack or sleep deprives him of 
the delight of seeing her in a dream, and tl.Je waking hours of the day rob him of 
the pleasure of painting her likenesi because the gushing tl"ars spoil the effort But 
he is living on hope and wants his wife to do the same; for happiness must foll,JW 
sorrow in the un:versal 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 beautiful 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 Yak~a also prays that the cloud may 
never experience separation, even for a moment, from his own beloved, the lightning. 

The first half of the lyric presents a series of pictures of beautiful nature in 
whkh the flowers, creepers, birds and animals, rivers and mountains, come alive with • 
a life of their own; and there are either loving associations connected with them or 
Chere is the tender emotion of love and attachment 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 marvellous nature. Kalidasa 
bas chosen the slow-moving Mandli.kranta metre which p3.uses in its pace, as a fitting 
vehicle for the expression of vipra/umbha srngara, 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 mc.-ssage, with a defi­
nite promise of cheer, 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 th~ story and the p~rsonality of the 
central characters vague, lost in mythological belief and poetic imagination, he bas 
endowed the poem with a universal quality and appeal. What does it matter who 
this Yak~a is (kascit)? lt 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. Its poetry, beauty and tenderness of emotion have made it an immortal piece 
of literature. Its imitation~ by the scores in the history of Sanskrit literature and its 
Innumerable translations prove its abiding attraction and aesthetic value . 

. 1. Kumirasambhava 

The subject of Kumarasari1bha1•a is the love of Siva and ParvalI, 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 Menli 
and Himavat. Kalidasa personifies the Himalaya mountain and presents him as a 

human, loving father, deeply concerned with the happiness of his pet daughter; but 

at the same time the geographical an<.l material aspects of the mountain range and 

the mythological fancies associated with it are carefully preserved and mixed in the 

dual personality. The epic begins with a gorgeous, marvellous description of, the 

Himalaya which is the wonderful background and the 'scene of action' of this story 
of lnve and marriage. Himalaya is presented as the 'soul of the gods', on whose 
precincts wonderful herbs grow, some emitting light in darkness, some of unique 
medicinal value; it is a mine of numberless jewels and precious stones; its surroun• 
dings are hallowed by the presence of gods and of sages who practise uncommon 

penar.ce9. Its majestic peaks, wrapped in pure-white sn0w, 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 dazzle all beings, including the supernatural deniz,:ns, 

The only daughter of Himavat is Parvati who was enticed by -siva and wanted 
lo marry him. Siva is engaged in a penance, for some •mysterious reason', and has 
sought a secluded corner of the rich, enticing regions of th~ Himalay:1s for his pur­
pose. Parvaa goes to the place to give him her personal service and attends on him 
with her companion while be chooses to remain undisturbed and ur>moved in his 

mental concentration and penance. But it appears lhat the gods are themselves in• 
terested in the marriage of Siva and ParvatI. A.n asura by name Taraka has trium­

phed over the divine power and is poised to t1tke the universe under his control. 

Since Prajapati has given him a boon of indestructibility, neither he nor the Preser­
ver of the Universe, god Vi~i;tu, 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 
de5t r~y the rl~mon. So, the gods propose to help Parvati, in their way, in her own 
pursuit or love. To kindle the ~park of Jove in the heart of Siva, Brahma asks 
Madana, the god of love, to do his bit. Madana comes to the Himalayan regions 

wi th his wife Rati and his companion Vasanta . 

. All of a_ sudden, the Himalayan region come9 into glory with the bloom of an 
untimely spring. The flowering trees blossomed into a riot of colours. The deer star­
ted roaming the plains. The male Koci with its throat hoarse with n~w mango , 
shoots burst 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 doe 
with his horn and she closed her eyes in sheer happiness. The female cl~phant put a 
mouthful of scented water into the trunk of the male. The Ki1npuru~a 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 all round 
ihem. Kama eluded the watchful eye 'or Nandi and entered the inner sanctum wbefQ 
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Siva wali deep in samiidhi. Parvati was near by silently watching, offering her worship 
and salutations to Siva lost in his meditation. Kama seized an opportunity, as Siva 
opened his eyes and directed them to Pa:rvati's lips while she was offering a garland 
of lotus-seeds. Kama fixed the sammohana arrow to his flowery bow. As he was 

pulling the bow-string Siva saw him; and before the words of warning anti 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 and 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 I ife and she would have 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 unparalleled 
personal beauty, which had put even Rati to shame, and all the blandishments of 
Kama had no effect on Siva. There 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, eubjectiug her delicate body to fasts, living on fallen leave~, then giving up 
even these and subsisting on air, standing in cold water ir:t the biting winter, and 
in 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 wit.b Brahmanic lustre, entered the tapovana where 
Parvati was doing her penance. She received him with due honour and respect. The 
young ascetic with matted hair asked her about her well-bein&, her austerities, and 
complimented her for undertaking a penance which would serve as a model even to 
seasoned ascetics. He naturally wanted to know its purpose and showed his willing­
ness to give her half the merit of his own austerities so that P11:rvati could have her 
wishes fulfilled. 'What was amazing was that there was no cause for undertaking any 
penance : Parvati wag born in the divine family of Hira,;iyagarbha; she had the 
beauty at which all the three worlds were marvelling; &plendour, 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-garmc11t 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 Parvati coveted. When be learned from her companion 
that Piirvati had set her heart on Siva, the young ascetic could not check either bis 
words or the laughter that was about to break the bond of his lips. Love for Siva ? 
That Sa1nbhu, who lives on 1he cemetery grounds, goes about without clothes, besmears 
hi, body with ashes from the cemetery, loves to put on an elephant-bide dripping 
with blood, and serpent coih.:d as a bracelet round hi~ wrists ? Siva's three eye:1 

3 
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leave nothing to be said about his personal ch:irm; his nakedness proclaims what 

wealth he has; nobody knows about his lineage. H~w ~could Parvali come to ~ave 
such a personality ? How horrible it would be when Siva's serpent-coiled hand would 

hold Parvati's hand in the marriage ceremony ! How could his elephant-hide match 

with the silken brial dress of Parvati? And how ridiculous would the bridal procession 
be when Parvati would ride behind Siva on the back of a bull ! Parva ti was flaring 
in anger as the Ba\u was proceeding; and now :;;he came out with a stunning ~eply. 
To her mind there were hardly any people who realised the quintessence of Siva's 
unique personality. Lacking garments to wear Siva was the source of all riches; 
living 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 acted. He may 

ride a bull; but Indra riding his Airavata makes way for him and bows at his feet. 

It is no wonder if his lineage is not known; how could one know the birth of the 
god who creates the self-born Brahman ? But ParVdti did not wish to argue with a 

flippant, talkatiye chap, and ordered her companion to show him the way out; and 
ehe herself got up to leave the place, because listening to the abuse of the great is 
itself a sin. 

The young ascetic threw away his disguise, and stood before Parvati as Siva. 
He took her hand in his, and declared l·,imself 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 Arundhati 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 love of the newly married couple. · 

The printed editions of the epic have nine more cantos which carry the story 
forward.' describing the birth of K_umii.n'., his gro~ing ~p, his exploits and his gigantic 
fight with the demon Taraka 10 which he kills him. But in the execution of the 
story, poetic imagery, use and handling of m~tres, language and dict
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of Kalidasa can be recognised but not the sure and genuine hand of ti t ·rh 
. . . . . 1e poe. e 

commentary of Mall rnatha 1s not available after the eighth canto It 
1
·s a d h 

. . · rgue t at 
the blfth of Kumara-Kart1keya and Taraka-vadha are an integral part of this 
legend and the story, therefore, ought to include them. But is it a literary co 

1 
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mpu ~•on 
for a poet to :handle the whole legend? Does he not have the freedom of art to 
choose a par~ of the legen: and leave the rest with enough poetic suggestion? That 
jc; what K;-,hda~a seems to have d1Jne. The traditional belief that Kalidasa wrote a 
full epic but the cantos after the eighth came tc.· be lost somehow, is a belief 

I 
do 

not share. It d~es not appear from the title of the ep;c that Kalidasa had plan d 
f s· . ne a full story O 1va-i•a1i1sa or Kum"lira-carita. Kalidasa appears to have in bis m· d 
I • ID 

the story of tie uncommon love of Siva and Parvati, culminating in their marriage, 
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With the pleasures of the wedded couple described, the 'possibility' and the 'birth' 
(the two meanings of the word, sambhava) of a son \\ere assured. The poem then 
could end on the obvious poetic suggestion ( dhvani) because the rest of the story is 
known from the established legend; and, moreover, the details arl! 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 Kalidasa's depiction of srngiira of the 'parents of the world' provoked strong 
criticism from lovers of literature and critics; and so, he left the composition 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 Kalidasa'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 Kama and destroy the natural 
passion to ashes, as Siva did in his agitation. But the divinities assure rati and 
kama is brought back to life; it is the force of animation and nature's arrangement 
for the continuation of life in this universe. There is a pleasure and gratification of 
the body and mind in the fulfilment of love. But it is also true that physical union 
is not an end in itself. It demands umclfish devotion and hard penance sometimes, 
as the examples of Parvati and Rati show. When these motives combin..: 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 its deeper signific;ince 
through a mythical story. And in treating this story with its emphasis on the human 
angle, Kalidasa's art blooms 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 Piirvali and the 
heart-rending lament of Rati churn out the tender feelings and pathos of human Jifr. 
In the disguise of Siva there is a thrilling dramatic quality, as his own ridicule is 
the finest example of dramatic irony and humour and of the disarming ability to 
laugh at oneself. Nature und human emotions match in understanding response to 
make this story of love a poetic delight. It is said thal Kalidasa wrote Raghm,a,hsa 
after completing the Kum"llrasambhava. The two epics do not appear to be far 
separated in time, considering the stamp of maturity discernible in this epic. 

4. Roghuvamsa 

RaglumJ1i1sa is a massive epic in 19 cantos, and, judging by a long-established 
tradition of likrature and of Sanskrit studies, the most admired work of Kalidasa, 
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an epic which earned him unreserved praise from literary critics and the pet name 
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 limited; 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 into a flow of words in 1describing the worthy kings of this Solar race. 

The son of Surya was Manu; in Manu's family was born an eminent king, . 
Dilipa. Physically Dilipa was epuipped with broad chest, massive shoulders and the 
stature of a Sala tree; he had the intellectual and spiritual qualities to make him a , 
fine administrator anq a valorous leader of men; the kingdom of the• earth was in 

· his hands, and his people loved him. Queen Sudak~i1,1a was a worthy inatch for him. 
In the midst of this luxury and splendour Dihpa and his queen suffered from one 
drawback which deprived them of the happiness of family life and closed the door 
of other-worldly happine~s for them; they had no child. They decided to consult their 
family priest Vasi~~ha. 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; tho: siirasa , 
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 couple too spoke to the simple 
village elders, asking them their names and of the trees not familiar to them. When 
Dilipa reached the hermitage of Vasi~~ha, it was evening; preparations for the evening 
fire-oblations were ready; the wives of the sages were feeding the young ones of the 
deer with handfuls of wild rice; fragrance of the burning incense had filled tho 
atmosphere. Dilipa spoke to the priest and Vasi ~~ha found out in Saml'ldhi tho 
cause of the king's misery. Dilipa was, once, returning from the heaven after serving 
Indra, and in hi& 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 to • 
her. Surabbi had cursed him for the lapse and so he was childless. Th~ sage advised 
him to serve Nandini, the daughter of the Kamadhenu, who was in the hermitage. 
Dilipa and his queen immediately decided to act up to the advice. They chose a 
cottage to live, used darbha blades as a mattress to sleep on, subsisted on wild roots 
end fruits, and thus, observing the hermit's vow, started attending on the cow. 
Sudak~i:r_ia would worship the cow morning 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, walk behind her, sit when ~he 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 therc. All of a sudden she gave a cry of distress and Dilipa found 
~hat the cow was m the clutches of a lion. Dilipa tried to pull his am.lw, bu~ his 
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hand stuck at the quiver. The lion then spoke to him in human terms, explaining 
that he was an attendant of Siva, the Devadiira tree in this precinct was an adopted 

child of Siva and Piirvati, and that he, Kumbhodara, 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 m 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 te~r. Nandini advised him to drink her milk and promised the 
fulfilment of his desire. 

Nandini's boon bore the fruit. In due course Sudak~iJ.lii was blessed with a son. 

The desolate place turned into a treasure-house of joy and hdppiness as the little 

Raghu started rambling through the apartn:ents, holding the finger of his nurse, and 

prattling dt:lightful childish words and playing his games. Dilipa looked after the 
education of the prince with care and soon Raghu became proficient in ull lores and 
statecraft. He acquired good physique also, nnd standing near Dilipa he looked like 
a young elephent by the side of a mighty elephant. Dilipa arranged his marr;age in 
due time and installed him as heir-apparent. Dilipa then decided to perform the 

Horse-sacrifice. Rcghu was entrusted with the protection of the horse assisted by a 
huge army. The sacrifice commenced; but suddenly the horse disappeare:.J my,teriously. 

Once again Nandini came to the help of the royal family. When 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 stolen the sacrificial horse. 
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 religious merit of having completed the sacrifice. Dilipa felt that he had 
obtained the fruit of his life. He handed over the reins of tbe kingdom to Raghu 
and went away with his queen to Jive the life of 11 forester. 

Coming on the throne Raghu assumed a new brilliance. The invisible Lak~mi 
held the royal parasol over his head a~ it wer.:, and Sarasvati sang his praises thro­

ugh the mouths of his bard~. The Earth felt honoured and gr.1tified at having such 
a king; and Raghu fully _justified his dcsignatirm 'Raja' to his suhj~cts by keeping 
them pleased and happy. When the Monsorin was over and Autumn came. Raghu 
decided to undertake a military campaign of all-round conquest. Accomp.1nied with 
a fully equipped army Raghu first came to lhc East. His huge umy crossing the 
eastern ocean looked like the mighty strc,im of GJnges coaxed by Bhagfralha from 
the matted hair of .~ivu. Raghu ct1114ucrcd Suhya, Va1\ga, and planted his victory 
pillars in the stream of Gat'1ga. He turned then to rhe South. The Kalir'1ga king paid 
him a tribute and saved his king<lom. Moving further down soulh Raghu crossed 
the Kavcri river nn<l, afL,ng. tthhcc~. · , . c caamme to the kingdom of the Piir;tc;lyas. 

~\\1 ., , •• ~ 
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The Pai:ii;l.ya king presented Raghu the tribute of pearls gathered in the sea near the 
mouth of the river Tamrapar9'i and accepted his suzereinty. Raghu crossed the sandal 
wrapped Malaya and Dardura mountains, went beyond Sahya range, defeat.!d the 

kings of Kerala and Aparanta; and then moved up by the ground route in order to 

meet the Parasikas. He coven d the earth with the severed heads of the long-bearded 

foes. On the long beach of Sindhu, as Raghu's horses, their manes entwined with 
saffron shoots, rolled in the sands they were refreshed; it was easy for Raghu to 
crush the Huns, Kambojas etc. with his cavalry fresh and vigorous after the rest. 
Raghu th,:n conquered the c:lans li~e Utsava, Sarilketa in the Himalayan region and 
came to Kamarupa - Assam. The king of Kamaropa offered flowers of jewels at • 
Raghu's fe.:t. 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, c:trne to Ragbu to 

beg for 14 million gold pieces which he wanted to present to bis teacher as prece­
ptor's fee. Raghu's treasury wJs empty. It was also his sacred vow never to send 
away a needy persc n without granting his wish. Kautsa was about to turn away; 
Raghu requested him to stay in th.: palace for a couple of days; he had decided to 
attack Kubera to get the necessary wealth. Kubera kn,!W it, and he filled Raghu's 
treasury with show, rs or gold during the night. Raghu offered the entire wealth to 
Kautsa; but be collected only the exact amount, thanked the king and went away, 

giving him the blessing that he would have a virtuous son worthy of himself. 

!\s the son was born to Raghu with the blessing of a Brahmin, he named 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
kaisika sent his messenger to R,1ghu for the s1•aya1h1•ara of his sister. Raghu thought 
well of this Possible rclatic,n with the Vidarbha kingdom; Aja was of a marriageable 
age; he sen\ Aja therefore with a suitable army. On his way Aja stopped for a while 
on the bank of Narmada. There was a curious elephant in the river; its strong scent, 
bitter like that of the Saptacchada tree, repelled the elephants in Aja's army; they 
started running hrlter-sktlter and the army camp was in uproar. Aja saw this con­

fusion, selected a particular arrow and discharged it at the head of the rogue elephant. 

It was really the s0n of a Gandharva, Priyariwada, who had offended the sage 

Malanga and v, as transformed into an elephant by the curse of the sage. In gratitude 
Priyamvada gave Raghu a ~ar•dharl'a missile, sa1h111oha11a, and both weut their ways. 
Aja encamped r.l'ar the capital of [lhoja wh.J welcomed him personally. The s1·ayariz1•ara 

was next morning: but Aja could not sleep thinking of it and of lndumat1. Sleep 
came to him unly in early huurs of the morning, when he w.,s awakened by the 
son11s of his bards. Dawn was breaking; dew-drops had collected in the folds of 
reddish leaves; Jotu;es were opening; the parrot in the cage was repeating the songs 
sung by the barns. Aja got up and started his preparations to go to the marriage-hall. 
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Aja entered the hall in dignity and took his appointed seat. Other kings were 
already there and every one craned his neck to have a look at Aja. In a little 
while the professional bards came and sang praises of the royal family; the fragrant 

smoke of sandal and aguru filled the ball; conches were blown confusing the pea­

cocks with the semblance of thunder-clap; and princess Indumati arrived in the 
Sl'ayamvara-matiflapa in a palanquin. There was an immediate excitement among 
the kings gaihered in the hall. One king started whirling the lotus in his hand; another 
held the jewelled necklace slipping down from his should ~r .:ind turned his neck to 
have o better look at the approaching figure; one turned lrn eyes down to his gold 
foot-stool and drew lines with his big toe on it; another turaed to his neighbour 
to whisper something to him; one tore the Ketaki leaf in this hand inadvertantly; 
the other rattled the dice in his hand and threw them down; the third was busy 
adjusting his crown. Indurnati was naturally unmindful of these erotic gestures on 

the part of the prospective suitors. She walked through the row of sofas, a garland 
in her hands, accompanied by the bold pratibari, Sun:. □dii, who was familiar with 
all the suitors. She described each one with all his special points. Indumati would stop 
before a king while he was being mtroduced by Sunanda and then move forward. 
The particular king's face would be illumined with hope as long as Indumati was 
standing before him, but it would be plunged in darkness of despair when she moved 
ahead. In a WJY Indumati was like a lighted torch moving through the royal road, 
alternately illumining and throwing into darkness the turrets of the palatial mansions 
on the side. Indumali 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 city 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 and in their hurry and c . .mfu­
sion forgot to complete their toilette. The marriage was performed in regal splen­
dour. Aja took his bride with him and started home. The disappoinkd kings had 
not uttered a word during the marriage ceremony; but now they combined to block 
Aja's way and take away lndumali from him by force. Aja gave a stiff fight. He 
realised, however, that it would take a long time to defcut the combined forces of 
the opposition and there was also an element of uncertainty about the final c-utcome. 
So, he used the smhmoluma missile sending his enemies into sleep. He showed with 
just pride the kings lying in disorderly sleep to his delighted wife and returnfd home 

safe and jubilant. 

Raghu was happy with the happiness of Aja and InJumati. The kings of the 
Raghu family do not like to stick to the throne, particularly when they have a 
capable son. Rnghu decided to use the rest or his life in the practice or yo~a for his 
own salvation; and handing owr the kingdom to Aja he rC'paircJ to the ~olitude or 
a forest. It was hard for Aja to bear the separation from his fr.thcr; bul he was 
trained in statecraft and did not falter or fail in his kingly duti('s. Then Raghu 
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passed away. It was fortunate that Indumati had given birth by this time to a son 
who was named Dasaratha. 

Once Aja and Indumati were in the garden outside the city. Narada was passing 

through air to Gokari:ia 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 lndumati's breasts and she died on the spot. Aja fainted with the shock. 
But when he recovered consciou~ness the_ fact that he had lost Iodumati sent him in 
inconsolable sorrow. The heart-rending lament of Aja bewildered the birds, the trees 
wept with him shedding tears of falling leaves. How could a garland of flowers kill 
any one ? And why did Indumatl go away without telling him ? The whole place 
was filled with memories of her. Could not death show a little mercy? In taking 
Indurnati away death had robbed Aja of the mistress of his house, a wise counsellor, 

a comp:inion 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. Vasi!\ha 

was engaged in a sacrifice at the time; but he ~ent a message throu8h his pupil. 
Death is a mystery; but no mortal can escape it. Death is the Jaw of nature; life is 
a borrowed experience. So, it is not proper for the wise to mourn over death. It is 
true that Indumati died suddenly; but she was an apsara r'!ally, by name Harii:ii; , 
Indra had sent her to spoil the penance of a sage, Tri:iabindu, 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; so, she went back to her heavenly regions. Aja should understand all 

this, said Vasi~tha, and control his sorrow. No amount of tears would bring the 
dead back to life; on the contrary the tear; are supposed to burn the departed. 
Ending one's life is also no good, because it does not mean re-union with the 
departed. Vasi~~ha's words were weighty, full of deep philosophical truth, and they 
carried sympathy and consolation. But Aja had decided otherwise. He lived for eight 
years somehow till Dasaratha came of age; and then committed suicide by fasting 
unto death at the contluence or Ganga and Sarayo. 

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 on a hunting expedition. ft was spring time. The • 
scent of flowers, songs of birds, the cool touch of the gentle breeze were in the 
atmosphere, in addition to the riot of colours, the sweet honey of the flowers and 
other paraphernalia of nature to excite and gratify the senses and mind. Dasaratha 
e<,uld not but be affected by the emotion-charged atmospher:!. The plumage of the 
peacock reminded him of the tresses of his beloved wife interspersed with tlowers, • 
and the sight of the deer of hllr eyes; he could not use his arrows against them. 
But he hunted and killed wild boar, rhino and tiger, With night-fall he encamped 
in the wood, In tho 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 hu nan cry of agony. He rushed to the river and 
found a Brahmin boy, Sravai;ia, who had come to fetch W'lter from the river and 
had becQme the victim of his fatal arrow. Dasaratha tended him and, on his telling, 
carried him to his old parents. The arrow was pulled out of the heart of Sravai:ia 
but the boy died immediately. The aggrieved father cursed Dasaratha in his anguish 
that he to!l 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 curse, sometimes, an augury of an unconscious bliss ? Dasaratha was childless 
so far. He decided to perform the Putra-kama-ifti, The gods in heaven were waiting, 
at this time, for the human a1•atiira of Vi~i:iu to deal with Ravai:ia whose might was 
uachallenged and was further enhanced by the boon of Siva. Vi~i:iu agreed to take 
birth as Rama. According to divine ordination, when the wives of Dasaratha ate 
the sacrificial caru, Rama was born to Kausalya, Bharata to Kaikeyi and Lak~mai:ia 
and Satrughna to Sumitra. 

In the following six cantos Kiilidasa presents the story of Rama on the lines 
of Valmiki's RamiJya,:,a. There is a reference to the killing of the Kraunca bird by 
th& hunter and Valmik1'11 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, Dasaralha'~ death, killing of Tac;laka. and a host of demons in the 
Da1:u;laka, abduction of Sita, sear.::h for her, friendly alliances with Sugriva and 
Hanumat, final crossing of lhe ocean, seige of Lanka, death of Ravai:ia and the 
triumphant return to Ayodhya after Sita's purification by fire ordeal, are all bi iefly 
presented. Romarkoble in this presentation is the picture of the lands of India 
(Bharata-bhumi) which Kalidasa paints through Ramo as he and Sita proceed from 
Lanka to Ayodhya io the Pu~paka aerial car. The pictures pulsate with life, accuracy 
of details, colour and variety. 

The rule of Rama was an happy augury of a just and righteous government. 
But the public scandal about Sitli's long stay in Ravar;ia'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 Rama, only questions bis judgement in 
the light of her ordeal and the reputation of the family; her love for Rama remains 
constant. Valmiki looked after the abandoned Sita and her twin sons, educated them, 
taught them his Ramaya,:,a, which Rama had an oppo1tunity to hear when he met 
the boys in the course of his Asvamedha performance. He recognisr-d Kuso and 
Lava es his own sons but wanted Sita to demonstrate her puritv before all the 
people. Sita chose to disappear in the bosom of her mother Ec:rth. This was a shoe~ 

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

Satrughna had dealt with the brood of Lavai:ia demons on the bank of Yamunii; 
his sons Satrugha:li and Subahu were now given the charge of Mathurii and Vidisii, 
the newly founded kingdoms on the Yamuna. Bharata had put duwn the rebellion of 
the Gandharvas in the Sindhu region and installed his sons Tak~a and Pu~kala to 
administer the kingdom of Tak~asila and Pu~kalavati. Lak~ma,:ia's sons, Ansada and 
Candraketu, were ruling over Karapatha. Rama had himself given the kingdom of 
Saravat1 to Lava and of Kusavati to Kusa. After the decease of Rama Kusa as the 
eldest son became the chief ruler. But as he prefered to live in Kusavati, the city 
of Ayodhya had a faded and dumb lt'ok. One night Kusa had a vision. He was 
awake in his bed. Suddenly his bedchamber was fl..ioded with brilliant light. A 
we-man dressed like a l'irahi11i stood before Kusa with folded hands. She was the 
presiding deity of Ayodhya. She described 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 Ayodhyii and rebuilt the city. He asked some Brahmins 
to look after the kingdom of Kusavati and conducted his own state affairs from 
Ayodhya. 

Once as he was enjoying the water sport on the Sarayii, 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 Garu~a missile, 
The king of the Nagas came up from the waters, returned the bracelet to Kusa, end Q 

offered his younger sister Kt, mudvati to him. From this incident Ayodbyli was freed· 
from the danger of serpents and the serpents too urned protection from Garuc;la. 

Kumt.:dvati gave Kusa a son, Atithi. r.~ter, when Kusa was fighting the Durjaya 
demons for the sake of Indra, he and the demon both were killed. Kumudvatl follo­
wed her husband in death. The ministers put Atithi on th~ throne. Atithi had 
deeply studied the Artha.fastra and political economy He observed a careful time­
table day and night and performed his duties with a sense of discipline. He had 
also mastered his sense~, as he did his -:nemie~. His kingly rule grew in glory; Indra 
and Kubera were his allies; the people enjoyed prosperity. 

After Atithi twcntyonc kings ruled inheriting the kingdom by family descent. 
Sudarsarn, the son of the twenty-second king Dhruva,~ndhi, came to the throne as 
a child. But as a crescent of the moon illumines the sky, a cub of a lion strikes 
terror i11 a forest, or a lotus-bud adorns a lake, Sudarsaru brought prestige and 
glory to his rule. The experienced ministers helped him to acquire proficiency 
io administration. He Jived Jong. In his old age he handed over the kingdom 
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to his son Agoivaq1a and, following the tradition of Raghu family, repaired to the 
forest to devote bis time to the hermit's life and penance. 

Sudarsana bad enforced such firm and fine traditions that Agnivan_:ia had nothing 

much to do for adminiotering his rich kingdom. But Agnivar.r_1.a wa~ by temperament 

a pleasure-seeker, loving women, wine and music. He spent aim )St all his time in 
his apartment listening to or playing music. As if the women in his harem were not 
enough, be invited handsome maids and courtesans to keep him c,)mpany. Agnivari:1a 
was 8 real expert in music. He personally played the mrdanga as an accompaniment 
to dance, and pointed out to the female dar.cer 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, 
Agnivari_:ia thrust his foot out of a window of his bedchamber to give darsana to 
his people. The 1:xcesses y,itb women and wine had also taken a toll 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. Agnivan_1a's pregnant 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. Kalidasa named it after Raghu perhaps for 
a number of reasons. Raghu stands near the top with Dilipa in Kalidasa's story 
and the succession of kings _ _could naturally be described as the scions of his family. 
Raghu, on the whole, is the most exemplary of the royal family described hP.re. Rama 
is equally great. But he comes far down in the line; a~d besides, in the poet's eyes 
Rlima is good in human form; on the contrary Raghu is an extra-ordinary man 
who raised himself to divine heights. 

By writing this ~pie Kiilidasa appe~rs to_ have created a norm for a literary 
epic : a massive sub!ect; elegan~ const~uct1on with a veriety of personal itics, incidents 

d t
. ns· beautiful expression which runs through var"· ing style - d t th an emo 10 , . . . J an me res: e 

. d dramatic quality of the dtscript1ons; a strtss on an ideolog· 1 t :t poetrc an . 1ca por rar ure; 

d bl 
thoughtful outlook on hfe: these are some of the ch l • . h an a no e · , . . arac enst1-·s t at 

d . . . h Roghm'amsa. There 1s no wonder 1f the 'Raghukara' found a t 1stmgu1s . . permanen 

I 
. b arts of all lovers ot literature. 

Pace m the e 

5. Miilavikiignimitra 

Th d tl·c stNY of Mii/a1•ikiignimitra is a story of love tli· t fi 11 d e rama . . <1 111a v succee s 
through harem intrigue a~d opposit~o_n by clever plotting. Agnimitra, king ~f Vidisii, 
happened to notice in his usua_J v_1s1t to the harem apart111ents a picture recently 
Painted showing a group of ladi~s m the harem. _ There was a young girl there who 
Particularly attracted his attention. But the semor queen Dhari1_:1I did not answer 
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Agnimitra's simple question about the girl, fearing undesirable developments. Dhii­
rii:ii's young sister, a child, Vasulak~mI, 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 bank of Narmada; the girl came into his 

bands as a refugee, and seeing her exceptional skill in dance, he had sent her 
to Dbarii:iI. Malavika: was living in the harem as a personal maid of the queen and 
was receiving dance lessons from the royal preceptor of dance, Gar;iadasa, as the 
younger queen lravau was being coached by another dance master Haradatta. These 
things were known in the harem apartments; so, when Agnimilra spoke to his compa­
nion and 'jesting pilot' G~utama and expressed his keen desire to see Malavika in 
person, the Vidu~aka instigat~d a quarrel between the two dance masters as an indi­
rect but sure remedy to fulfil the king's wishes. The danct masters were both experts 

in their special field and touchy; when they were challenged by ench other nhout 

llleir m~eclive 5uperiorily in their specialised art, the quarrel cn.ne to a head; both 
sought an inlerview with lhe king, as they were in ro1al employment and as the 
king is the final tribunal in matters of dispute. Agnimitra invited Dhari:r;li and her 
learned companion Parivrajika-Pa!]dita Kaus1kI to bear the dispute in order to 
maintain an appearance of personal unconcern and indifference. Dhari1;u was clever 
enough to see through this manoeuvre and tried desparately to stop the quarrel by 
several arguments; but Gautama continued to provoke the old Ga:r;iadasa by accusing 
him of lack of skill, of doing nothing to earn his salary, and comparing the two dance 
masters to rams and elephants who would give no peace till one of them was vanqu­
ished in a fight, which, any way, would be great fun. Unfortunately for Dhari:r;ii, 
Parivrajika did not exactly lake her side; she suggested that the masters demonstrated 
their skill 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. Ga!]adiisa was given priority because of his age; Parivrajika was to act as 
a judge; and a difficult piece, the Chalita dance, based on the fourth quartret of • 
Sarmigba's composition, was selected for prec;entation by both the contending parti-
es. The performance of Ma:lavika is shown in the second act; that of Haradatta's 
pupil is reported. Ma:lavika gave a perfect exhibition of the difficult nii/ya aad came 
out the winner. Agnimitra had the pleasure of watching Malavika at close quarters, 
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 love 
with her and pressed the Yid a~aka to arrange for a meeting with her. 

The opportunity came partly by a coincidence. Dharir:iI had a favourite Asoka • 
tree; it had not come into blossom though the season was ripe; ir was necessary to 
fulfil the tree's do!iada; normally Dharii:ii would herself have fulfilled the longing 
of ihe 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 p<!rhaps have been Gautama's trick; any way, 
the work came to Malavika; Dharii:ii promised her that she would accord to her 
wish if the golden Asoka blossmed in flve night, due to her effort. Gautama, how­

evert had managed to take Bakulavalika, a harem maid and a personal friend of 

Malavika, into his confidence end asked h!r on the king's b:::half to prevail on 

Malavika and make her respond to the king's love. The third act shows this beauti­
ful, romantic scene of Asoka-dohada-piiraT}a. Malavika comes into the Pramadavana, , 
slightly puzzled but hopeful, and already entertaining thoughts of Jove for king Agni­
mitra. Bakulavalika comes with the personal ornaments of queen Dharir:ii and deco­
rating materials to give her assistance to Ma:lavika. while applying the red lac­
dye to the tender foot of Malavika. she opens up the topic of the king's attraction 
for Malavika and wins a confe~sion from her of her love for the king, and also of the 
difficulties in her way. Bakulavalika gives her encouragement and promise of all 

help. The Vidu~ak11 had hrought Agnimilra to the scene and both we,e watching the 

develor,111e11ts fr<lm hehlnd a creeper. A§ Miil11vika: ri~e5 up to kick the Asoka wich 

her decornlcd ornamented foot and fulfils the tree's longing, Agnimirra ~kps forward 
and begs Malavika to fulfil his own longing for her. The romantic scene of Jove is 
spoiled by Iravati who jumps into the scene. As a matter of fact, Agnimitra had 
promised his younger queen lravati 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 Malavika 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 making 
overtures of love to Miilavika she could not control her anger. She rushed forward 
and taunted Malavika and the king with words of bitter and jealous anger. The 
Vidu~aka was taken by complete surprise and could not think of any means of escape, 
except running away from the scene. The king, equally taken aback, tried to explain 
the situation away by bluffing and actually apologised to Iravati touching her feet. 
But Jravali was irate; she raised her fallen girdle to strike at the king, checked her­
self somehow, and went away in anger, predicting disast~r like the fiery planet Mars. 
Malavika and Bakulavalika had already excused themselves and run away from Iravat1 
The king and the Vid~aka were left on the spot, frustrated and fearful of unknown 

consequences. 

They came without delay. At the instance of lravati, Dhiirii:ii was compelled to 

throw Malavika and Bakuliivalika into confinement in the cellar of the Samudragrha, 
and the garden-keeper and guard, Madhavika, was instructed not to set the girls 
free unless the queen's signet-ring was shown along with the order for release. 
Gautama has 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 hoax of 
serpent-bite. He pretends that he had gone lo pick a few flowers for the qul·en for 
his visit to her when he was bitten by a poisonous serpent. When he is brought in 
the presence of Dharir;u be acts the part superbly, shaking all ov,r, and requrstina 
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Dbari1_1i to pardon all bis faults and look after his family aft;r bis death. The queen 
is alarmed that she was an indirect cause of a Brahmin's death. The physician is 

se11t for. Gautama bas taken a number of people into his conspiracy, parti­
cularly Jayasena:, the messenger and go-betw(en. She brings the medical opinion, as 

taught, thJt a ~urgical operation to let out the poisoned blood was necessary, which 

Parivrajika confirms from her knowledge; in addition, a mantra procedure was necess- ,, 

ary for Vihi<.:h some object with au elfigy of serpent was required; Dbii.riJ;ti in her 
anxiety and fear for the Brahmin's safety takes out her signet-ring and gives it to 
Jayascua, because it has the serpent's figure carved on it. The VidU~aka is apparently 
taken lo the ro) al physician; but he and Jayasenli meet on the way; she is left back 
to carry the mts,age, after proper interval of time, to the queen that Gautma_ was 

out of dangn to bis life; and t'1e Vidu~:ika armed with the ring, collects the king 
and together they go to the Samudragrha. Gautma shows the ring to Madhavikii; he 
silences her suspicion by bluffing that the king's stars were not favourabla and so it 
was decided to release all prisoners as a mark of auspiciousness; further, Dhii.rii:ti 

had put th~ gills in prison to humour Ira:vali; she did not want to hu;t her feelings: 

so, in stead nf sending her own scrvent she had sent Gautama with the ring as it 
would give the impression that the king was personally interested in ~etting the girls 
free. The entire hoax works perfectly. Agaimitra is able to meet Malavika in the 
privacy of the Samudragrha. Gautama chJoses to sit near the gate, sends Bakula­
valika to watch the path leading to the Samudragriha, and the lovers are left to 

themselves. But it happens that Iravau is on her way to the Samudragrha. She is 

still furn i1,g wi iii anger, but is repentent also of her rash behaviour in the Prama­

davanJ. A litrle uncertain and also proud she had decided to present her apology to 

the pi<.:lurc of Agnimitra placed in the Samudragrha. When she and her maid sec, 

Gautn~a a! the entrance they suspect some intrigue. The maid drops a crooked stick 
on the ViJu~,ka who was dozing at the moment without any care in the world. His 
instin<.:ti·. e fca r r"r the serpent wddcnly rouses him and he shouts in alarm for help. 
Agnimitr;i ar,<l M,ilavikf1 come uut running from the house, and Bakulavalika too 
from anl•thcr di1ec11on. ln,vatI understands everything in a flash. The situation has 
repeatc-i itself Only a lucky coincidence saves it. Vasulak~mi, playing with a ball, 

was frightened h:,· a brown mo1,key and was shaking like a leaf in fear. Everybody's 

attcntiun 15 turned to the child. Agnimitra runs to console htr; lrii.vati in her natural 
concern for the <.:hild forgets her anger; and Gautama find~, to his relief, that a 

partisan, a bruwn 111onkey, has come to his assistance and saved the situation. 

A nun·ber of things happen in the fifth and the final act. The golden Asoka 
blossoms into full luxury before the five nights are over. Dhii.rii:ir is delighted. She 
arranges a sp-:ei ii festive ceremony around the Asoka and orders that Malavikii be 
dn:ssed in a bridal drc~s u~cd by Vidarhha maidens This work is p<1rticularly entru­
sted to the clever Parivn1jikf1. There is a side-thread in this &tory of love, namely, 
the Jj,putc bctwecn the two Vidarbha princes Yajnasena and Ma:dhavasena; the 
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latter is a partisan of Agnim itra; and to counter the treachery and arrogance or 
Yajftasena, who had thrown Madhavasena into prison, Agnimitra had ordered a military 

attack on Vidarbha. Dharit;J.i's brother Virasena was in charge; tile results of this 

battle come to band now. Yajnasena i3 routed, Madhavasena is freed from prison, 

and the loot collected after the military victory, along with two girls skilful in music, 

is being sent. When th.! 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 wny. With 
Ma:dhavasena's imprisonment his minister Sumati arrang<.>d lo take Millavika, his 
own sister Kausik1 (the Parivrajika) and a few people to the safety of Vidisi through 
a secret route in the Vindhya mountain range. Unluckily the party wa, attickcd by 

a band of marauders in the Vindhya mountain pass; Sumati fought bravely; but he 

was alone; he died in his effort to save the women. Malavikii was lost; as we know 

she came to tbe hnnds of Virasena who seC1t her to Dhari1_1i. The distressed Kausiki 

became a nun and finally found her way in the royal harem as Dh'lril).l's companion. 

This part of the story is narrated by Pa1:H;lita-Kausiki, who is also rewgnised by the 
two girls. The narration revealed, for the first time-, that Malavika was flot a maid 
but a princess. Kausiki explains to the apologetic Dhiirini that she did not reveol 
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 her. Dharii;ti 
was glad and wanted to make full amends for treating Malavika as a maid though 
it was not her fault . At this moment another piece of good news comes. Dh~rii:ii's 
son Vasumitra was guarding ·'the sacrificial horse for his !?randfather Pu~yamitra, and 
Dharir;i.1 was in perpetual anxiety for his safety. The news comes that he has routed 
the Yavanas and won tbe final victory. Pu~yamitra has also sent an invitation to 
the entire royl household to attend th~ celebration of his A.svamedha. In this moment 
of all-round joy, Dharir;H gives the hand of Malavikii to Agnimitn1. 

The play is a comedy of royal Jove, and a hilarious comedy, as it is full of 
amusing situations,mirth and laughter, with the serious undercurrent of a deep mutual 
Jove. But it is obviously the first dramatic work of Kalidasa and he could n,1t avoid 

certain shortcomings. The major is the portrayal of Agnimilra. He is shown as a 
king who is entirely depi!ndent on his dependents. His armi<!s, commandns and his 

young son fight the batlle.1; end t:iere is no political work ft r him except deciding 

the strategy and directing the campaigns. Even in the matter , f his perso11al love 

he relies completely on bis companion, the Vidu~aka, whom he dtscribcs as his 
'minister of personal affairs'. The Vido,aka dominates the actit) 1 of the play. And 
with Agnimitra's unimpressive portrait the modern rearler, at lea~;, is in doubt about 
who the real hero of the play is. Gautama is quite clever and resl1urccfu!; hut sh,)[Jld 
a minor chara.:ter assume such an imp0rlancc in a sophisticatcu play '! Th.: embar­
rassing iituations in v.hich Agnimitra is placed in the Pramada\'.lJla and Samudra­
grha scenes lire not flattering to his personality, like the fun Gauta·,,a makes ol him. 
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The play is also full or coincidences which luckily help the development and fulfilment 
of love. The pattern Kalidasa ch, se is or a low-lave! 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 Mll/avikllgnimilra set a vogue; for, we find Sri Har~a, 
and later Rajasekhara, imitating Kalida:sa in creating their court comedies of love. 

. Vikramorvasiya 

This is also a play of love, technically a Toraka, because the heroine is a 
celestial nymph and the hero a renowned king of the earth. It is the story of love 
between the heavenly Urvasi and the mortal Pururavas, a Vedic legend to which " 
Kalidii.sa has given a poetic fo'rm and human garb. The pattern is varied too; the 
davelopment of love ~oes through the stages of union, separation and reunion. 

King Pururavas is returning from heaven after paying his holy 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 som:: woman or women. Pururavas learns from the 
distressed nymphs that UrvasI, the ornament of heaven, was abducted by the demon 
Kesin as she was returiog from the mansion of Kubera, along with her friend Citra­
lekhii., and the reseal had escaped in the North-Eastern direction. The rescue was 

_possible only by one who was a partisan , f the gods and who had the ability to 
travel on aerial paths in the &ky. Pu,urav~s promises all help to the nymphs and 
they promise to wait for him on the peak of the Hemaku\l mountain. The chariot 
of Puroravas flies through the sky und in no time overtakes lite demon. Pururavas 
rescues Urvasi and her friend and brings them back to the HemakO\a to their anxi­
ous compiinions. Urv .. si is quite safe; only she had fainted in face of the danger. 
Now, when she c,pens her eyes it is like lotus opening its petals at the close of a 
dark night. Un-asi had thought that she was rescued by her patron Indra; but Citra­
lckha draws her attention to the king who was an equal of Mahendra in prowess; 
UrvasI looks at the king and suddenly feels that the demon bad obliged her by brin­
ging her into contact with the king. Pu11lravas, on his part, is emazed at the heavenly 
beauty of Urvasi and thinks that if she were the mental creation of sage Narayar;ia 
it must be a myth. It is a case of love at first sight. But the background is of Vikrama, 
the brave rescue affected by Puriiravas. If Urvas1's extra-ordinary beauty attracted 
Puroravas to her, UrvasI had every reason to fall in love with him; Pururavas was 
majestic and handsome· his valour was matchle~s; and he had put Urvasi under 
a loving obligation by ;aving her life. Citraratha arrives on the spot, because the 
news of Urvasi's abduction had reached heaven 11nd Indra had despatched an army 
of Gandharvas for her rescue. Citraratha thanks Pururavas on behalf of Indra and 
the parties depart. But it is once again obvious that UrvasI is leaving her heart 
behind. The emotions of Puriiravas are not different. 

A taste of the these mutual feelings is had in the second act, Pururavas is love­
sick for U rvasi, and the current Spring season only serves to increase his longing for her. 
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Urvasi is in no better position. But being a denizen of heaven she has greater freedom. 
She decides to go down to the earth to meet the king taking Citralekha with her. 
They find Puraravas in the garden of his palace musing with himself and his compa­
nion the Vido~aka. 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. UrvasI decides to reveal her own love. She snatchea a 
birch-leaf, writes II poetic letter of love, and drops it near the king. The fool 
of the Vido~aka, 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 Urva§J. He 
asks the Vido~aka 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 pres~nce of the king. But before they could talk much, UrvasI 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 mutual 
responese. 

The king wishes to turn back to the letter as some kind of consolation. Tho 
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 Au~rnarl 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 tho 
king with the letter, 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 heaven and earth together in a wedlock. How 
could a heavenly being like Urvasi 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 a 
drama, Lakimis1•ayamvara, composed by Sarasvati and directed by Bharatamuni; Urvn:§1 
was acting the heroine's part. In a scene she was asked by her companion about 
whom she loved most; and she was to reply that her heart was set on Puru~ottarna, 
Vi!nu. But her heart being with Pururavas now and the love engulfing her emotional 
life, Urvasi made the natural psychological blunder in saying her line and took namo 
or Pururavas in place of Puru~ottama'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 king till a son was born to her. In a way, some good came out of the 
blunder and the curse; Urvasi's way to the fulfilment of her love was cleared. The 
king's way wa~ also cleared for him; became queen AusinarJ realised, in spite of 
her hurt and resentment, that it was no use going ag:1inst the wishes of her lord and 
!]laster; she undertook the 'priyaprasadana' vow and on its completion. on a full-moon 

5 



J4 Appointment with Kt1/idt1sa 

night, made a religious offering to her king-husband, on the terrace of tho Mar:iihar- , 
mya palace, promising tj:iat she would be friendly to any woman who h11d won her 
husband's affections. After the queen's departure Urvasi arrives. It is clear that their 

union is in sight. 

The interlude of the fourth r.ct gives us the reason for the separation of the 
lovers. Pururavas and Urvasi after their marriage had gone to the celestial Gandha­
madana-vana to enjoy their married love. There Purilravas happened to notice a 
vidyadhara girl playing in the sands building hills. The beauty and the self-absoro­
tion of the child took his attention from Urvasi. Urvasi resented thi~. She was very 
short-tempered, and her love was deep, demanding and possessive. She walked away 
from Puroravas in anger and by mistake stepped into the sacred grove of Ka:rtikeya 
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 Pururavas. He lost his sanity. The main scene of the fourth act is 
a scene of Pururavas' mad search for his lost beloved. 

I think the treatment of this scene is deliberate and carefully worked out. There 
arc a number of Apabhrarilsa verses which describe by symbol the condition of the 
love-lost Puriiravas. There is music and dance; the stage-directions show that even 
Pururavas takes dance steps. In other words, the scene is constructed like a ballet. 
To my mind, this is the only way prolonged pathos could be offectively presented 
on the stage. Pururavas 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. 1he 
objects are not a part of stage scenery, which did not exist much on the ancient 
Indian stage. They are represented by a d11ncer or a group of dancers doing the swan 
or peacock dance as the case my be; and Pururavas 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 hi!. mad search Purtlravas 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' (saflgamaniya-marJi) issued from the lac-dye applied to the foot of Gauri. 
Purilravas picks it up; and when he embraces a creeper that draws his attention with 
the gem in his hand, the creeper is changed into Urvasi. The separated lovers arc 
united. Urvasi has witnessed in her inner mind the agony and sorrow of Pururavas 
and obtained lhe proof of his deep and sincere love. The couple returns to the Capital 
from the heavenly gardens, and Urvasi commands a cloud to carry them back like 
an aerial car by her celestial pow<'rs. 

Happiness now reigns in the house of Pururavas, except that he is still not blessed 
with a child. Then an incident takes place. Pururavas and Urvaiii have come to the 
confluence of Ganga and Yamuna. Purnravas has been guarding the •gem of reunioQ• 
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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 or meat. For a moment Pururavas was lost admiring 
the beautiful movements or 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. Uefore he could shoot the bird, h )Wever; an unknown 
arrow killed the brid. The chamberlain 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 Urvasi and Aila-Puroravas. On the heel of thi11 
unexpected news came a female ascetic from the hermitage of Cyavana with a six 
year old boy. Urvasi recognised her own son and explained everything. She wa. 
permitted to live with Purorava9 till he saw the face of a son born to him from 
Urvasi. Urvasi loved Puroravas so much that she sacrificed her motherly love and 

kept the boy away in the hermitage of Cyavana. Now that the boy had acted against 
the asrama discipline in shooting at the bird he •was brought back to his mother. 
But with thi9 Urvasi's stipulated period of stay was also over. The prospect of a 
perfect family reunion was thus spoiled, 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 between the gods and the asuras 
was about to break; Pururavas had always been an important and valuable ally of 
the gods; Indra, therefore, would not like Pururavas to retire from his kingly life and 
take to hermit's vows as he was planning to do at the departure of Urvasi 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 Puroravas as long 

as he lived. The threatened separation changed into life's union. 

It is vikrama, the valour of Puroravas that won UrvasI for him; it is vikrama 
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. Abhljiianasakuntala 

Thr Sakunta('ll-upiikliyiina in the MahiibMrata, which is the obvious source of 
Kalidasa's drama rather than the Puraoic versions, is rather crude, full of improba­
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 harmany 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 com·ey an impression that heaven and earth are combined in this play, 
ia the supreme ach ievcment of Kai idiisa. 

The story of the Sakunta/a also runs through the stages of union, separation and 
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 gllndha,i,a marriage; the reason of separation is found in the 
interlude of the fourth act in the form of the curse of Durvasas; the actual separa­
tion occurs in the fifth act when Du§yanta, losing his memory due to the curse, 

rejects Sakuntala; th~ sixth act is a preparation for the reunion; which is shown in 

the !inal seventh act. 

Du~yanta comes to th.: hermitage of Kal).va by chance, in the pursuit of a deer 
be is about to kill. He is stopped by the hermits as the dee,r belongs to the hermit­
ago. Du~yanta accepts the plea, is invited in the asrama, and meets Kar:iva's daughter 
Sakuntala, along with her companions Anasuya and Priyarhvada, watering the. trees 
io the hermitage; Kar;iva is away on a long pilgrimage to Somalirtha which he has 
undertaken in order to pacify the adverse fate of Sakuntalii. Du~yanta is terribly att­
racted by lhe natural unadorned beauty of the girls, particularly of Sakuntala, and 
considers whether he can take Sak untala as his wife. The story of Sakuntala's birth 
and the knowledge that she is the daughter of a celestial nymph and the royal sage 
Visvamitra conviI!ces him that there is nothing untoward from th~ religious angle in 
his desire for her. Sakuntala too has been moved by the sight of Du~yanta and 
experiences the stirrings of love, wh icn she fee Is 'contrary to the tapovana life' in 
her innocence. Both have responded naturally to the impetus of love. Du~yanta is no 
longer interested in bis hunting project. He confesses to bis companion the Vidu~aka 
his feelings for Sakuntala. The Vidu~aka ridicules the idea, first, with several objec­
tions : Trying to marry a Tapasa-kanya, a daughter of a Brahmin sage, was against 
the normal religious code; Du§yanta's attraction for the girl may be a passing fancy, 
lile a person tasting a sour tamarind as a change from sweet things; and if Du ~yanta 
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 innocent girl. Dusyanta answers 
these objections convincingly; religion is no bar to this love, as K~r;iva is only a 
foster-father to Sakuntala; Sakuntala's beauty is heavenly; a person must be out of 
his senses not to want her permanently as his life's partner. The Vidu~ake convinced 
of Du~yanta'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. Du~yanta wants an 
opportunity to go back to the asrama; this is unexpectedly provided. The hermits find 
that in the absence of Ka1_1va their daily sacrifices are disturbed by invisible demons; 
they invite Du~yanta to live in the hermitage to guard their sacrifices. But at this 
moment a message comes from Dusyanta's mother asking him to return to the Capi­
ta). The mother is observing the ;ow of Putra-pi{uja-pii/ana; Du~yanta is childless; 
the completion of the vow will take place in four days, and Du~yanta 's presence on 
the religious occasion was necessary. Caught m a dilemma, Ou~yanta decides lo send 
the Vidu~aka in his place, dismisses the army, and remains alone in the tapovana 
to do bi, religious duty for the ascetics. The opp.Jrtunity to be near Sakuntala in 
bis spar• time naturally helps the development of mutual love. While Du~yanta is 
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yearning for her, SakuntaliI suffers heavily the pangs of love. Her companions decide 
to help her, They prevail upon Sakuntalii to write a letter of love. In a moving poetic 
scene in the third act Kalidaga brings the lovers together who op:n their hearts to 
each other in the presence of Sakuntala's companions. Du~yanta removes aay doubt 

from Sakuntala's mind by promising that she will be the pratisthti, the glory and the 

stability of his family and propo5.es gtindharva marriage. 

The fourth act shows that Du~yanta and Sakuntala are married. Du~yanta's reli­
gious duty in the asrama is over. He gives his ring to Sakuntala and returns to his 
Capital, promising to send an escort for her within a few days. Unfortunately, on 

the ,·e,y day of Du~yanla's departure, and as Sakuntala is experiencing the first 
pangs of separation and is lost in her own grief, Durvasas arrived in the hermitage 
uninvited; and because Sakuntala fails to notice his arrival curses her that her hus­
band will not remember her. Anasilya and Priyarilvada somehow pacify the angry 
sage and he concedes thi'lt the curse would cease to operate at the sight of a 'token 
or recognition' {abhijnana). The girls feel that Dusyanta's ring which is in possession 
of Sakuntala: will withhold the effect of the cu;se, They keep the incident of the 
curse a secret but advise Sakuntala to tak.! care of the ring. 

Kai;i.va has now returned from his pilgrimage. He comes to know of Sakuntallt's 
marriage through an incorporenl voice in the tire-sanctuary; congratulates his daughter 
for the choice of her husband as both are extremely worthy and perfectly matched, 
and promptly makes arrangements to send Sakuntala to her husband's house. The 
main scene of the fourth at:t is one of the finest poetic interludes imaginable. It is a 
scene of parting, a married daughter leaving her parental home. All the soft and 
silken emotions of the human heart come out on this occasion; even Ka!_lva finds it 
difficult to check the rising tide of his own emotions; but everything is l::eld in 
superb control ~nd the auspicious occasion of a daughter's daparture is not allowed 
to be dissolved m tears and sorrow. Nature also joins the farewell, not only by giving 
Sakuntalii. 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. Kal).Va 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 Du~yanta. The party leave9. 

The beginning of the fifth act and the song of Hamsapadika is a warning that 
the curse has affected Du~yanta's memory. As we know a little later, Sakuntalii. has 
lost the ring on her way and is without any means to convince Du~yanta of her 
marriage t0 him and fo revive his lost memory. When the asrarna party arrives, 

. Du~yanta is completely puzzled. The young woman standing before him, far advanced 
in pregnancy, claims to be hi~ wcddcJ wife; but he has no recolh:ction of anv such 
happening; the Vidu~aka is not with him; And the statements of the party do not 
produce any conviction; Sakuntala herself is unable to give any evidence to support 
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her claim. Under the inevitable circumstances Du~yanta'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 
Du,yanta would be abandoning his wife; but if he w~re correct in his stand, by acc. 
epting her be would be taking in the wife or a stranger; which is the greater sin ? 
That is why, on moral grounds Du~yanta decides to take the risk or diira-ty'aga as a 
lesser evil and repudiates Sakuntala. The scene is full of terrific dramatic tension. 
Tempers rise, accusations are hurled 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 point. The priest of Du1?yanta suggests a temporary 
solution. It is predicted that Du ~yanta would have a son who would have all the 
astrolol!ical signs of a sovereign emperor; if the young woman had such a son it 
would prove that she was Du~yanta's wife. The Purohita offers to give shelter to 
Sakuntala in his house till the time of her delivery. But as the party leave11 the pre­
sence or Du~yanta, a light in female form de~cends uown from heaven and lifts the 
crying Sakuntala away. This is Menakii, Sakuntala's mother who had rushed to help 
her in her plight of life. 

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 into the 
waters from Sakuntala's finger; it was swallowed by a fish; after a lapse or six years 
fi11herman 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 Du~yanta because it was a 
royal gem the theft of which was punishable by death at thi: order of the king him­
self. The things, of course, took a different turn. The sight or the ring wiped out the 
effect of the curse, Du~yanta's memory came back and he remembered everything 
about Sakuntalii., includihg his cruelty in rejecting her. Du~yanta's sorrow knew no 
bounds. He forbade all festivities in his kingdom, lost all interest in his state affairs, 
and helplessly surrendered him~elf to Liis sorrow. Du~yanta's agony and torture was 
particularly enhanced by the case of the merchant Dhanamitra, who had died without 
a child; Du~yanta realised consciously the spiritual importance of a son and succesSQr 
to the family, and the rejection of the pregnant Sakuntala come to him as the crue­
llest stroke of misfortune and an unbearable shock. Moreover, there was no news of 
Sakuntala. The dramatist, however, ananges through Sii.numali, a nymph and friend of 
Menaka, to take his readers and audience into his confidence; it i~ learnt that 
Sakuntala is in the hermitage of Marica on the Hemakilla mountain and her son is 
being properly cared for there. Fortunately Du~yanta gets an opportunity to go to the 
heaven to help Indra in his battle against the asuras, and on his way back Indra's 
charioteer Matali brings him to the hmnitage of Marica. There Du~yanta meets bis 
son Sarvadamana, and recognises him, through artistically presented sign~. to be his 
own. S!lkuntala then comes forward, pale and emaciated, but devoted to her husband. 
Du~yanta 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 bis poetic abilities appear to have come to 
a luxurious blossoming in the Siikunta/ii. 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 naturally. Nature is presented not only with its wealth and varied charm but 
also is, in this play, a living character in tune 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 Sakuntala a triumph of literary creation. The 
derp sorrow and endurance of the earth and the dreamy happiness of the heaven seem 
to be combined in the SlJk1111ta/a. 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. 



3 GLIMPSES OF PERSONALITY 

A perpetual handicap in the study of Sanskrit Literature is the Jack of informa­
tion about 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. Bhavabhiiti or Bai,a wr"ite 
about their family and their childhood. The prologue of Siidraka's play provides some 
distinct details about this king-poet. The dramatists Jayadeva and, more than him, 
Rajas::khara sing their own praises. Scanty as these details are they give, at least, an 
introduction to a poet. Kalidasa seems to have risen to pre-eminence in his own life­
time; and later he became an imortal poet of Sanskrit language. But Kalidasa bas 
left only bis name behind. The only poet who outdid Kalidasa in this kind of reti­
cence appears to be Bha,a 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 Poetics like Mamma\a endorse it. 1 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 strictly on literary 
merit.2 He admits at the beginning of his Ragl,u1•amsa that he is soliciting literary 
fame.3 King Dil1pa, offering his own body to the Lion as il 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 Kiilidiisa too may have prayed in bis youth to the God 
of Death to spare his ya.fa[isarira : Any way, Time seems to have beard this unutte­
red praver to bestow immortality on Kalida:sa'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 modeJty. For, even if modrsty be a striking virtue of a poet lika 
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 are their admiress who 
would place them at the top and declare them as incarnations of the Goddess of 
Poetry, There is, of comse, some truth in the observation that Sanskrit poets have no 
sense of time or 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 knowledge of ib aulhorship or the time when it 
was produced; aft.:r all, men must die; and Time never remains stand-still; what Time 
and Death cannot touch is an outstanding literary work; Time is endless and the 
Earth is vast to safeguard and preserve a work of supreme art. Such an attitude tQ 
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ono'a literary productions is not impossible in our land. It may have prompted the 
writers to cloaki themselves in comparative anonymity. It is also a general literary 
fashion noticeable 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 no literary hi»torian. 

The desire to know a poet in his personal life cannot be said to be born entirely 
out of human curio~ity or admiration. These feelings are naturally there; but a factor 
of greater literary importance is a presumed connection between 11 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 help to understand it better than a 
mere critical analysis ever can. Wordsworth's poetry, for example, contains a number 
of sweet and affectionate poems about a littls girl Lucy. fhe admiring reader and ~ 

critic looked upon these poems as a fine reflection of Wordsworth's Jove of nature 
and of child. The subsequent researches, however, showed that the poems had an 
intimate connection with the poet's private life which w11s not known till then. 
Wordsworth had lived in France for some time before the French Revolution. He fell 
in love with a woman there, and they had a drnghter 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 bis 
D)ind; 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 understand the particular tenderness and depth of affoction that are found 
in them. The literary pleasu1c is certainly enhanced by this personal detail. 

A poet's personal life and his literary creations, thus, seem to be somehow con­
nected, though the connection often remains hidden or unknown. The increasing 
curiosity about Kalidiisa 's personal life may be reasonably related to such a I iterary 
background. As a matter of fact, Sanskrit literature ha'l produced some remarkable 
writers who would outshine Kalidasa in individual qualiti:;:s. Kalidasa does not have 
that emotional abandon and grandeur of diction which Bhavabhuti shows. The poetic 
imagination which travels from earth to heaven and back again, and the command of 
language which can give shape to such flights, which Bai:ia ellhibits, is not a feature 
of Kalidasa''i writing. A 'string of soft and glittering words' is the forte of Jayadeva.5 

Bhasa stands alone in delving the human mind and discovering unexpected traits of 
humanity in so-called villainous men and women. And yet, it is Kalidasa whom 
tradition honoured as 'the grace and pltasure of Poetic Muse', 'the preceptor or chief 
of the family of poets•.o There i~ no doubt that the tribute is due to K:1lidasa's 
graceful writing and his mnstcrly art. But it i~ also true that Kalid,1sa attained 
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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 unsuppressible 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. But if tradition raised these stories, making a mountain of a mole-bill, 
they deserve a critical analysis in order to discover the basic personal detail or 
quality the mole-hill - which may have provided the foundation for raising the 
superstructure of imagination, 

(2) 

According to one such legend, Kn:lidasa was born in a Brahmin family but was 
an orphan. A family of cowherd3 looked after the boy and raised him. The boy 
grew up till 16 or 18 y.:ars of his age in the company of cowherd boys, illiterate 
and uneducated; but he was very handsome and faii and a picture of perfect health. 
It. so happened that the king of that country had a daughter who was very beautiful 
(as heroines of stories are expected to be !). She was also educated in all the siistras 
and trained in all the arts. When she came of age, she declared that she would 
choose her husband after testing him in sciences and arts, a 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 all 
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 handsome, 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 
bis daughter to marry the famous grammarian Vararuci. The princess refused. 
Vararuci felt humiliated 1and insulted, He hatched a plot to punish the princess 
using a cowherd boy. 

The minister, in our story, brougltt Kalidii.sa secretly to his residence, kept him 
happy with good food, clothes and ornaments, gave him ~ little idea of what he 
intended to accomplish through him, and gave him a strict warning that he must 
not open his mouth to speak under any circumstances. Having thus prepared the 
boy the minister managnl to bring from Kasi a band of young boys traineJ in 
different siistras 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 eqd 
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the young boys as his pupils. The only condition stipulated for the meeting was 
that the 'pupil,;' would answer the questions put by the princess, and if the answers 
did not satisfy the princess then only the 'guru' would speak to her. The princess 
agreed. The minister then dressed Kalidasa elegantly for this special occasion, 

instructed the boys properly and repeated his warning to Kalidasa. With complete 
preparation . the meeting took place in the royal court. The result could be easily 
pr~dicted. The questions the princess asked, from whatever science or art, were 
adequately answered by one boy or the other who was perfectly trained in that 
particular branch. The princess was impressed by the knowledge and skill or these 
boys .and naturally . supposed that their 'guru' must be an exceptional young man, 
though the :'guru' had no occasion to open his mouth. The 'guru' or Kalidasa looked 
gorgeous in· his clothes and 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, 
Th'e wedding was duly celebrated. 

However, when the couple met for the first time in the royal bedchamber, the 
boy Kalid11:sa, left alone to manage for hi'llself, was completely bewildered. The 
princess suspected 5omething wrong and piled her husband with questions; but the 
young husband would not open his mouth to speak. The princess lifted J sword 
from the corner of the bed and threatend to kill the boy if he did not speak and 
tell her everything. Frightened beyonj his wits, the boy narrated the whole story in 
his native, unpolished latiguage. 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 Kalidiisa very 
deeply. He went straight to the temple or 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 
Kiili and she placed her hand of blessing on the bowed head of the boy. He was 
endowed with knowledge and poetic genius a~ a favour of Kali, and cume to be 
known thence as Kalid;Isa or a devoted servant of Kali. Kalidasa then went to 
Kasi, the home of all learning and lore, and soon mastered many s1istras and arts. 

Returning from Banaras Kalidasa first went to pay a call of gratitude to the 
princess, who had remained faithful to her husb1nd, sorrowing over her tragic fate 
but acting according to religion like a devoted Hindu wifo. When she saw Kalid:1sa 
she wondered whather the ycurs ha.I at least turned his rustic speech int,, the 
language or the polished and cultured gentry. She asked him, 'Is there any improve­
ment in your speech'-Asti kascit 1•tig-vise1a{1 ? Kalidasa picked up each single word 
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from her question and in reply recited on the spot, in a sudden burst of inspiration,· 
an epic, a lyric end another epic : The Kumiirasarizbhava begins with Asti-uttarasytim 

disi Devatiitmii, Meghadiita with Kascit k'lJnta-viralza-gurwJii and the Raghuvarhsa with 
Vilg-artha-viva sarilpfk(au .... The prioc~ss already pleased in her mind by the return 
of her long-lost husband was amazed by this spontaneous exhibition of poetic genius 
and birth of wonderful poetry, and rushed to welcome and hug her hus6and with 
love and joy. But the entire experience had worked a far deeper transformation 'in 
Kalida!a's life. He regarded the princess as his spiritual guru, and refused to talce 
her as his wife. This was a jolt and a shock to her. When all her pleadings failed 
to move Kalidasa from his determination, the rejected wife cursed him that he would 
die at the hands of a woman for repudiating the love of his devoted wedded wife .. 

Ka:lidasa was sad in 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 woo 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 went to see his old friend Kumara• 
dasa, the author of the epic poem JiinakfharoQa, who lived in Lanka. But in stead 

. of going tJ his friend's house he stayed with a prostitute. Now, the king of Sil'lhala­
dvipa (Lanka, Ceylon) had announced 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 himself might have thought of this trick and persuaded his 
king to act on it in order to trace Kalidasa's whereabouts, whose arrival in the island 
was somehow known but not the place where he chose to remain in hiding. The 
first line of the verse given for completion was : Kama/e kama/otpattifi sruyate na tu 
drsyate (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. 
Kalidasa came to know i!bout all this through the courtesan. He smiled and said to 
her, •My girl, bow is it then that two blue lotuses (eyes) have sprung from your 
face-lotus'? (Biile, ta~·a mukhiimbhojiit karham indivara-dvayam). Kalidasa 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 Kalidasa. 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. Kumiiradiisa suspected foul play, 
because he was sure that none but Kalidasa had the genius to complete the verse. 
When the courtesan was severely question..:d under threat of punishment she confessed 
to all that happened. Kum:\:radasa was grieved beyond consolation at the tragic death 
of his dear friend. The story is that he threw himself on the burning pyre when 
Kalidasa's mortal remains were cremated and ended his own life. It is said that the 
place of cremation is still shown to tourists at Lanka. The curse given by the· 
princess was somehow fulfilled. 



. . 

Glimpses of Personality 

The Bhojaprabandha. compiled by poet Ballalasena for king Bhoja, contain·s 
~umerous stories of Kiilidasa's poetic genius in completing, from the given line a 
verse, which skill he exercised not only for pleasure but also for helping poor 

Brahmins who had neither the ability nor the learning to recommend themselves for 
royal favour and gifts. 

The imaginative stories and legends with which the· name of Kiilidasa is surrounded 

in tradition imply the following details : 

(i) Kalidasa was born in a 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 Kali. 

(ii) Kalidasa came to be connected with a royal family, either by relation or 

by formal association. 

(iii) Kalidasa was a gifted pott; 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 unsteady; he was given to : pleasures of women and did 
not lead a precisely moral life. 

( 3) 

Th,:re are no means or evidence in existence to enable us to evaluate th~ 
deductions which the legends and popular stories yield. In the absence of real history 
and reliable records for varification of any personal detail of the poe:'s I ife, the 
only course open to us is to construct the literary personality of the poet and to see 
how for it is consistent with the picture the legends and stories give. 

It 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 

lire of a writer and the literature he create~ can, sometimes, be poles asunder. DH. 

Lawrence, for ex:ampl::, who £ave a rude ~hock to the contemporary sl:mdards of 
moralily by his novels of ~ex relations, W3S in reality a simple i=,nd straightforward 
person, almost ascetic in his personal life. Bernard Shaw whose tongue-slashing at 
the established order of society is notorious was a deep thinker and a vegetarian 
like an orthodox Indian Brahmin. On the contrary, Leo Tolstov who is hailed as a 
profound philosopher and a suge in the history of literature, ,~:1 a different kind of 
private life, as some surprising details of his p,!rson:il life revealed bv 1.,tc-r research 
show. Accepting both these literary principles it mav still be conceded that a literary 
creation generally takes th!! colours of a writer's personality. The experience which 
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a writer chooses to present, the art-form which he imposes on the experience, the 
thoughts aod ideas which take shape 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 cherish. 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 writer's art-personality, some 
remarkable and possibly brilliant traits of the inner mao. A search for such traits 
through the literary creations is likely to reveal, not the actual life of a writer but, 
at least, the imaae of his thought-life. This is the only purpose for which a compa­
rative study of th~ legends about Kalidasa's life and characler and his literature is 
undertaken, although the legends and stories have no historical value and deserve to 
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 bdong to different centuries.7 Bhoja lived in the 
II th century A. D. and, in spite of a little uncertainty about Kalidasa's date, Kalidasa 
could not have been a contemporary of Bhoja to be the brightest jewel of his court. 
The relationship between Kalidasa and Bhavabhuti, assumed by another story,8 has 
to be similarly dismissed as an historical anachronism. 

Thm, jg a pogsibility that Knlidasa'Y aesocialion with a royal family or a 
ruling king, which the legetlds relate. may have some basic truth. The subject of his 
thrre plays and of the epic Rag/Juva111fo is the life and personality of kings. The 
pictures in the er,ic are painted with rhe idealistic colours of myth and are modijlled 
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 private 
love-life. The personal life of contemporary kings, their behaviour in the royal harem, 
their love-life, the women in the harem and their intrigues and rivalries, the etiquette 
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 unerring 
accuracy and freshnf'ss, which suggests the poet's personal knowledge of and familiarity 
with royal life in private and in court. From the literary point of view Kalidasa 

could be said to have created the form of a royal courtly comedy of love, or to 
have given the dram1tic 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 Kalidasa may have been more closely 
connected with royal life than a merc.- observer permitted in royal presence. It is 
commonly believed that K:a:lidasa enjoyed royal patronage, that he was the court-poet 
(Rajakavi) of some king who bad taken the title of Vikramaditya. Kalidasa may 
perhap! have been more than an honoured poet of a royal court. The legendary 
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1tory describes him as the husband of a princess. It may not be true. But historical 
records prove that poets or learned Brahmins were in royal service as ministers or 
officers.9 A reference in Meghadiita is worth investigating in this context. The Yak~a 
praising the Cloud calls him as the 1prakrti-p11rufa' 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 : Prakrti and Puru~a are 
opposite concepts: one cannot be the other; so that the compound of the two word, 
is not a case of apparent contradiction (virodhabhiisa) but of actual contradiction 
(virodha). How did Kalid1isa 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 connotation. 

The word prakrti denotes a king's minister, cabinet minister, or the subjects in the 
political context. Purufa has the sense of oflker in Kalidasa's own play.1° Prakrti­
Puruta 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 poetry in this concept 
and an evidence of the flight of imagination. But this chfof function of the cloud of 
showering rain-water is quite irrelevant, or at best incidental, in the theme of the 
Meg!,adzita. The peculiar phrase, therefore remains a literary puzzle. May we surmise 
Iha! it is a projection of the poet's own psycholof!y? Perhaps, Kalidiisa hims.:lf was 
ll 'prakrl/~purum', lhnt i~. _11 minigfer of H kin11. wht, in hii: raj'ltll'ily RS n minister ln 
charge or foreign affairs or ns nn embassador, may have be~n sent out by his king 
on 11 poli1ic11l mission. He may have been required to stay away from hi!i home and 
his beloved wife for a long timi.: to carry out his mission. And the sight of the rain­
cloud 'on the first day of A~a<;lha' maJ have deeply c;tirred Kalidiisa's heart with tender 
memories of home and of love. The love-lyric Meghadiita may have been born in 
some such very personal circumstances. It is a surmise, an inference drawn from the 
writer's works. But it is tempting to bdieve that the lyric was inspired by an 
intensely moving personal experience. And then the puzzling phrase which is so 
unusual becomes clear. In describing the Cloud as the 'prakrti-purufa' Kalidasa is 
imposing his own official position on the cloud, either deliberately or due to a 
psychological trick ! 

If Kalidasa was closely connected with a king Loth as a poet and as the king's 
political officer, it follows that he must have been adept in contemporary lores and 
in political science; for without comprehensive learning and skill a high political 
office cannot normally b.: attained. Kalid,1sa's own literature testifies to his compre­
hensive knowledge of different i:cicnces and arts. Vedas, Upani~ads, Gilli, Vedanta, 
Sllrilkbya, Yoga, Nyaya, Vaisc~ika, Mimamsa, as well as material sciences like 
Arthasastra and Rajanrti, are mentioned in his poetry an<;J dramas with significant 
1tnd ~ll:illed allusionjj, 
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Kalidasa was exceptionally gifted; and yet he must have done his apprent1cesµip 
as a poet. Sanskrit and Prakrit languages and their grammar; :study of prosody and 
poetics; the poet's grammatical similes which naturally come to the mind, the rhyrp~~ 
and alliterations in the 9th canto of Raglllll'01nsa, the Vedic Tri~tubh which Kal)V~ 
uses to worship the sacrificial Fire, all these clever and skilled exercises in verse­
composition; imbibing deep influences of ancient poets, particularly of the Adi-kavi 
Valmiki, as a guide to literary creations; deep study of Rarnayai:ia, Mahabharata 
and the Purai:ias; perfect knowledge or the modes and conduct of love as outlined in 
the Kamasutra ; these and such acquisitions can be legitimately inrcrred from the 
writings of Kai idasa. 

And so, in stead of believing the miracle that learning and poetic ability caµie 
to Kiilidiisa suddenly through the blessing of a goddess, it is more reasonable to 
accept that Kalidasa must have studied in some 'g11ruku/a' or hermitage, of which 
he has given striking descriptions in his literature. It is possible that Kalidasa . wa~: 
endowed with brilliant intellect so that he completed his formal education sooner 
than other pupils could do, like · Kusa and Lava for instance. Bhavabhilti describes 
a pupil Atreyi, who could not keep pace with the intdlectual grasp of Kusa and 
Lava, and who, therefore, left the Asrama of Valm1ki and joined th:1.t of Agasti in 
order to complete her course in Vedanta philosophy. 11 It is said about the famous 
philosopher and social thinker Carlyle that he was very dull a~ a child; he could 
not articulate any words till he was three or four yea1s old; and then he suddenly 
started .speaking, using complete and accurate sentences like an intelligent adult, 
Such an exceptional happening may have occured in Ka:lidasa's own life. But when 
it is iiven the form of divine intercession and a miracle, one can understand it 
only as a symbol of hero-worship. The story of Yalmiki's poetic inspiration and the 
birth of Ramayai:ia comes in the same category. The miracle of reciting two full­
length epics and a lyric in answer to a simple question must have, therefore, happened 
only in the mind of some dazzled a<lmirer of Kalidasa. The invented story looks 
like a charming effort uf imagination to link up the three poems in a poetic connec­
tion; it is also an attempt to install a divine halo round the poet to extol his 
extra-ordinary creative powers. The poet's connection with Kali 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 ol<l classical tra<lition. The courtesan of ancient India 
was a woman in a separate category of her own. Though horn 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 (vid:1gdlta) galher.!d in her luxurious residence or in public 
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assemblies where she was invited to be present to amuse themselves by discussionfl 
on poetry, sciences and arts or by musical sessions and dance exhibitions. These 
assemblies were known by the name of 'goi(hi'. The Kiimasutra of Vatsyayana 
furnishes an interesting and suggestive description of such goI{his: Bar:ia mentions 
them in his personal account ·prefixed to his Hariacarita. Among the forms of 
entertainment provided in these assemblies there were, besides the game of dice, 
such literary sports as prahe/ika, bindumati and samasyiipiirti, 11 in which the elite 
citizens and poets, as well 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 Kalidasa's Urvasl 
and Sudraka's Vasantasena. The odour of immoral life which the word courtesan or 
prostitute brings to a modern mind is, it will be seen, completely out of place in 
the ancient context. Further, these courtesans were not inextricably tied down to 
their low professional status. How otherwise could the marriage of Urvas1 and 
Puroravas, Vasantasena and Carudatta, Madanikll, and Sarvilaka have been possible? 
The fact that a king like Purilravas and Brahmin youths like Carudatta and 
Sarvilaka married courtesans, ga,;ikas, must be interpreted in the correct cultural 
light. When thus understood the prejudice against a courtesan, enforced by the 
later changed tradition, will be invalid. In the ancient society a courtesan had a 
distinctive place, and association with her was a kind of social get-together of 
educated, cultured and art-minded men and women on the level of art and intellectual 
exchange. So, even if the legend depicted K:ilidasa as associating himself with 
courtesans it cannot be taken as a bad reflection on bis 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 Kalidasa may have been a very prominent literary figure in 
the social goi{his. He may have a special skill in samasyapurti, and be may have 
helped many a Brahmin or half-baked poet by solving literary riddles for him. 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 Kalidiisa's literature 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 Kalidasa's extra-ordinary literature, bis 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 or 
open and unrcstictcd 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 
Jhe husband and wife. His royal heroes are the social and political leaders of society 

7 
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end 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 
person who could shame the tried ascetics by her severe austerities. Kalidasa's women 
arc devoted to their husbands and possess purity of character. In the love-inspired 
creation of Kalida:sa there are female companions who shower th:ir selfl.:ss love on 
their friend; there are fathers like Himalaya and Kar_iva 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 Kalidasa's pictures of srngiira by the changing 
standards of later times or by imposing currenf ideas on old literary works. It is 
useless to read old masters by imagining ourselves to be defenders of current morality. 

One more detail : The stories about Kalidasa associate him with Ujjayini and 
Kasi. Kasi or Variir;iasI bas been known as the centre of traditional learning from 
old days; it is not improbable that Kalidasa had his education there. The Yak,a in 
the Meglzadzita particularly recommends to the Cloud to visit Ujjayini, though the 
city does not lie on his chartered course of journey; the soft corner for UjjayinI that 
Kalidasa seems to have naturally sugg.:sts that be bad a personal and private associa­
t_ion with this city; Ujjayini is very probably the birth-place or the work-place of 
Kalidasa, as tradition aslo believes. 

( 4 ) 

Some other details of Kalidasa'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 sastric knowledge and bis preparation 
for a literary career were refened to in the foregoing section. lo the words of 
Mamma~a,13 this is expertness or skill (11ipu~1atii) which comes to a studious person 
by keen observation of the world and the people, sllstras and the poetic art. A few 
additional details could be filled in the picture. The system of education followed in 
the ancient 'guruku/as' does not appear to be one-sided. Study of grammar and the 
academic sastras must naturally have received priority as the foundation of sound 
learning. But the other aspects of education, including the training of girls, do noJ 
seem to be neglected. Anasuya diagnoses the physical ill condition of Sakuntalii as 
a result of love-sickness, without any personal knowledge of the matter but from her 
inowledge of the love-lorn young people described in histories and pura:,.-ias.u The 
Brahrnacarin in Bhasa's Svap1l(n>lisavadatta alludes to the cakravaka bird and other 
lovers described in Kavya literature when he speaks about the tragic sorrow of 
Udayana. 15 lt is evident, therefore, that poetry, historic and purar_1ic story literature 
bad also a due place in the academic syllabus at the centres of education. Another 
interesting reference occurs in the context of Nature's unexpected weddina gifts t<> 
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Sakuntala. Sakuntala's companions are confused for a moment by the wealth and 
variety of ornaments given by Nature. But they say, 'We will deck you properly 
with these ornaments with the help of our knowledge and practice of painting 
pictures'; and Sakuntala is aware of the skill that her two companions have acquired 
in this art. 18 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. Batulavalika, in 
Mil/avikagnimltra, is another girl who is expert in the art of decoration (prasadhana­
-kala), encl she says that she learnt this art from king Agnimitra.17 It may be 
assumed, therefore, that girls received education along with boys at the guruku/a 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 clear from the Malavikagni­

mitra that renowned preceptors were specially employed in royal houses to teach these 
arts. Kalidasa's Du~yanta is a connoisseur of music, vocal and 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 Ka:lidasa must be deemed to be not only 
rich in sastric learning but also rich in artistic training. The allusions to music, 
dance and painting in Kalidasa's writing do not appear to be 'bookish' but as 
coming from an expert. The musical allusions to 'peacock melody rising from the 
middle note'IB and the 'song overflowing with scientific structure and emotion'; 19 the 
allusion to the techni.cal aspect of dance in 'branch-originated soft acting'; 20 tho 
background which Du~yanta plans for the portrait of Sakuntala,21 and the pointed 
mention of the puffed spot on the canvas where Du~yanta's tear had fallen and the 
spreading of pigment, 22 cannot be imagined to be the results of mere acute observa­
tion. It is probable that Kiilidasa really knew these arts. Aja mourning for Iodumati 
recalls that she was his 'beloved pupil in the practice of tine arts';23 but the epic 
does not mention that Aja ever gave any lessons to lndumati, as Udayan11 tutored 
vn:savadatta to play on the lute. May we imagine that Kii.lidasa's reference 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 Kii.lida.sa's 
wife or he may have taught some fine art to his wife turning her into a 'beloved 
pupii' ! The point, of course, is that an expert knowledge of fine arts is a vital 
aspect of Kalidasa's personality. 

Sastric erudition and instinctive love of art seem to have combined in the per­
sonality of Kalidasa. This unique combination has bestowed a singular beauty on 
his litereture. Bhavabhuti came to know, after writing one play, that s,1stric erudi­
tion does not help literary creation;24 and yet he could never help showing his 
learning. Jayadeva, the author of the Prasanna-r,1gha1·a, boasts of his ability to handle 
'harsh logic' and the 'art of tender poetic skill' simultancously.25 But only a rare 
artist can achieve a creation which balances learnins and art, so that his wor.L, bas 
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the stamp of learning which does not deface his art, and his art does not become 
superficial for want of a solid foundation of knowledge. In the literary creations of 
Kalidasa sastric wisdom does not float on the surface like foam, but mingles with 
tho delicious stream of his poetry; and since bis creative structure is raised on 
unerring knowledge his art never becomes superficial. And so, the harmony of learn­
ing and instinctive art must be rackoned as a trait of Ka:lidasa's literary personality. 

lb) Another trait of Kalidasa's personality is his deep sense of beauty. A poet 
is naturally expected to have a sense of beauty which common men lack. Ka:lidasa'a 
writing is so obviously beautiful, his scenes and visions, characters and actions, the 
natural ornaments of his language and the sweetness, lucidity and brilliance of his 
diction are so impressive that it would be redundant to sp~ak 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 usual beauty of language and the embellishment of imagination. For example, 
Kalidasa gives a beautiful picture of Kar:iva's tapol'ana and the surroundings of his 
hermitage, through the eyes of Du~yanta. The familiar details of iisrama 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 ingudi fruits and greased with 
the fruit-oil; the narrow foot-paths sprinkled with drops of water dripping from the 
akirts of bark-garments as the hermitage girls fetched water in jars from the reservo­
irs.28 The picture is not merely a~ example of minute ob!>ervation; it is the poet's eye 
which discovers beauty in the unexpected, small details which may escape observation or 
poetic fancy. In the Vikramorvasiya, Kalidlisa describes an evening scene in the royal 
palace. What he notes particularly is the old servants carrying lighted lamps in 
their hands and distributing them at the appointed places all over the palace apart­
ments.27 When the Cloud in Meghaduta will arrive at the Kailasa mountain the 
celestial women living there will not be able to resist temptation of pricking the 
rain-cloud with the pointed ends of their bracelets, turning it into a shower-house, 
and bathing under tho fresh water.28 This unexpected touch is as delightful as fho 
pleasure-bath is ticklish. 

Another way in which a poet's irrespressible aesthetic sense manifests itself is as 
follows : The sense of beauty is absolutely spontaneous, and shows itself suddenly 
and unexpectedly, and sometimes on an unwanted occassion. Why is it that, con­
fronted unexpectedly with a beautiful sight, a person bursts into an exclamation of 
joy? A b.:autiful sight, a melodious stretch of sweet music, affects e person suddenly 
with a feeling of inexplicable yearning;20 wily 'l Kalid11sa's Du~yenta bad this expe­
rience. He went to the hermitage of Kai:iva at the invitation of the hermits, to pay 
bis tribute of reverence 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 delicate form and young age and watering the trees in the 
iisrama ! The sight was as unexpected as it was breath-taking; for the girls were 
really beautiful. Du~yanta, not a stranger to beauty in every possible form, had to 

admit to himself that the forest creepers had surpassed the garden creepers. He 
exclaimed spontaneously and with joy. 'Oh, what a sweet sight the girls present!' 
The song of Harilsapadika moved Du~yanta to his depths and he tried to explain 
his mysterious restlessness by the theory of previous birth.30 Why Du~yanta, even 
Purnrvas lost himself in watching a Vidyadhara girl playing with sand on a river­
beach even though the touchstone of aU beauty, Urvasi, was close by his side !31 

Agnimitra is just a king; but when he stood watching the beautiful line of red 
lac-dye being painted on Malavika's fair tender foot he could not help imaginins 
the foot as the new reddish foliag,: sprung on the tree of Madana whom Siva had 
burnt to ashes.32 There is an interesting anecdote about a professor. 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 !'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, 34 or the ability to transport oneself into 
different world at the ditj-dii ...... di<J-da melody of a sit'Dr,35 betoken an impact of 
beauty different 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 tne wall of Ciirudatta's house and, securing an entry, has 
taken away the valuable ornaments Vasantasena 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 pattern of the hole carved in 
the wall !36 One can sec that this aesthetic sense is of a different category. The •gem 
of reunion which Puroravas was fortunate to get, which brou&ht 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 or meat. Hut before aiming an arrow at the 
vulture, · moving in circles high above in the sky, with the gem in its beak, Puru­
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-ornament of red 
Asoka blossom worn in the ear by the lady of Direction ! The black vulture and the 
red gem in its beak remind PurUravas of Mars in the vicinity of a dnrk cloud i:n 

Such perception of beauty in unusual places and at unusual moments may appear 
lunatic; but it must be remembered that there is no inc,msistency in it: the aesthetic 
sense follows its own logic. Pururavas is not prepared to accept th:it Urvasi was a 
creaHon of the sage Narayai)a whose finer senses were dulled by Vedic studies and 
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who bad absolutely no interegt in the charm of material things. If the logical prin-.. 
ciple is 'like cause like effect', Urvasi must have been fashioned from Moon, Spring. 
season or the god of love Madana, says PurUravas.38 The incomparable beauty of 

Sakuntalii and the equally wonderful story of her birth from a celestial nymph. 

satisfy the logical mind of Du~yanta, because he is convinced that lightning which 

trembles with lustre cannot spring from the surface of earth.39 Du,yanta further 
thinks that the Creator god must have used an unusual process when he created 
Sakuntala. He must have first drawn a picture of the most beautiful girl, improving 
it continuously till it was absolutely perfect; and when he was sure that it was. 
perfect and· flawless. then he must have breathrd life into the picture and given to 
the, world as Sakuntalii !40 

It is necessary to understand this unusual sense of beauty that Kiilidasa shows. 

Without such an understanding one would fail to understand Kiilidasa's heroes , 
because the poet endows them with this sense; and then one would equally fail to 
understand Kalidasa and his art. This sense of bl!auty has a close association wilh 
love. Both beauty and love, in their intensity, have a profound impact on some 
souls making them lose themselve9, This is not a quest.ion of traditional or current 
morality. The failure to understand this is to miss the art of Kalidasa. The miser­
rable Joss will be our own. For, the unusual sense of beauty is a very vital trait of 

Kalidii.sa's personality. 

(c) The third trait of Kalidasa's personality is his feeling for nature. Nature has 

a great and very important place in Kalidasa's literature. l!-t11sa1illuira is, in a way,. 
the story of nature's life. In the first part of his Meghad1tta the numerous and varied 
pictures of nature throw into relief Yak~a•s deep feeling of love in separation; in the 
second part nature serves as a golden frame to the figure of Yak~a•s wife, pale and 
emaciated by the tortures of separated love. Kalidasa describes, in his Kumiirasa,izbhava 
and Raghuvamsa different rivers and mountains, creepers and trees, birds and beasts 
with colourful i~agination and striking realism; he also presents the Spring in it~ 
fult grandeur.41 Nature is always present in his dramas too; and in Sukunta/11 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 in 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 Raghu's triumphant military campaign, who presented a version of 
Bbllrata and of its water-drenched, fruit- loaded and harvest-green lands through the 
eyea of Ram travelling in the Pu~paka aerial car from Lankil to Ayodhya,4 2 could 
hardly be imagined to have been looking at nature through the window of his apart­
ment. One must assume that either Kalidasa travelled extensively observing differenJ 
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!pots 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 be picked up in bis meeting with travellers from all over India. It is 
obvious from his literature that Kalida:sa was remarkably knowJedgeable (bahusruta); 
and it is also true that his observation is minute, accurate and prone to beauty. 

It is possible to find three or four rising levels in Kalidasa's treatment of nature. 
The objective picture of nature, which result from keen and loving observation, are 
profusely scattered throughout his literature. But when a poet realises that nature is 
not merely an object to be looked at and admired but has an emotional life of its 
own, sometimes parallel to, sometimes contrary to, the human life, there is a distinct 
change in the poet's attitude to nature. The poet then speaks of emotional corres­
pondence between nature r.nd man by the process of description, as in the [!.tusamhllra, 
or touching it through rhetorical figures like ~imile and poetic fancy. One discovers 
a reflection of human emotion in nature or the changes in nature seem to be an 
image of human emotion. In Kalidasa's Rativilapa, Ajavilapa, in the lament of 
Puroravas over the lost Urvasi, in Sakuntala's departure from her father's tapova11a, 
or in tho word-pictures drawn by Yak~a. we find this emotional association between 
man and nature. In such an attitude of mind, it is not surprising if the mournful 
lover discovered traces of the image or existence of his belovl'd in nature. PurOravu 
feels that nature has accorded him a reception worthy of a king;o king Dilipa is 
also given a royal reception by nature;U Pururavas sees the image or some definite 
traits of UrvasI in the swan, peacock or river;4~ this is indeed a merger of man's 

· and nature's life. Once the poetic mind grasps this reflective identity of man and 
nature, it is but a natural step to imagine that it is not man who follows nature but 
that nature is imitating man. Purorava's charge that the swan has stolen the .graceful 
gait of Urvasi46 must be understood from thi~ angle. This assumed identity between 
man end nature 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 
,sakunta/a is such a live personality. And, therefore, when Sakuntelii is preparing to 
leave her father's hermitage to go to her husband's palace Nature showers a wealth 
of wedding gifts on her; the cuckoo sweetly sounds the hour of departure; wind blows 
aently and with fragrance.47 The actual moment of departure is more intensely 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 in food and 
drink, suddenly becomin!? aware of something serious happening and then forg.,tting 
their food and gazing with open mouth; the peacocks stop dancing, like little grown­
up children stopping their play and looking dumbly at the married girl leaving the 
house; and the silent creepers ~hed their tears of drooping leaves, like elderly women 
moved by the separation of the girl, standing back to the wall and shedding lean 
with their faces hidden behind their skirts. 48 Kalidasa's treatment of nature progre­
~ses from charming objective pictures to the creation of a living, loving and movin, 



Appointment with Kalid'Dsa 

personality of nature. It is a distinct, classic feature of his literature and art. It 
must, therefore, be regarded as a trait of bi9 literary personality. 

(d) The fourth trait of Kalidasa's personality is his cheerful and playful outloolli 

on life. This outlook is clearly reflected in his description of life, love and the joy& 
of family life. But a better representative of this outlook is Kalidlisa's sense of 
humour. Considering that many a learned man and even an artist may lack humour, 
this trait of Kalidasa is apt to be very engaging. The usual vehicle for humour in 
Sanskrit lit~rature iR the character of the Vidu~aka 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 
note that Kalidasa'11 humour is not confined to conventional aadgets. Kalidasa dis• 
covers something to laugh at or to provoke an amusing 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 particular character; it can come from any ono 
who can look playfolly at life; and it takes shape the moment an amusing detail 
ic; p~rceived. f<"reed from the grave charge of the theft of a royal gem, rewarded 
unexpectedly by Du~yanta, tlle fisherman in Sakuntala who was threatened with life 
.by the police men breathes now free air. He then asks the police officers who had 
made fun of liis trade, 'Sir, what do you think 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 sral the new 
friendship !49 'Who would not be amused by the situation and revelation of human 
nature ? Priyamvada is, true to her name, a delightful talker. When Sakuotala: 
complains that she had fastened her upper bark-garment with a tight knot restricting 
her movements, · Priyamvadii rejoins, 'Why do you blame me ? Blame your own 
bursting youth !'50 Noticing Sakuntala gazing at the creeper Vanajyotsna and Jost in 
herself, Priyamvada invites the attention of AnasUya and remarks in mischief, •Do 
you know what Sakuntala is thinking of ? The creeper has been united with a 
worthy husband; when will I get such a suitable hu~bancl '1' 111 And the same Priya­
mvadli noticing the inscription on the singnet-ring offered by Du~yanta to redeem 
Sakuntala of her supi;osed debt, and recognising that the delightful stranger is kina 
Du~yanta himself, says to Sakuntala with mock courtesy, •My dear, your debt has 
been paid by this wonhy gentleman..... one may say, by His the Majesty King 
Du~yanta him~elf.' 52 The truth is that even Du~yanta does not escape the amusins 
thrust of this delightful girl. 

Such a delightful humour is sometimes manifested quite innocently and uncon. 
eciously, the speaRer not being aware that be is saying something vastly amusins. 
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Dui,yanta recognises in Sarvadamana his own son born of Sakuntala. He wants to 
pull the boy in his embrace and fondle him. But the little Sarvadamana complains 
to his mother, •Mother see, this stranger is embracing me calling me his son!' Evon 
when he is assured that the relationship is true, Sarvadamana tells indignantly to 

· Du~yanta, 'No, Du~yanta is my father, not you!'!l3 Who will not be moved by this 

delicious humour arising out of dramatic irony and innocence ? 

The humorous thrusts of the Vidn,akas of Kalidiisa at the royal heroe11 are not 
merely fun-producing; the bite, ridicule and fun in the remarks of the Vidu~akae arc 
a revealing searchlight on the private life of ancient kings. The Vidu1aka in hit 
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 playfulness and a broad mind. It 
appears that Kalidan had this ability. But as the Sanskrit writers rarley speak about 
themselves it is difficult to connect any humorous piece personally with an author. 
The evidence would be, if any, only indirect. The VidtI~akas of Kiilidil:sa while poking 
fun at others do not fail to ridicule themselves. Gautama and Mai:iavaka admit 
easily that they resemble monkies.114 Mar;tavaka asks Pururavas, 'Is Urvasi as incom· 
parable in beauty as I am in ugliness ?'1S5 The ability to laugh at oneself is seen at 
its delicious best in Siva of the Kwnarasambhava. Siva comes disguised as a Brahmin 
student in order to test ParvaU'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 ornaments, 
his habitat, his riding a l:,ullock, and the laughter it would evoke when Parvati would 
ride behind him in the wedding procession, has no comparison. Siva is the favourite 
deity of Kalidasa. When we find Siva here ridiculing himself, as no one else could 
have done, we feel that Kalidasa would never have hesitated to laugh at himself. 
Such a free humorous attitude, a real playfulness and the largeness of heart that goes 
with it must, therefore, be reaarded as the genuine traits of Kalidasa's personality. 

(5) 

The image that Kalidiisa's literature creates ia that of a poet rich in intellectual 
equipment, exceedingly sensitive to beauty in all forms, a lover of life, cheerful and 
playful in hie outlook. At the some timi, it nppenrs that Ki\lidllsn prefer~ to close 
his eyes at the dreadful and bitter in life. It is posqible that rcyal patronage, com­
fortable and happy life, naturally pleasant temperament and such other factors may 
have limited his experience9, 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
le111 that Kalidasa is prone to softness and tranquillity. 

The descriptions of rivers, mountains and other objects in nature in Knlida!la's 
literature ere charming and pleasant. A mountain is a rest resort in the Meghaduta. 

8 
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•When the Cloud comes to rest on a mountain the poet visualises the Lady Earth,the 1 

·mountain being her round breast. 66 A river appears to the poet's eye in the form, of 
1 Ut'Vasl : The warbling row of birds moving on the river's surface is the tinkling 
girdle; the foam floating on certain spots is the white garment loosened in the ·con­

fu1ion of love.117 The imagery occurs in the Meghaduta too, with the difference,,that , 
a branch of bamboo bending down and touching the water becomes the hand gathe­
ring the loose garment of foam.!!B 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 Himalaya in the Kumilr• 
asarhbhava creates is that or an object full or marvel and celestial. The mind is not 
awe-struck or thrilled by the tall precipices or the Himalaya, its grandeur and breath­
taking vastness, its snow-capped peaks '. thrust into the he&rt of the sky; in stead, it 
enti~ us by its 'divine-souled' form and as the 'source of innumerable jewels'.11• 
Bhavabhuti, on the coi;itrary, secs the terrifying torrents of water cascading down 
from mountaintops, the clash of rivers and the mountain-like waves rising up from 
them, and he hears the angry music thundering from the clash of water current,~•0 

Kalidasa describes the military campaign of Raghu and the hunting expedition of 
Dasaratha. But the march of Raghu and his army is like a pleasure tour; climbing 
a mountain and crossing its top is like a dalliance of love.6 1 The peacock with its 
plumage spread reminds Dasaratha or the tresses or Kaikeyi, interwoven with many­
coloured flowers and loosened in the sport of love; the sight or a deer is a vision 
of the fawn-ey:d beloved. 82 Although the theme of the Ragfzuvamsa was quite favour­
able to the creation of the heroic sentiment (vira-rasa) Kalidasa prefers the mellow­
ness of love and the delight of the marvellous. Bhavabhuti, again, creates a state 9( 

world-destruction even in the fight of two children, Lava and Candraketu. e3 

The cemetery grounds and the fierce goddess Camur:ida which BhavabhUti describes 
create awe and terror. In the pictur.: of Aghoraghai;i~a the feelings of devotion and 
fury (bhakti-bhliva, raudra-rasa) are intermingled. 84 Kalidasa describu the evening 
worship in the Mabiiklila temple; but along with the furious form of Siva in the 
.11(,tfava danc-e he likes to place the figure of Bbavani keeping her eyes closed in fear. u 

Bhavabhuti has drawn a picture of young students in the hermitage of Valmili 
in his Uttara-rama-carita. These boys, in their private conversation, make fun of 
Vasi~ha who has arrived as an honoured guest. They discuss the menu arrangc:d 
by their preceptor for feeding the guests. On the day of an unexpected holiday, when 
lessons are stopped in honour of the guests, the boys 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 bend of armed soldiers they run away with the floetncss 
of dear.16 Kalidasa's picture of Ka,:iva's hermitage is different. Here there are indu­
,triou1 ascetics; confident deer are grazing without fear on the green grass; smol, 
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of ghee is rising up from the sacrificial altars; the narrow footpaths arc marked with 
drops of water fetched from r::servoirs; wet bark-garments ere suspended from the 
branches of trees; grains of wild rice dropped from bird-nests have collected -'at th~ 
foot of some trees; small stones besmeared with ingudi-oil are to be seen here and 
there;a1: The usual sounds are tho'le 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 D~ya­
nta's horses or the wild confusion created by en elephant frightened by the sight of 
Du!Jyanta's cbariot,68 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 asrama is tranquillity. 89 

The comparison between the two poets is not intended to suggest the relative 
poetic merit of one or the othrr. It is significant only for understanding the diffe­
rence in outlook, temperament and mental attitude between the two. 

Describing the background which he intends to paint for the portrait of Salun-
tala Du~yanta says :7o 

'I will draw the river Malini. On its sandy beach there will be a pair of swans ,. 
reclining closely. All around will be the holy slopes of the Himalaya, 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.' 

Du~yanta's concept of the picture very probably indicates the mental frame of Kali• 
disa himself. The description, of course, shows the appreciative, artisdc and aesthetic 
attitude of Kalidasa. But there are indications also of the preferences of bis 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 Mlilin1 and the Himlllaya 
signify the feeling for holiness and grandeur. And a profound, wordless tranquillity 
which envelopes life is the keynote of the picture. The doe is scratching her eye on 
tho antelope's 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 mutual trust as it is due to the nature of the atmosphere from 
which any sense of fe:ir 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.1 like of life. He does not want noisy confusion, turbu• 
lence or violent conflict. These preferences seem to be a striking trait of KiUidllsa'8 
personality. They indicate, perhaps, a limitation also of the literary and artistic per-
1onaliiy of this great poet. 
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1 KavyaprakaSa. I.2 :' ~ ~ ••• ' 
2 Malav/kiignlmitra, prologue Read : 
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~ ef~ ~~ ;r;{f ~ f~~~ R,~5~l-l I 

~¥~~ ~ a<n ~~~l-J. II 

6 er. 'll~~: ~<Ii<: ifi~ ~: 

~ ~~: ifi~"q: i6TR:re;Tm f~~: I 

~qt ~'tl1 ~~: qs:;,.r.rrm:g oflUT: 

~lTT ~'tlf ~ ~rfwfl ~~ II 
Prasanna-raghava, 122; alao Subha~itaratnabl1a~(liira, under ~il-llr4ifif<l5l~ijf, no. 68. 
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- crui'im~u ~= ij~ v-nfrr ~ ~~cl' fer~~ " 
subhii~itaratnabhii~cJ,iira, under ~;i:;fcr51mif, No. 67, Jyotirvidabhara~a, 22.10. 

8 The story is that Bhavabhllti read his Uttara-rama-carlla to Kalidisa, who advi■ed him to 

take one anusvara out from the verse, 1,12, (IT~cf ~~'@: emended to uAACf .... See, 
my URC. Introduction, p. 26. 

9 IUja.sekhara, the author of Kiivyam,miimsii, held the post of a royal priest and Viivanltha, the 

author of Sahityadarpa~a deacribes himself as 'ijifrl:TferJl~ofi-l-!~flJT:;f ••• ' 

10 Cf. D114yanta's statement, <ro: q"R~:S4~@ ~~ i:iTi:Ji:fTR:3ll" I' Sakuntala, 1.29.3-4, 
11 Cf. Uttara-r'iima-carlta, act II, Vi,kambhaka. 
12 See MM. Dr, Kane's notes to his edition of the Huriacarita ch. 1, for the meaning of theae 

literary terms. 

13 Kiivyaprakiira, 1.3 : 
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<tii°ll~~~~ ~ ~S~ II 

t4 Sckuntala, III.B· 12
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15 Svapnaviisavadatta, I-13 : ;,~~T<t1 m~~l~<f.cflifil I 
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16 Sokuntala, IV.s.9-lO ~~~-~' a:t~~S<f ~: I ~qqft:;;pl;f atff!: ij'" 8l'l1kur· 
~~if :fi~: I ~Wo~J-.jj~ cff ~ I 

17 Malavikagnimitra, act III. Read: 
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18 Miilavikiignimitra, 1.21. f.:i~~gqfi?ai:t£~~qr I 

it~) i:f~~ i:ff~i!T ir.tiftr 11 

19 Siikuntala, V. '3l~ '{frrqf{cJTfti:Ofl lit@: I', Du,yanta's remark on hearing hi• qul!en Ham-
sapadika ainging. 

20 Malavikagnimitra, 11.ll : '~ll~IITT~: ~~: a1f♦rifij: 1 

21 Sakuntala, VI.I 7. The verse is quoted further in full : see note no. 70. 

22 Ibid. V 1.15 : ~<Ftf~@fcrf¥tm Rcl"TSll~3 s~ija i:fffirf: I 

a:JP_i 'cf <fi'TI~qfuci" ~~f.r;t cfM<fil~clHHq_ II 
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4 WORLD OF THOUGHT 

( 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 
aro always his personal thoughts or opinions; because a writer can, sometimes. be 
purely objective and may b:: 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'11 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 bis •philosophy of life'. 

Some of the thoughts are 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 
dato of Kalid4sa is uncertain; but the researchers so far have boiled down to two 
possibilities : Kalidasa may either be reg2rded as a contemporary of king Agnimitra 
of the Sunga dynasty and, as such belongs to the first century B. C., or a contemp­
orary of Gupta and Vaka~aka kings and belongs to the third or the fourth century 
A. D.1 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 Kalidiisa reflects them uocon-

1Ciously. 

The work of composing and collecting together into unified forms of the Veda■, 
Upani,ada, Gita, the Mahlibharata, Ramayai:ia and some Purar_ias, which represent 
the wealth of ancient Indian religion, philosophy and literature, was completed by 
tJii• time, The philosophy of life and of life beyond which ~he Upani,ads teach wae 
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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 sutra 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 
had permeated down to the life of the people and could have sunk its roots deeper 
still. Time had moved so far ahead. That this did not actually happen may be 
partially due to political rivalries and unsteady governments that this period in 
!iistory 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 bad deeply touched 
the mind of common men and had influenced 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 transition; and it is with these 
times that Kalidasa seems to be connected. A predecessor or a senior contemporary 
of Kalidasa, Asvagho~a (1st cent between 50 B. C. & 50. A. D.) who was a Rrahmin­
turned-Buddhist wrote some philosophical works on the Buddhistic doctrines and also 
composed Sanskrit epics Buddhacarita and Saundarananda, to teach the lifo and phi!• 
osophy of Buddha, to c;rry the new message to the heart of the people through the 
aJluriag medium of literary art. The great need of the times was the coming on the 
horizon of a writer who would bold the attention of the people and who would 
champion the cau!e of the old religion and philosophy and recapture the glory of 
the ancient Vedic tradition. 

The literature of Kiilidiisa fulfilled this need indirectly. 'Indirectly', for two 
obvious reasons : Kalidasa never wrote anything to propagate any particular philos• 
ophy or religious creed, as Asvaghota did. He was an artist to his finger-tips, and 
would not permit any upadesa to swallow his art presentation. The opinion, therefore, 
expressed by a scholar,' that Kalidasa's SlJkunta/a is an answer of the Brahmanical 
Culture to the Buddhist religion, is exaggerated and misleading. Kalidasa is not a 
philosopher like the Upani~adic thinkers or like Sankara:carya of the later period. 
He doe_s not hold a brief for any particular opinion, has no personal axe to grind, 
but strictly adheres to bis role as an artist. There is another reason also Controve­
rsies and taking sides apart, Kalidasa does not e,en invite attention ~hrough his 
characters to possible faults in the current religious behaviour of the people and to 
precepts that have lost valid11y of tbe coote"t. A SQdra, SarQbilk:t, prnctis,;J pcnan~ 

9 
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permissible only to Brahmins. This wag a violation of the Vedic code. It wa~ supp­
osed to result in the untimely death of a Brahm in boy. The Brahm in came complaining to 
Rama demanding justice. Rama went to Paficavati in search of Sari:lbuka and killed him. 
The Brahmin's son came back to life. This incident is presented in the Riimakatha of 

Kalidasa's Raghuvamsa,3 and Rama is shown as a true defender of the ancient 
religious faith. It is also presented in the Uttara-rama-carita of Bhavabhuti.4 And 
though Bhavabhuti 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 ruling king. Bhavabhuti's Rama 
executes his religious duty, killing the Sudra 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 penance of a Sodra ! Kiilidasa does 
not appear to be touched to the quick 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 and traditional precepts of 
religious philosophy in his poems and dramas without commenting on them. That 
is why, it is not correct to assume that Kalidasa's writing advocates po~itively any 
particular creed or philosophy. Whatever ideas we may gather 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 Iilerature was didactic and was produced to preach and 
teach. But even after the aesthetic principle of rasa came to hold its own rn literature, 
some poeticians still expected the fulfilment of the four goals of human I ife ( p11ru1artha) 
from poetry and literature.!1 Th.! literary opinion thus seems to waver continuously 
between pure aesthetic delight and wholesome advice as the purpose of licerary art. 
The stand that Mamma~a6 bas 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 "pinions or philosophy of life that Kalida~a•s literature presents will 
be 'indirect', a matter of infc:rence and deduction. 

( 2 ) 

The centuries under consideration seem to have changed to some extent the genera I 
aspect of the old Vedic religion. The Brahmanic religion based on the observance of 
rituals and performance of sacrifices, what is known as karmakiiTJ(ja, came into glory 
once again. The philosophical thought in the Upani~ads had really diverted the 
peoples' minds from ritual action to knowledge, and had taught that•pursuit of j;liina 
or knowledge with its emphasis on austerities and renunciation, although difficult, 
was a better way to spiritual liberation than the way of karma which promised only 
material rewards 1:1nd i<ept man bound to existence. But the needs of common men 
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for happiness on this earth and prospects for heavenly pleaaures after death, and more 
particularly the onslaughts of the Buddhist religious thought on the orthodox religion, 
must have made it essential, at this time, to revive the glory of ancient sacri.ficia~ 
system in all its former splendour. Kalidasa accepts this spectacular aspect of 
religion. His king Dilipa waits on the celestial cow in order to obtain a son 
and counteract a curse in the previous birth, at the advice of his family 

priest.7 The Raghu kings are great performers of sacrifices. Rama performed 
an Asvamedha to establish his sovereignty; and Kalidiisa records a similar performance 
by an historical king of the times, Pu~yamitra of the Sunga dynasty, father of 
Agnimitra. 8 Raghu did one better, by performing the Sarvamedha, the Visvajit Sacri­
fice, at the couclusion of which he gave away all his wealth in gifts, so that when 
a pupil approached him to beg for the sum of fees to be pa id to his preceptor Raghu 
found his treasury empty, and had to think of attacking Kubera to obtain the money. 
During the reign 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 principles 
behind them. The fisherman in Siikunta/a justifies his way of living by using the 
analogy of a Srotriya, sacrificial priest. He points out that a sacrificial priest has 
to slaughter an animal in a sacrifice; but that does not mean that his heart is bereft of 
tenderness and comrassion;0 and so his profession of catching and killing fish for food 
must not be taken as a reflection on his personal character. It is likely that the poets 
upheld and extolled the inst,itution of sacrifice for a number of reasons, like its being a 
symbol of the prosperity of life; the impressive grandeur of religious performances 
the 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 sacrificial gifts among a large section of people, and as a 
link between the rich and common men on the basis of religion. 

Since the time of the Brahmar;ia literature the Vedic gods were gradually losing 
their importance and new gods connected with ~acrificial performance like Prajapati 
and Visnu were com'ng into prominence. The Svetasvatara Upani~ad praises Rudra 

89 the ·l;ighest principle of religion and philosophy. These three gods represent the 
new Trinity upheld by the times and approved by the later Hinduism. Kalidas;s has 
described and praised Prajapati-Brahma and Siva in the Kwniirasa,hblza,•a,IO Vig1u 
identified in the prrsonality of Rama in the Raghul'arhsa, and Siva in all his dnmas. 12 

It appears, however, that Siva was the favourite deity of Kalidasa. The picturesque 
description of the evening worship in the Mahakala temple at Ujjayini in the 
Meghaduta, 13 the poetic presentation of the full life of Siva and Parvali in 
the K11111,irasa,i1bhal'a, 1 he pr a yen addressed to Siva in the niindi verses of the 
dramas, and the prayer for final liberation from mundane life made to Siva in the 
valedictory verse ( B/1amta1•,ikya) of the Sakuntala, all point to Kalidasa's devotion 
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and love for ~iva. But Kalidasa's mind is not unduly partial and sectarian, as his 
praises of otha gods clearly show. K!lidasa'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 enti­

cing. In the Trinity Siva is the deity of destruction (samh'llra); but he is 'siva', 
that is, full 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 unlimited splendour. So naive 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 Yogi par 
excellence. As a supreme exponent of art, he is the father of t'll,;<java and through 
Umi!r of liisya dance; in his half-male-half-female form the art of natya has achieved a 
visible shape. This extra-ordinary form of Siva, full of mutual opposites, and yet 
firing imagination, stirring emotion and dazzling intellect, has been lovingly 
grasped by Kiilidasa. 14 The characteristic of creating new. life and fresh urge of vigour, 
which the union of Siva and Piirvati symbolises and which Kalidasa describes in 
the story of Kumarasambhava, 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 Upani:,ads conceived an abstract, impersonal first principle, called 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 in 
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 
cosmic. functions of one basic principle. This view of Unity, One Godhead, was 
intellectually staisfying and emotionally appealing. It appears that Kalidasa was 
greatly influenced by this philosophical doctrine of triune unity and parti­
cul<uly by the teachings of Gita. Io the benedictory verse (niindi) of the Miila­
viktlgnimitra he described Siva as the supreme goal of man's devotion; in the Sakuntala 
he enumerated the eight visible forms (Q.fla-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 to the atheists and the sceptics. In 
the niindi verse of the Vikramorvasiya he turned to Vedanta and asserted th.! unity 
of the impersonal, non-dualistic First Principle and the personalistic One Godhead. 
That the Unity breaks into Lhree aspects is stated in the description 'The One Form 
split itself into three', which comes in the Kumiirasambliava,15 and, more distinctly, in 
the Prayer addrc.:ssed to Viigiu in the Raghuvamfo. 16 Rama is conceived as an a1•atiira of 
Vi1g1u. God descended on earth to kill Rllvai:ia; He consented to be born, although 
Total and Self-sufficient in Himself, for the purpose of saving the world from the 
tyranny of Lhe unrighteous and as a favour to the distressed mankind. 17 Kalidasa writes, 
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•there is nothing that you have not attained, nor wish to attain. The singular 
purpose of your birth and activity is gracious favour on the world and its 
people.' 18 

The phrasing of this prayer is reminiscent of Gm:,t9 and one feels that Kalidasa 

is echoing the avatara theory of Gita almost in the words of the Gospel. 

Kalidasa naturally accepts the doctrine of the cycle of existences, with the atte· 
ridant belief in previous birth and re-birth, a doctrine which is a plank of the Bra­
hmanical and Hindu religion. VasiHha 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 Du~yanta, moved unaccountably by the 
song of Hamsapadika, tries to seek the cause of his restlessness in the 'loves of previous 
birth'11 Kalidasa's final personal prayer, expressed in the Bharatavakya of Sakuntala 
is for the termination of re-birth. 2 a 

Kalidasa liked the way of complete devotion to reach and realise god. But it 
appears from hif description of the Vanaprc1stha stage of Haghu's life that he would 
have accepted the path of yoga and knowledge intellectually. 13 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 Sakuntala, the ascetics doing penance and practising yoga 
in the hermitage of Marica on the Hemakil\a mountain; and gives a thrilling picture 
of the astounding penance Marica himself was doing. 25 The description is suggestive 
of Kalida:sa's own inclination and admiration. Youth is the time for enjoyment of 
the pleasures of world and for fulfilling the obligations demanded from a married 
householder; with th~se duties done and as the years advance, the time is ripe for 
retirement from worldly life; one should move to the solitary calm of forest residence, 
and engage oneself in attaining knowledge of god through austerities and yoga prac­
tices; blessed with knowledge of god, final 'itage is reached when one can discard the 
physical frame and merge in tile d:vine.~ 0 Having enjoyed life fully, the final surre­
nder to god should be equally intense and complete, characterised by supreme selfless 

penance: 

'What sagl!s generally seek to achieve by their austerities, in that heaven of happ­
iness these ascetics (in the hermitage of Marica) practise further penance !':i7 

These words of wonder and admiration reflect Kalidasa's own mental processes 

end his thinking. While accepting the religion and philosophy handed down by 
established tradition, Kalidasa c1cccpts each p11ruf,i11ha individually and believes that 
fulness of life is possible by the fulfilment of each one of them, and not merely by 
the ideal or mokfa at the cost of other human ideals. 

( 3 ) 

All the three plays of Kalidasa and his Ragf1111'a1iisa deal with the life of kings 
as the principal theme. No other Sanskri~ dramatist seems to have painted the pictures 
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of royal life, including the private harem life of a king with the ha.rem conflicts, 
jealousies and rivalries with such minute and penetrating details as Kalidasa seems 

to have done. The Udayana plays of Sri Har~a 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 bas a conventional set pattern, modelled on Kiilidiisa's writing. It is 

reasonable to believe, therefore, that Kalida:sa initiated the court comedy of royal 

love. And this he could not have done by mere poetic observation from a di1atance, 
but by close conta:t with royal life. It has been already suggested that Kalidasa 
must have been connecttd with some royal court not only as an honoured poet but 
also as an officer, perhaps as an embassad.Jr, of a king. The intimate pictures of 
royal life given by Kalidasa can be better understood on such an assumption; and 
they also show Kalidiisa's views on the idtals of kingship and monarcbial government. 

It is evident that· Kl!:lidasa is a royalist; and this is not surprising on the back­

ground of ancient Indian history which shows that the form of government was 

prevailingly monarchial. But it must be remembered that Kalidasa's political loyalties 
are not deterrr,ined 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 strong and brave, just and 
generous, the subjects had no worry about their \\elfare; that a good government 
under the leadenhip of a king would be free from difficulties and discontent of any 
ki.nd. Kalidasa shares thi~ belief. The Raghu kings were, of course, ideal rulers. But even 
an earthly king like Agnimitra wins this encomium from Kalidiisa that under his rule no 

calamity, earthly or supernatural, ever visited bis 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 king would give no cause for 
discontent or opposition Kalidasa tells us that under 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. 29 But franting 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 ? One 
or two instar.ces in the Sakuntala certainly give an odour of hypocrisy and dishonesty. 
The meeting with S1kunlala has taken a~ay Du~yanta's attention from the projected 
hunting. The comfortloving Vidu~aka would naturally like the hunt to be abandoned; 

his opposition to hun tir,g is selfish but consistent with his nature. But the attitude 

of Du~yanta's commander of the army is definitely puzzling. He encourages the 
Vidupka privately to be persistent with his opposition and promises that be will 

personally take the opposite stand only to please his mastcr. 30 Is not the Senapati's 
praise of bunting an obviou; hypocrisy though his obedience to his master is trans­
parent ? The behaviour of Du~yanta's chief of police and his two constables is openly 
d ishor.est. They terrori;,:I! the poor fisherman; later they arc pr<'parcd to share half 
the reward with him; and take him to a liquor shop to celebrate their new fricnd~hip.el 
Du~yanta may be an ideal king in himself; but his olllcers arc shown to be hypoc­
ritical and corrupt; and the picture is contradictory to the assertion that the wrong 
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doers were severely punished under the rule of Du~yanta.32 Is it that Kalidasa wag 
tempted to try his hand at stark realism known to him from general sources, or that 
be bad 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 Kalidasa's writing. 
Nor does Kalidn:sa speak of any other form of government, like the Buddhist Repu­

blics prevailing in Magadha, of which Ka:lidasa must surely have some knowledge. 
•It appears that Kalidasa followed the political thought of Kau\ilya or he was by 
bis 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 0fficers were dishonest and corrupt the power vested with the king 
really; and it was always possible for the people to approach the king directly and 
seek just redress of all their grievances. This must have acted as a curb on the nui­
sance of corrupt officers and the possible harm they could inflict on common people. 
This is a possible interpretation of Kalidasa's pi~ture of small corruption lurking in 
society in spite of good government. A3 an artist, who had minute knowledge of human 
nature, Kalidasa could not help putting his finger realistically on human weaknesses . 

. And in doing this he is not suggesting tha1 Du~yanta was a naive king to have 
appointed spoiled officers to work for him, rather, he is indicating his firm belief in 
the mtergrity of the ruler at the top of the administration. In describing the persona­
lities of his royal heroes Kalidasa bas particularly emphasised their dev.Jtion to the 
good of their people. Riding in full speed in eagerness and joy of hunting, Du~yanta 
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 rneant for prokcting the 
distressed and not for striking the innocent. 33 Du~yanta accepts this plea with bowed 
head and withdraws his arrow immediately. According to the prevailing Jaw the entire 
,property of a man went into royal trL.isury if he had no son to claim it after his 
death. Du~yanta's ministers had disposed the case of Dhanamitra accordingly. But 
Du,yanta reverses the de;ision, thereby doing justice to the pregnant widow of the 
ldlceased merchant. King Raghu is not willing to send the pupil K autsa back empty 
handed even though he has no money left in his treasury after the sacrificial gifts he 
bas generously distributed; on the contrary, he requests Kautsa to wait for a while 
t.nd plans to attack Kubera to get the money for guruduk!iTJii for the boy.35 These re­
markable instances from Kalidasa's literature suggest that not only the p,Jd but the 
subjects also had firm faith in the generosity and sense of justice of their king. Kali­
disa's compliment to Du~yanla, that his people looked upon the king as their relative 
and brother truer than the blood-relations,36 must have originated not iu poeli~ fancy 
but from complete faith in the king. 

Kingship in those days was here<llt1uy. It w:1s also the source of ..111 power. Law, 
execution and acJministralion of luw, unJ justice, unJcr Dc111ocr..itic rule, :uc i11dcpcn· 

dent; and there is a clear decentralisation; justice is not under the control of govern-
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ment administration, and the executive is fully responsible to the elected legislature. 
In theory, therefore, the form of government in ancient India will have to be de,cribed as 
Unlimited Monarchy, because all the three departments of government, Jaw, 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 king was also 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 stale 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 true. But Kalidasa's writing shows the prevalence 
of certain curbs on the unlimited royal power. 

I, 

Although the king was responsible for law and its administration the king was 
not a law-maker but a promulgator of traditional laws. The laws, rules and procedure 
were derived from the Dharmasastras and authoritative texts on polity, The theore­
tical foundation of government was provided by the Dharmasatras and the practice 
was described in scientific works like the Artl,asiistra. The sages who were the aut­
hors of Dharmasastra and composers of Smrti works framed the laws; practical 

. direction in the application and administration of laws, especially in the political sphere, 
was provided by experienced statesmen like Kau\ilya and sage-philosophers like 
Vyasa in th!! Santi and Anusasana parvans of the Mahabharata. It appears therefore 
that a king's role w1s that of an administrator mainly, who executed the Jaws and 
rules of government a[ld of political behaviour framed by the best, intellectual auth­
orities of the day. .it may be said, therefore, that the controlling power on royal 
authority was the power of the great social thinkers. A king rarely overruled this 
traditional authority, except in solitary cases when his sense of justice and compassion 
demanded a modification of the existing law. 

The appointment of ministers and officers does not appear to be merely for tho 
purpose of shJring the vast burden of administration. The king usually consulted 

them on matters of importance, followed their advice and, on occasions, left the 
entire administration to their care. Before taking the final decision of ordering a 
military attack on the Viderbha king, Agnimitra wishes to consult his cabinet 
ministers; and when the chief minister tells him that the Amatya pari~ad had arrived 
at the same decision then only does Agnimitra issue the necessary orders.37 When 
Du~yanta receives an invitation from Indra to help him in a fight against Durjaya 
Asuras he hands over the responsibility of government to his chief minister and tell-, 
him, 'Let your thought and intelle-ct lo_,k after our subjects during l)Ur absence. Our 
bow is temp,,r.,rily engaged in another task.'38 The administrative help of ministers 
and continuou5 con,ultations with wise political scholars provided another curb QD 

Jbe unlimited royal power, 
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Besides, the young prince who was to succeed his father on the throne was gj~eo 
a rigorous political education and training with great care and discipline. The politi• 
cal preceptors emphasised particularly the dangers of the unique combination of youth, 

wealth and power to their princely wards. The Sanskrit literature, and especially 

KiUidasa's description of Raghu's training or the political exhortation of Sukanas11 
to prince Candrapic;la, bear clear testimony to this fact. The Sanskrit literature also 
shows that, though kingship came by the law o't heredity, the king or his wise mini• 
sters chose, on occasions, a worthy heir to the throne. So, education and training 
and inherent worth were recognised as important factors in political succession; and 
they must also have acted as healthy curbs on any capricious political behaviour. 

Kalidasa seems, however, to prefer the compelling influence of moral values and 

ideals. Kalidasa does not derive the word Ri1ja simply from the root raj to shine, 
to appear splendid; a king is to him a ruler who ke.!ps his people happy;39 and 

thereby he suggests that the ideal of kingship ia complete devotion to the welfare 
and happiness of the subjects. Kalidasa's Du~yanta rules over his subjects treating 
them as his own children. With no thought for personal comfort or happiness he 

tires himself for the welfare of the people. He b firm in dealing with people who go 

i,y a wrong or crooked path; he puts down any disputes, conflicts or controversies by the 
rule of the law; and gives constant attention to the protection of the people. It is natural, 
therefore, that the subjects look upon DuHanta with affection as their brother, much 
more so than their own kith and kin.'° Kalidasa calls Du~yanta as a 'royal sage' 
(rajamuni) 41 because of his devotion to his duties and service to people. The law 
sanctioned that a king received one-sixth of the peoples's earnings in coin or in kind 
by way taxes. But Du~yanta refuses to recover taxes from the forest-dwelling ascetics, 
quite satisfied with the share in religious merit that he gets frorc them.42 And even 
when taxes and tributes are collected the king's attitude is like the Sun, who eva• 
porates the water on the earth only to ri:turn it to the earth thousand-fold in the 
form of raios;n the taxes are for the purpose of bestowing a thousand-fold pros­

perity on the people. 

Kalidasa feels that a ruler of a kingdom is not merely a protector of the people; 
he is their guardian, father. A king chastising a wrong-doer severely has the affect­
ionate heart of a father. Acting according to the ideal enunciated by Kau~ilya,44 a 
king who identifies his benefit and happiness with those of his people is able to ful­
fil his appointed role both as a master and as a servant of the people, enhancing 
thereby the prci;tige and g!My of social life. Du~yanta is one example of such a 
dedicated king. His conscience is alw.,ys on the alert. When he receives the message 
that some a~cetics have arrived from the hermitage of Kai;iva to see him, Du~yanta 
starts wondering whether he has acted wrongly sometimes through inodwrtcncc and 
that has affected the straight peaceful asrama life; his mind is perturbed by a series 
of doubts.4 5 When he comes to hear the tortt1red cries of the Vidu~~ka for help, as 

10 
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Mitali, remaining invisible, pounds him, Du~yanta 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 could a king then 
become aware of the doubtful behaviour of his countless subjects !46 If kings and 
rulers were to be so wakeful and rrady to probe their own conc;cience at every 
happening in their states, what better could the people ask! for ! 

About the Raghu kings Kalidasa says•1 
: 

They enjoyed the pleasures of family life only with the awareness of religious 

duty of providing an heir to the family; 
they displayed valour and destroyed their enemies 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 liies thes.; 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 Dilipa started for the hermitage of Vasi~\ha 
elderly men and cowherds from various towns and villages came lo meet him. Dilipa 
asked them their names and inquired after their well-b.!ing. 49 This was a personal 
contact of the ruling monarch with his humble subjects in their own surroundings. 
Kau\ilya states in his Arthasdstra that a king must sit in his Justice-hall every morning 
to give audience to his subjects, listen to their grievances and dispense justice forth• 
with. At these hours people had free and unchecked access to the king. It is obvious 
that a king like Dusyanta observed this practice without fa11 50• An exception was 
made only when the

0 

king was indisposed either physically or mentally.51 The personal 
contact of the king with bis 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. Kalidasa 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 maintJined a political state where pursuit 
and realisation of the four ideals of human life was possible with ease, where happi­
ness and prosperity ruled, where blazing examples of ideal personal life lifted common 
life also on to a higher pllne. 

(4) 

It can be said that social life in ancient days was controlled by the precepts of 
niliaion. The observance of social customs and practices wa, believed by the people 
;fo be discharge of religious duty as woll. The present attitude to religion is diff.erent. 
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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 in religion was likely to shake up the entire social 
life of a pwple. Ancient history bears testimony as to how Buddhist 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 religious thinking; and since he 
held life t-> 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. Kiilidasa has advocated the 
superiority of this social religion founded on four castes and four stages of life (var'l}a­

asrama-dharma) in his writings. This may be regarded as Kalidasa's personal contri• 

bution to the revival of new Brahmanism. 

The Gila 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 th: environment and 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 influences give a decided direction 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 a11d executing it to the best 
of one's ability ensures the good of the individual and is beneficial to the society as 
well.53 This is the meanin"g of the Gita's doctrine; and it may be presumed that 
Kalidasa took the social doctrine in the same light. The kings described by Kiilidiisa 
adhered scrupulou,ly to their Kiatriya-d!,arma, and understood that the weapon and 
power placed in their hands were meant for the 'protection of the distressed', for 
•removing fear from the minds of the oppressed and tortured', and for giving them 
the feeling of safety and sccurity.54 The fisherman in the Siikunra/a55 states without 
mincing words that the duties which have come to a person on account of bis 
caste and social position haw to be accepted as such even if others thought hill 

profession to be reprehensible; in fact, the profession can never be a clue to 
prrson's character; else, a Vedic Ilrnhmin who has to slaughter an animal in a 
sacrifice will have to be dubbed as a merciless butcher ! It is, at least, clear from 
the example that all sections o( people in the society were willing to accept and 
follow their caste duties. 

Fulfilling caste duties and obligations was an 
king was expected to see that this was done. The 
shown a~ paying their personal attention to this 

individual resp"Jnsibility. Hut the 
Raghu king~ and Du~yanta are 
obligation The family priest of 
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· ' Ollfl'anta introduces his Mast~r to the ascetics who have arrived with a message from 
Kai:i,va as a 'def!nder of caste duties and the duties of life's stages'.66 Kai;iva's pupil 
'Saradvata observes that, under Dusyanta's rule, even the lowly men in society do not 
take to evil ways. 67 Du~yanta himself is very careful to keep himself within the boundaries 
of rellgion. Though attracted irresistibly towards Sakuntala he di:bates in his mind 
whether she is fit to be a wife of a K~atriya; he allows his heart a free play only 
when he is convinced that he can take Sakuntalii as his legitimate wife.58 If a king 
chastised the evil-doers and were diligent in safeguarding the limits of the religious 

· - duties of castes, it could be ex;ected that social life would be stable. It appears from 
Kalida:sa's literature that he cared for such social stability and peace within the 
framework of religion. 

The tisrama-dharma or the duties and obligations imposed by particular stages 
in one's life are more closely connected with an individual than with a social group. 
The concept of life's stages (asrama) is a philosophy of the graded and balanced 
growth of individuality. Kiilidasa serms to favour it much. In bis description of a 

king's life it figures constantly. His ideal Raghu kings 

'devote their energies to the sti.idy of dilforent lores in their childhood: 
in their youth they long for the pleasures of life; 
when old age approaches they take to the life of ascetics and sage9; 
and finally they shed their mortal frame by the practice of yoga.' 69 

Devoted study in childhood, worldly pleasures in youth, renunciation in old age and 
realisation of god by yogic processes when the end comes : this is the meaning of 
tisrama-dharma. And Kalidasa thinks it to be an ideal arrangement for living an 
ideal life. 

This probably means that Kl!:lidasa does not approve of the Buddhist teaching 
of withdrawal from life or the Upani~adic one of renunciation as the only ideal a­
round which a man must mould his entire life. And similarly Kalida:sa would not 
approve of a man who constantly talked of paramart/ia and mok~a while seizing with 
lust every pleasure of life. Kalidasa's philosophy of living does not consist in looking 
upon life as a straight and single-minded journey toward9 spiritual salvation. Life 
hes its well-marked stages; every stage h3s its own demands and expectations; Nature 
and the wisdom of man have provided things favourable to the fulfilment of those 
demands and expectations; a man should fulfil these and then reach his final destin­
ation. This is Kalidasa's view. It must be remembered that Kiilidasa prayed for 
mok1a when he had completed his Sakuntala, when he had reached perfection in his 
literary art, when he had the feeling of s:itisfaction that he had accomplished the 
work of his life. 

Consistent with this outlook on life is the comparative importance of the house­
holder's stage in l ifc, which the Srnrti works praise and which Kalidasa describes io 
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his pictures of family life. King Dilipa and his queen Sudakl?ir:ia are miserable in 
their life because they have no son; they live in the hermitage of Vasi,~ha, observe 
..religious vows, and serve and worship the daughter of the celestial cow, Nandini. 
Dasaratha performs the putra-kiimesU sacrifice. eo Even the Vid o~aka is pained because 
king Pururavas bas no issue. Du~yanta's mother is observing the putra-pif)tja-pa/ana 

vow praying that he may be blessed with a son. 81 The case of the merchant Dhana­
mitra brings, like a flash of lightning, the spiritual significance of what a son means 
for a family man in the mind of Du~yanta. If there were no male heir to a man 
th:re will be nobody to offer the obsequies to oneself and the Manes and their life 
in heaven will be miserable. 02 When Du!?yanta become11 aware of this firm religious 
faith and its significance, this mighty hero who had fought successfully the battles of 
gods for them but who had now been emotionally weakened by the agony of his 
repudiation of Sakuntalii, faints away. These pictures of Kalidasa clearly show that 
the householder's stage in human life, which the Dharmasiistras sponsor, is not merely 
a pious recommendation; it is a religious duty imposed on man; and there is no sal­
vation for man unless he has fulfilled this obligation; the Smrtis aver that a man 
who has no son has no prospect of spiritual emancipation. Ascetics like Kai;iva arc 
an exception to the common run of humanity. But even they allow themselves to be 
involved emotionally in matters of family life and in their love for children. Kal).va 
says with some pride that he knows the ways of the world even though he has spent 
all his life living in a forest. 63 His holiness Kasyapa or Marica is a family man, 
and Kalidasa shows him expounding the duties of an ideal wife to Dak~ayal).i and 
the wives of sreat sages. 04 The picture of Du!iyanta suffering the pangs of childlessness 
and melting at the sight of ··sarvadamana becomes poignant and moving again!it this 
heavenly background. The emotional faith of Kii.lidasa, in truth, is that family life 
is a kind of sacrifice, and children is its fruit. His description of the Raghu kings 
that •they performed the household sacrifice in order to procreate'65 is tinged with 
this emotion and faith. 

Kubera and his Yak~as are eternally young. 66 But youth comes to humans once 
only in the life-time and lasts for some years. One~ gone the youth does not return. 67 

The DharmaslBtras, therefore, hold that meeting the demands of youth is also a 
purufiirtha, a goal of human exist~nce. Kalidiisa, thus, accepts the householder's stage 
and family life on the foundation of religion, nature and fulness of life. If we forgot 
to understand Kalidas11's poems and his dramas on this b1ckground of his view of 
lire, if we allowed our vision to be clouded by th~ h.ter religious philosophy of 
tapasyii and mokfa, we would be doing terrible injustice to K1lidasa and his incom­
parable sane art. The losers, of course, will be the miserab!e we. 

This is not intended to suggest that Kiilidasa advocate!! unrestricted enjoyment 
of life's pleasures. Far from it. Kiilidasa paints in Agnivarr_111 the pic-ture of a liber­
tine, of the danger of treating youth, wealth and power as a permit for free 
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pleasures, and the havoc it does work.69 Kalida9a places side by side th~ pictures .of 
Satakar.gi who was an easy prey to the enticements of nymphs and of SuUk~Q.a who 
was an ascetic by temperament and who had moral control over his conduct and 
actions,69 and thereby indicates the supreme importance of self-control and restraint over 
senses. The heroes and heroines of Kalidlisa convey the message that enjoyment of plea­
sures has a definite place in human life; but just as the denial of youth and its pleasures 
is a mistake, even so is excess in the indulgence of pleasures; love-, sex and other pl:a­
sures of life must not contradict the pre.:epts of religion;70 the puruiartha Kama must 
obey the dictates of restraint. 

( 5 ) 

Kalidasa seems to accept the current frame of religious, political and 
philosophical thought; his attitude is the sam;: in regard to social philosophy, especially 
as it affects marriage and family life. The contemporary society had accepted 
polygamy and it was prevalent among the higher i>nd rich classes, The heroes of 
Kalidasa are polygamous, the two exceptions being the Yak~a and Rama. It is 
inevitable that a woman's place will be after the man; secondary to the male, in 
such a social setutJ. Kalidas'l 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 Sita sends to him through Lak~ma,:ia is,71 •You deserted me 
listening to public scandal; does it become your learning and wisdom, the prestige 
and glory of your family ?' A~ the rejected Sakuntala tries m follow tho asrama 
party, Kar;iva's pupil Sarngarava orders her to stay back, stating. 'It is quite all 
right even if you worked as a maid-servant in your husband's family. ' 72 And the 
philosophical, solemn ~arndvata too admits Du~yanta's right to deal with bis own 
wife in any way he liked; for, 'the authority of the husband over his wife is 
plausible and univcrsa1'•3 • The far-sighted and wise Kar;iva also has not been able 
to divine any answer to the social inequality between the sexes.On the eve of her departure 
to her husband's house he edvis~s S'¾kuntala, 'Serve your elders. Behave like a true 
friend towards your rival wives. Though humiliated or badly treated by your hu'iband 
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 th: contrary become a 
bane to their family. '74 The advice of Kal)Va is evidently an understandable 
compromise with the existing social conditions. A woman had no alternative but 
to please, 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. 

It appears that marriages, in those days, were generally arranged and settled by 
the ciders in the family. But Kalidasa's writing b~ar9 evidence to svayamrara and 
gandharl'a forms, that is, love marriages. A girl's father tried to obtain a 
worthy bridegroom for hi, 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 love. A woman in these cases enjoyed a 

certain freedom. But it must be limited : for, the social practice of free choice of 

ii 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. Among the Sanskrit poets Bhava­
bbati seems to be the one who has given a sensitive vent to this social inequality. 
He writes 711: 'A woman's mind is soft like a flower. A girl born in a good family, 
inheriting its fine traditions, is naturally innocent, bashful, alw~ys 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 sen~tive and tender mind with words of 
fire ? 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 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 
a form of social inequality, what human compassion for the weaker sex ! Kalidii~a 
has given moving expression to the profound love between man and woman, and to 
the unbearable pangs of the sorrow of separated lovers, in almost all his writing. But 
he did not touch this basic social inequality between the sexes. In stead of saying 
that Kalidasa was insensitive to this pain rooted in the social arrangement, let us 
say that Kalidasa was incline'1 to accept the existing social order and its philosophy, 
with the inherent good points and blemishes, as it was traditionally established. 

( 6 ) 

Education is the foundation of the cultural life of a people. Kalidasa bas 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 naturally important for understanding Kiilidasa's general outlook on life. 

Jt is known that guruku/a was the centre of education; and the education impar­
ted to the boys and !!iris in the hermitage of a preceptor was devised to be as 
comprehensive as possible. It is possible to say that the iisrama of Kai:iva in the 
Siikuntala was such a centre of education. Kai:iva has been described as a Kulapati. 
The dictionary sense of 'lculapati' is a Brahm in sage wbu provides board and lodging 
to ten thousand pupils and talces complete care of their .::ducation,76 Leaving the 
exaggeration in the technical definition regarding the number of students, it is obvio­
us that young boys and girls were required Id :eave 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 111d cJu.:atc them. The pupils did 
not pay any regular fees to the teacher for receiving education, as at present. After 
their education was completed, v.hen they had b.:come sniitakas and were permitted 
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by the teacher to return home, the pupils paid their foes, called gurudaksintJ, eacli 
according to his ability and capacity, and without a definite obligation. If education 
was thus fr.:e, it means that the king and the ruling government took up the entire 
financial responsibility of education. In view of the sanctity of a.frama life, the care 
and safety of the trees, birds and animals in the precincts of hermitages, it is, 
necessary to infer that kings allocated free-hold land'! to sages and ascetics who raa 
educational centres; and the natural and cultivated produce or thJ lands was treated 
as the property or the asramas; and that it was this wealth that enabled the teachers 
to accommodate their pupils and feed them. It must also be noted that the land of 
the hermitage and the residents therein were exempted from paying any tait to the 
king. When Du~yanta asks his comi:-nion the Vidu~aka to think: of some pretext which 
he could use to go back to the hermitage of Ka1_1va, and the fool suggests that Du~yanta, 
could go as the collector of royal taxes, DuHanta reprimands the Vid il~aka and asserts 
that the ascetics give him automatically one-sixth share of their religious merit; could 
one imagine any more durable wealth than this '!77 The opinion of Du~yanta indicates his 
feelings of gratitude and gratification; but it also suggests that kings refused to take 
any taxes from teachers and ascetics, even in kind. Even with these facilities, were 
there a poor student who wished to pay his teacher gurudakfit;1ii and did not have the 

. means to do so, kings came forward to give the necessary gifts, as the story of the 
student Kautsa and king Ragbu amply bears out. 78 Bhasa narrates a similar incident in 
his Svapnal'iisavadotta. Padmavat,, the princess of Magadha, returning from her visit to 
the royal Mothc:r, halts in a tapovana for rest; she announces through her chamber­
lain her desire to give away gifts to the needy; along with the usual material 
needs there is also a mention of money a student may need to pay bis 
preceptor's fees. 79 It may be assumed, therefore, that kings, members of the royal 
family and affluent persons picked up willingly their share of educational expenses, 
making education free upto the graduation (sn"Dtaka) level for all. It is also true that 
kings and probably rich people appointed special teachers and paid them salarie!I to 
teach their wards particular courses in learning or fine arts. This is evident from 
Bhasa's Udayana plays; Ka.lidasa mentions Ga1_1adasa and Haradatta who were train­
ing Ma.lavika and the younger queen Ira.vati in histrionics and dance. The practice 
of appointing private teachers seems to have started from the epic days. 

Fducation, thus, being a State responsibility and free, in a way, to people, the 
preceptor in charge of it had spC'cial rights naturally; he could accept or refuse a pupit 
according to his choice, though this was not likely to happen when the teacher had 
a salaried position; nevertheless, the pupil being entirely in the charge of the teacher, 
the teachc,'s moral responsibility to the pupil was always great. Through the quarrel 
of the two professors or dance in the Mii/aviklJgnimitra Kalidasa expresses some intere­
sting opinions in regard to education and educational principles. 

Gar;iada.sa says, 'A preceptor must possess just pride ab0ut his family lore 
(kulavidyti). Pride about one's learning and skill in art is a sign of self-respect. There 
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are many people who, once they attain a position of honour, are in perpetual worry 
and endeavour to m1intain that position at all costs. Were a rival to pick up some 
controversy wlth them, in stead of meeting the chaIJ~nge to their knowledge with 

a forceful show of intellect, they try to bypass th~ discussion; and they pretend not 

to have heard any c!nsure or adverse criticism. Such an attitude on the part of a 
teacher is Eelfish and mean. The purpose of learning is to spread the light of know­
ledge. If, 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 teachers or preceptors; they are, in fact, merchants selling the merchandise of 
knowledge.'80 The Upani~adic statement, •A learned man who has known the joy 
of the highec;t knowledge has no fear from any quarter !'Bl 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 two persons who have identical knowledge or qualifications 
should entertain mutual competition and rivalry. 82 It will 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 be envious of th~ other, it would be natural in 
the light of human psychology; it would also indicate self confidence. It is the reason 
why competitive spirit runs among persons who are equally qualified but are placed 
high and low by circumstances. Of course, the final test of knowledge is the conside­
red judgement of the experts·· in the particular field. Many people may succeed 
in parading their knowledge or skill before an a~scmbly of half.baked or mediocre 
men. A man of real sound learning, of firm and quick intellectual grasp and of trans­
parent skill in imparting knowledge to others, would stand the test before an assembly 
of the learned. The true test of knowledge is a fire-test. Pure gold is not blackened 
by the flames of fire. A man whose knowledge and skill are not tarnished in the 
fire-test given by the experts is a truly learned man.83 

Intellectual grasp of knowledge and the ability to impart it are different things : 
and not every teacher does have both. Teachers are, therefore, of different kinds. Some 
have a deep and comprehensive knowledge of their own subject, but lack the ability to 
teach; there are others who have masterly skill ir. imparting to the pupil what they know, 
and this skill is so impressive tint one forgets to gauge th! depth of their real learn 1ng; in 
the opinion of pa!].c;lita-Kausikl, or rather of Kalidiisa, a teachrr who possesses both the 
qualities, sound and profound knowledge of the subject and a mat.:11\e,, ability to put 
it across, is an ideal teacher, one who must be placed at the head of all prrccptors.s4 

Jf Kalidasa expects such sterling qualities from a teacher, he has some ex;,ccta­
tions a'Jout 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 ? A rain-

11 
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drop falling in a conch-shell in a sea when the constellation Svtiti lgoms in the sky i3 
alone transfor.ned into a pearl ; in the same way, the learning and skill imparted 
by a t.!acber to a very worthy and deserving pupil blossom into real 

brilliance.s5 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 significance. 
Instances of preceptors who would not impart real knowledge before putting a pupil · 
to some kind of severe test are easily found in the Upani~ads; and it appears that 
such a criterion continued- to operate in educational life in later days also. It may 
have Jost 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 fer.s 

1s the only passport to edu~ation. 

In Kalidasa's thinking a pupil too had a certain privilege as the t~acher did have. 
It was considered unfair to ask pupil to show his knowledge or 0 kill, in a test or exam­
ination, till he had fully assimilated it.'8 Io modern !Joguag'! it means that tests or 
examinations wer.:: for the pupils; the pupil, were not compelled to submit to them 
unless they were really. And the guardians were equally alert about this principle. 
Queen Dhariryi's objection to the public show of Malavika's skill in the art of dance 
can b: interpreted from this angle. But it is also true that the teacher, not the pupil 
or the pupil's guardian, will be in a better postion to judge whether a pupil is ready 

for the test or must wait. If Ga1_1adasa insisted that Malavika: gave an exhibition of 
her ability, even though Dha:rii;ii thought that Malavika was yet 'not ripe', it means 
the teacher was confident of his pupil, whatever laymen may think. 

There is an educational principle involved in the confidence a teacher may express 
like this about a particular pupil. The teachers in those days generally declined to 
accept a pupil with me~iocre intelligence lacking the ability to complete a course in 
a branch of knowledge or in art. Dhi'lriryi 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 ?' Gai:1dasa 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.' e7 It is evident that this principle cannot be operative in 
our present educational setup. It may have some scope still in the teaching of some 
arts like music or dance; but it is inv.tlid in the sphere of general education. A teacher 
may come to grief if he u~ed this princi(Jle. And educational instituti,1ns, guardians 
r,f students and even the government have no use of it. Strangely enough, the present 
day ~tudcnt also my not have any respect for a teacher with an independent mind 
and principles, concerned as he is with , btaining a certificate or a d~gree by hook 
or by crook. Kalidasa'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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Th:! thoughts Kalidasa has expressed about the art or literature 111¢ few, mostly 
rnggestive, but quite important lo understand his artistic inclinations. Dealing with 
the Ramakatha in his Raghui•a,hsa Kalidasa says about Valmiki that his 

'sorrow arising from the sight of the bird wounded by the hunter transformed 
itself into a poetic verse,'88 

This de~cription of Va!miki's poetic inspiration bears a close resemblance to the 
words of Anandavardhana.89 And since Anandavardhana came later than Kiilidasa 
(in the 9th century A. D.) it is rea~onable to believe tbat the poetician is imitating 
KaliJasa's words and sharing his view. It is clear from Anandav rdhana's 
Dhrnnyiiloka and Abhinavagupta's commentary Locana on it that the poetic 
principle or rasad!,vani is being enunciated with this literary allusion. The criti::al 
observation touches the process of poetic creation and literary expression. Poetry 
presents an aesthetic experience. A poet is stirred into an awarl!ness of such an 
experience through emotional perception. Valmiki's heart was profoundly stirred by 
the J::iment of n bird. The sorrow roused in his heart by the tragic spectacle coulJ not 
but help seeking ::t spontaneous l.'Xpression. But the expression also comes in ~ugges­
tivc worJs (d/11•a,1i), coloured by the emotion and blo,soming through c111otiu11 (n,sa). 

This is th~ nature of an aesthetic experience which AnumJavardhana is propounding 
here; and as Kalidasa has expressed the experience in words which Anand:ivardhana 
found fit to be used, it may be concluded that both, the poet and the poetician, share the 
same view ::ibout the nature··of true poetry : It is that poetry is 'l spontaneous expre­
ssion of a deeply felt emotion ,· poetry presents an emotional experience ; and as 
such its expression is indirect and suggestivl! so that it can evoke a similar emotional 
response. This is, in brief. the principle of rasa-dh.v,mi, a suggestive present,1tion of 
a deep emotional experience and its emotional impact. It is obvious that Kalidasa 
was awar.: of the true nature of pol'try. His own V\lriting furnishes abundant examples 
of r,Ha and dl1va11i, which have b<!en regarded 'lS the hallmark of literary ex•~ellence. 

We call such emotional experience pr!!sented through the medium of art an 
aesthetic experience becau~e 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 sensilive mind as to make it unaccountably restless ; so do deeply stirred 
emotions affect us. There is something beautiful about this, including 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 Kalida~a 
seems to be fully aware of this high purpose of art; the picture of the emotionally 
disturbed Du~yanta on hearing the ~ong of Hamsapadika is a testimony to it. 

Pj}ing his homage of reverence to Paramesvara (Siva) and Parvati, at th.: bigin­

ning or Ragli111·a,i1sa, Kiilidasa describes the divine couple to be •as inseparably 
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united as word and sense'.91 Reversing the simile it is possible to say th3.t word 
and sense, especially in literary art, are as imeparably joined as Siva and Parvati. 
In the sphere of literature a word cannot exist without a significant sense and no 

sense can be imagined except through words. This togeth.:rnes!l (sahitya) of word and 

sense costitutes the texture of literary art (Sahitya-kala). But this also means that 

words are important in literature only in so far as they convey a sense, namely the 

intent cf the poet, the emotional experience he intends to communicate. The poets often 
forget, particularly in the composition of longer p:Jemi and in narr.1tive 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 hag an ornamental efi~ct; figures of word like alliter­
ation, rhyme, and the picturesque arnagemeat of letters (citrabandha) which is a parti­

cular fe~turc of Sanskrit poetry, owe their existence to word-play. It has a charm of its 

own; but it is not true or high poetry by cJm:non consent. Kalida,a too was tempted to 

try hi, hand at word-play, as tile nineth canto of Raghuva,iisa shows; but the important 

thing is that he checked this temptation. The later Sanskrit poels revelled in the dis­

play of erudition, of mastery over WJrds and in verbal acrobatics. In the history of 

Sanskrit literature this is a period of dec.idence. As a matter of fact, renowned literary 
critics and th~nrist, had pointed out that poetry which hls charm only of words and 
patterned arrangement of words, and of the manufactured ornaments of rhetorical figures, 
is of a very lo N order.92 The awareness, therefore, that Kalidasa shows ab Jut the 
proper function of word and sense, and of the nature of high poetry, is very impor­
ant for the art of literature. 

Gar;iada:sa, the professor of dance in the Mii/avikiignimitra has expressed some 

defmite views on the nature and function of n'ltya. Nti!Ya, which for Kalidasa denotes 

dance and abhinaya, the histrionic or the representational aspect of drama, is descri­
bed here as a 'visual sacrific~• (ciikfufa kratu). 93 A dramatic (or a dance) perform­
ance is to be enjoyed rrith our eyes (and ears); but in describing it as a sacrifice, 
a number of things arc further suggested, like the grandeur and splendour of spectacle; 
association of religion and solemnity; the co-operation of many in a single accomplish­

ment; a link joining several people from difforent levels of society in a team work; 

which are applicable to sacrificial as well as dramatic performances. Kalidasa states 

through Gar:idasa, that nii!ya has two forms, the vigorous and the tender, demonstrated by 

the liifplal'a and the [iJsya of Rudra-Siva and Umii. It may be assumed that a dramatic 

spectacle was in the early stages a mimetic dance performance. This is borne out by 

the information available from the Na!)'asiisrra of Bbaratamuni; and Kalidasa is 

probably speaking here about the origin and evolution of dr .1ma as a performing 
art. 9 t From the point of view of the audience there is no doubt that drama is in its 
own class as a source of entertainment for all kinds of tastes. It is so because drama 
represents the many facets of human life; and it is one form of art which jg a meeting 
pla;e of seviral oth~r arts like: literatJre, dance, music, histrionics, architecture, 
engineering. painting ant.I other handicrafts. 



World of Thought 

Pa,p;lita-Kausiki says in the Mii/al'ikiignimitra that, the principal thing about tb.e 
science of drama is the value or stage-representation' •95 Bharata describes drama as 

'visual poetry' (drsya-kiivya.) Nii{ya or dr.1m1 i'.l literature, so far as the story, the 
development or the plot through difftrP.nt scenes, and the dialogue in prose and verse 

are concerned. But drama is equally an article of st:Jge, and its theatric representation 

involves skillful use of different kinds of abhinaya and of the art of presentation. A 

dramatist, t0 be suc:essful, will have to be careful abo1Jt both thes-:: aspects of drama. 

Perhaps the stage aspect is more important, because drama is not a piece of literature 
to be read in privacy like n poem or a story, but an experience to be visualised on a 
theatre stage with the mass of humanity. This implies that a dr.1ma r~aning heavily 
on the literary side may miss the stage values, and thereby become only a 'literary 

composition in dialogue form' (prabandha). On the other hand, a drami using 

all possible gadgets or successful stage performance may not have the depth 

of literature; and in that case it will be worthless as an e~perience. All 

students of Sanskrit drama know how m later dJys drama turned into a 

clever literiiry exercise using the same mechanical devices and patterns, losing 

in the attempt its value as performing art. The important thing is to achieve a 
nice balance between the literary and the stage aspects of draml. Kalida:sa's percep­
tion 0f these values and his own accomplishment in the art of drama by their 
conscious use e~tabli~h him as a great dramatist. 

The Sutradbara about to present the Siikuntala to the assembled gathering says 

with apparent diffidence, 'I cannot consider my special knowl:dge of drama produc­

tion to be really well ,unless the learned (the experts) are completely satisfied.'96 If 
KalidiHa said this when he wrote and presented his mast:rpiece, the rema,k Ct"rtain­

ly shows his benign modesty. But it is possible to interpret the remark from a 

literary angle and get additional meaning out of it. The learned critics, the experts, 
are the final authority in judging the merit of a dramatic or literary w,,rk. And 
this mean~ that literature is not only the self-expression of a creative artist; it is 
also a communica1i,1n. And !O, the canons of appreciation and asscs;ment cannot 
be disregarded, A gifted and inspired writer :may create new standards and forge 

new forms or trends. Y~t it cannot be denied tint a creative piece of literature is 

as much for the delight and satisfaction of the artist himself as it must cvoi..e similar 

response or sat isf act ion and pleasure from the discerning reader and the learned 

critic. The remark, tbus. implies that Ka1idasa knew and accepted the value of 

literliture as a communic.ition. 

(8) 

Looking into thoughts of Kalid;isJ on difforcnt aspects of life it is n,nv rossible 
for us to have some idea about his outlook on life and the values he accepted. rn 
regard to rcligi,in and rcli~ious philosophy, so~ial law~ and the idt:,>logy behind 
the,n, K·ilid:1n•~ altitude i~ of acceptance "f the giv~n f"ramework. The historical 
background on wh id1 K al 1d,1sJ creall'd his I ilerature m:w have 111:1de such 
an attitude inevitable 0r n:cl!ss:.1ry. Even then the personal no·t~ is clear. KaliJasa 
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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 bas connived at or 
avoided any conflicts in the religious and social spheres, and omitted any observa­
tion on the social inequalities and unfair traditions. He appoars 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 defeatiqm, For, Kalidaga main­
tains and advocates certain ideals of political government and of the social life of 
man. They underline the faith that given the necessary ideals and moral values the 
life of humanity can be raised to material eminence and spiritual good. 

The feelings of peace and satisfaction, the contented and joyful outlook on life 
may, perhaps, cunceal some deeper significance than a mere personal attitude. The 
philosphy of renunciation and spiritual good is very great; intellectually no objection 
or exception can be taken to it; as kuowledge and a way of life it is incomparable. 
And yet it cannot be gainsaid that such an otherworldly 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 life and miss even the simple natural joys of life. It 
appears that Kalidasa does not want the common man to be affected so glo'Jmily by 
a philosophy which is beyond his comprehension. So, while accepting the religious 
philosophy as it was and supporting th:: highest spiritual value c,f mokJa-d!iarma as 
the guiding principle of man's life, Kalidasa. yet emphasised the religion taught by 
$mrtis and Dharmasiistras, 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 offered some pleasures. Kalidasa never suggests that a man 
should give himself to pleasures at the cost of his duties and obli~ations; 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 
philosophy of Ii-ling 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 a9 it is could ever be 
capable of understanding life and interpreting it fully. A seer and a philogopher 
knowing the essence of life would create a philosophy, not art. In order to cre~te art 
you have to be an observer and a \:ritic of life. You have to study life minutely in 
all its stages, aspects and facets; and the ~tudy can be authentic and complete only 
if you are preparc:d to go through !if..: and live it fully. This viewpoint includes the 
spirituJI philosophy of lif1i naturally; b~t it includes also the joys and sorrows of a 
full life, A commJn mJo will sp~ak tl.u languag'! of spiritual v.1lues and higher life 



World of Thought a; 

but will never be able to d.::ny the pleasures t0 himself, creating thus an internal 
contradiction in his life and living like a smooth, self-deceiving hypocrite. Th~ philo­
sophy- of phased life is, therefore, in the interest of the common man, the largest 
section of humanity. And for a creative artist it is tha only philosophy that will work. 

But once this attitude is accepted, with reasoning and logic and with the 
consciousness of the failings and weaknesses 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 small and neglected things; in fact, om: would find 'tongues 
in trees, books in the running brooks, sermons in stones, and good in everything.' 19 

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. Kalida~a describes Du~yanta returning to the earth from 
the heavenly w.>rld. He, stops on the Hemakil\a mountain, the residence of the sage 
Marica who is the parent of the gods. The place is just above the earth, many 
aerial regions below the world or heaven. It is significant that Marica chos, this 
plac.: near the earth for his resid.!nC.!, Seeing the hermitage of Marica Du1yanta 
remarks, 'This place is more blissf..11 than the h~avens. I feel that I have been 
immersed in a pool of nectar !' 08 Du~yanta's feeling is really significant because he 
hJs visited and lived in heaven. But Matali's remuk will probably carry greater 
weight. Matali is Indra's charioteer and a denizc:n of the heavenly world. As he 
brings the divine chariot• down through various aerial regions to the earth he sp;>ts 
the earth; and he exclaims with sheer joy, 'Oh, how gorgeous and beautiful is the 
earth !' 08 •Kalidll:sa shows us through the eyes of a heavenly being the beauty of 
our earth. This place of the mortals is as beautiful as heaven, nay, more beautiful 
then heaven. Art must bring such au experience to us. 
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5 SUPREME THEME: 
Spigara or Love 

In understanding Kalidasa's thoughts and ideas there was an attempt to disco­
,or his outlook on life. In this discussion Kalida:sa's thoughts on love were not to­
uched, The reason is that they deserve a separate treatment. As the major theme of. 
Ki!ilidllsa's poetry and drama his views on love are very important in order to under­
stand his art as well. 

Kalidasa may be described as the Prince of sp'lglira. Sp'lgara holds the kingly 
po,ition among the rhetorical rasas, and Kalida:sa is the 'grace' of Poetic Muge who 
gives a 'beautiful I iterary expression' to this king of sentiments. 1 Two of his po­
ems and all his three plays carry the theme of love. His lyric ]J.tusarilluira is princi­
pally de',(()ted to the description of the six seasons of nature; but in describing t!ie 
effect of the seasons on the emotional life of man the colourful shades of diffrent 
emotions and particularly of Jove have naturally crept over the canvas. The Raghu­
vamsa sings the praises of ancient kings of the Solar dynasty and their royal life; but 
here again glimpses of ma, ried love a □d occasionally of youthful love cannot be missed. 
The basic emotion of Kalidiisa's literature is, thus, srngdra or love; it is the sthayi 
bhava of his writing. 

Before exa.nining Kalidl'isa's treatment of love, it will be of some aduntage to 
consider the objections raised in this connection. fhe~e objections come from different 
approaches. There is a section of critics who are traditionally very conservative. They 
always think that the veriety of life can suggest a number of themes to a writer; 
harping therefore on the theme of love and such intimate subjects is meaningless. 
Tboy think that lrngara and w.Jman who symbolises its pleasures arc a positive 
obstacle from raligious and other-worldly viewpoint; the aim of human life must be 
realisation of Ood and salvation from the repeated cycle of life and d<!ath; ag such, 
the literary or any other art that hinders the spiritual progress of man must be deemed 
to be completely irrelevant. A5suming that such an objection is sincere and honest, 
it bas to be remembered that it is not confined to Sanskrit literature or to Kiilidasa; 
it can be, an·i has been taken at 1111 times, in all countries, against erotic literature. 
It is not necessary to make any particular attempt to answer this objection. Those 
who honestly object to I itcrature of love hive other kind!! of writing available to 

them, like the live, of &Hints and ideal men, and books on religion, philosophy and 
spiritful life. The truth, however, is that love has been a universal theme of literature 
af all times and in all countries H is the essential and important emotion that 
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tnoulds and shapes all life. And no one has the right to tell a real artist what he 
should and' should not present in his art. The emotion of love came to be born in this 
universe with the appearan::e of the first man and W.Jm:in on the surface of this earth; 

~~d it is bound to remain here as long 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 bas been a perennial theme of art; and in spite of any 
objections honest or hypocritical, it will remain so. 

Another objection to srngara is due not to the description of love as such but 
to the excess, the openness in it. An objection from this angle ca.a be both honest 
and hypocritical as well. The element of hypocrisy lurk in it because these critics 
often enjoy such literature of love in private and furn to it again and again with 

• relish. Only they lack the courage to admit their enjoyment in public or the cloakl 
of decent culture with which they cover themselves in public appearance prevents 
them from speaking the truth. If the objection is on such a level of hypocrisy, the 
answer is that mari is inevitably fond of love; the limits imposed on the public 
exhibition of love either in art or in life do undergo a change with the passage of 
time or with an evolution in culture; so that, what a p..:rson may r..:gard as an unbe­
coming excess may not app~ar to be so to another person. A reasonable stand like 
this leaves no r.:>om for guard..:d hypocrisy. The readers who admire Bhartrhari for 
his Niti and Vairiigya Sarakas must remember that the same poet had scored a Century 

of love. 

But the objecti0n taken against the open description of love, when it is on the 
level of art valueg, is no doubt worthy of consideration, and literary criticism can 
not ignore it. This kind of objection bas been levelled against a body of li~erature 
in all countries and Sanskrit drama and poetry do not escape from the ch;;.rge of in­
decent eroticism. Kalid!isa is guilty too of an occasional excess in his treatment of Jove 
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 Kunuirasamblzava. Traditional criticism 
even in Sanskrit has expressed an unfavourable opinion. against this gay picturt>; and 
it is believed, in old tradition, that Kalida:sa gave up writ:ng this epic further in tht 
face of the critical disfavour. Personally, I do not share this belief. For, the very 
title of the epic implies only the 'possibility' of the 'birth' of Kumara; and consi<li:­
ring Kalidasa's leaning on the art of suggestion (dhrani) of which he is a master, 
the subject of the epic is really 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 
birth of the child born of the love union, his growing up, and his marvellous achic ve­
mcnt, the epic Iheme would not be Kum.irasa,i,hhal'a, but A:11miiracarita or ,','fral'l:11i1J'a _, 

Returning to the point of discussion, it must be poinkd out that one of the ablc~t 
masters of Sanskrit literary theory and criticism, ;\nandavardhana. shows his frank 
disapproval of excesses in the treatment of Sri1g,ira, drawing attention 10 thi: many 
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aspects of love which can be treated 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: 

M ahakaviniim api uttamadevatii-viiiiya-prasiddha-sarhbhoga-s r1igiiriidi a11aucitytim 
sakti-tiraskrtaMit griimyatvena na pratibhiisate/Yathll Kumiirasa,nbhave Devi-sambhoga­
varr}anam/2 

Anandvardbana h speaking about the two kinds of defects that may creep in 
liter .. ry 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 pratibhii. The defects of cons­

truction, language etc. are often shrouded by a poet's genuine creative power; ' the 
defects of the latter, pratibhii, alone expose the common worth of a writer. Klilidilsa'a • 

description of the sexual love of Siva-Piirvati does not descend to vulgarity due to 

his extra-ordinary creative ability and genius. What in the hands of lesser ):)oel9 
would have turned into indecent and vulgar amour has been illumined into beauty 
and joy by the poetic genious of Kalidasa. The literary principle on the basis of 
which Anandavardhana makes this distinction b:tween 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-bliai1ga) while <1ppreciating 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
nation can c0nceive many forms through which love could be expressed, They could 

be cultured and decent; and they would have the appropriate impact on a reader's 

mind and give him r.csthetic pleasure. A writer deserves to pay attention to this kind of 
propriety io art. But sometimes even great poets are carried away by their power or 
in their enthusiasm they write something which is not quite proper. When this 
happens, Anandavardhana thinks, it is defective art: 

Na ca sa,izbhoga-srngiirasya surata-lakrafJab ei•a eka{i prakii.ra{1, yiivad anye apl 
prabhedii{i paraspara-prema-darsan?idaya[I sa1izbhavan1i, te kasmild uttama-prakrti­
i-irayena varQyante ? yat '" e1·ann•idhe Vifaye mahii.kuvi11ii.m api asamiktyak"llritil 
lakue drsyate sa dv~a e1•u4• 

The principle of propriety ;n regard to the type of character described (prakr,t) 
and the theme or subject of the composition (1•itaya) which Anandavardh1na insists on 
will be quite acceptable. t\.t the same time it is necessary to accept, on the level of 
art, his advocacy of the extra-ordinary creative p'.Jwcr (sakri or pratibha) of a poet 
which puts a diffi:renl complexion on a literary pr,·sentation. And it means that if a 
poet's theme, the type of principal character he has chosen to be depicted, and 
the e;-pectcd art-form of his composition were not naturally favourable to Srngllra, 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-Pii.rvati in the Kumiirasa­
mbhava could not be objectionable, at least from the angle of art. Individual taste 
may differ; and some would not be able 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 Kalidi!sa says 
that Raghu, during his military campaign, lingered over the Southern mountains Malaya 
and Dardura for a while to enjoy and then he crossed the Sahya in order to turn to­
wards the west. But describing this detail with a poetic fancy and double meaning, 
K'lllidasa presents the Malaya-Dardura mountains as the twin breasts of the South~rn 
Quarter, and the Sahya as the nitaii1ba (slope; buttock) of Medini, Earth personified 
as a woman.5 The erotic and sexual suggestion in this descriptive touch is plain; and 
in the context of a military campaign which jg supposed to be brimming with the 
heroic sentiment (virarasa), the touch of sexual love is unexp;::cted, irrelevant from the 
angle of art. A verse describisng the death of Ta(jaka i'i objectionable on a similar 
ground. The arrow of Rama hit Ta9aka on her heart and she passed aw1y to the abode 
of Yama, the god of death; using metaphor and pun Kalidasa h.is likened her death 
to the journey of a woman in love (abhis,1rika), hit by Cupid's arrow, wending her way 
to her lover's house. 8 This touch is uncalled for in the present context and situation. 
Such irrelevant ·erotic pictures arc few in Kalida.m's writing; mostly he adheres to the 
values of art. The point, therefore, is the erotic pictures would be objectionable only on 
the ground of art, and not for any other consideration. The objection cannot be taken 
against the treatment of love, but against the un:alled for, irrelevant excesses which 
offend aesthetic taste and response. 

( 2) 

There is another etas,; of critic~ who are, in fact, the admirers of Klilidtisa. They 
do not openly criticise Kalidasa's pictures of love; but they put a different construc­
tion on 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 Jove earth 
is transformed into heaven, and the physical love with its natural biologica I urge is subli­
mated into a bodiless union of twll spirits or ~ouls. And the critics imply by sugge­
stion that a poet who raises physical love to the heavenly level of spiritual Jove 
must indeed be a very great poet and a supreme artist. 7 

A critical spproach of this kind is the fruit of two trends of thought which need 
to be examined carefully. rt is assumed :n this appro.ich that earthly or phyiical love 
belongs to a very low levd of life; it has to b;: su··llinuted; in,n must rise to nabi­
lity from the mere physical level ,lf love. K:1lid:-Ha h.,s done this in his literature; 
rather he had to do it to make his art worthwhile. This trend of thought is implicit 
or openly a,;sumed in this appro1ch. It is not beyond c,rn1mon knowledg:: tlut such an 
attitude to life is rather negative, born of the philosophy of renuncitation. And yet, a 
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reader of Kalidasa's literature cannot afford to forget that the poet treats of ,love, 
and of the relations between man and woman with uninhibited frankness and the care 

of a profound artist. The critics of this class seem to think that if Kaliditsa had. trea~ 

ted love only on the level of physical nt:cessity and pleasure he would have been a writer 
of the common run. OrJinary men and women love the pleasures of life. If literature 
were to cater to this necesgity and taste, it would serv.:: to nourish only the common 
teoden~y of enjoymeot of pleasures and fail to raise man on to the higher level of': 
noble life. It means that the approach implies another t.:ndency of thought which 
demands from literature the uplifting of human life and sublimation of pleasureseek-, 
ing emotions either in a suggestive manner of art or even openly if necessary. In · 
suggesting that Kalida:sa de~cribes rati without any 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 Vedanta-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 :ove; it bas also sublimated Kalidasa whom we all love. And so, the. 
approach is bound to delight us. We too have to gain something fr.lm this approach 
as readers. We may not be sure of what 'sublimation' exactly means. Our mind may_ . 
_linger, like that of Du~yanta, over the cane-bower on the bank of Malini; the picture . 
of Du syanta getting jealous of the bee hovering round the lotusfragrant f..ice of 
Sakuntala may make a deep and pleasant impression on us; but we are free to enjoy. 

',I 
the poetic and dramatic art of Kalidasa accJrding to our capacity; becau9e some great 

critics have assured us that there is something very noble in Kalidasa's treatment·,, 
of love. In other words, this critioal approach has saved the common readers as well ! 

The basic question, however, is what precisely does Kalidasa intend by his 
po~tic pictures to convey. An examination of this critical approach in depth is 
necessary not only to understand Kalida:sa's writing but also to understand the 
approach of true art. 

In the light of the above critical approach, the Yak~a in the Meghaduta, an,d 
Agnimitra and Purilravas, the two heroes of Kalidasa's plays, will appear to· be·" 
common men given to pleasures of sex and enjoyment of life. The ideal character in 
this critical approach is Uma in the Kwn<irasambhava. Uma: practised very hard 
penance. Disr~gardiag the frailty and tenderness of a woman's body, she abstained 
from e:iting food; lived on air; did the tapa with five fires blazing round her in hot 
summer; even seasoned yogis could not have done the penance Uma actually practi• 
sed. Um,, materialised in her life the noble values of spiritual existence. That is why 
she got Siva; Hhc was merged _in the body of Siva. fhe love of Du~yanta and 
Sakuntala w;n_t through the trying test of sorrow. Their first mutual attraction was . 
physical But Sakuntala was brought up in the hermitage of Kar;iva, under his care 
and teaching. And so, she was immediately a~are of 'an emC\tion contrary to tapo-
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vana life' that took possession of her heart.8• But the awareness did not help her to 
check herself; she was swept off her feet by h.!r emotion or love. This was her first 
mistake. It led to another. She failed to perform her duty as a hostess which 

Kai:iva had entrusted to her. She did not take ~cognisance of Durvasas. This was an 
insult to the sage, an error, which brought its own punishment in the form of curse 
and her repudiation by her husband. The lo1ely vow of loyalty and devotion to her 
husband which she observed for six painful )ear. in the hermitage of Marica con­
sumed the dross in her life, purifi~d h=r love, and she became fit to be reunited to 
her husband under divine blessin~. Du~yanta was a p'l1rtl1il'a in every sense of the 
word : a king no doubt, but earthly. In his first meeting with Sakuntala he had 
greeted her courteously, asking, • Does your penance prosper ? ' 9 But his own inclina­
tion was to turn the tapovana (penance-grove) into an upavc.na (pleasure-garden).111 

Du~yanta was addicted to pbasures of life; he was a seeker of fresh honey, in the 
words of Humsapadika. It was necessary that he too suffered from the pangs of 
separation as Sakuntala did. When Du~yanta realised the spiritual significance of 
son 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 wh~n he got an opportunity to 
fight a battle of the gods. against the demons and thereby execute a piece of work 
at once unselfish, philanthropic and serving a divine purpose, then only did Du~yanta 
rise to the higher level of noble life, sublimating his earthly passions into spiritual love, 
and becoming fit to be reunited to his pious wife. This reunion of the chastened 
lovers then took place on .• the Hemakil\!\ mountain, where the parents of the gods 
Jive, a place above the earth and more beautiful and pious than the heaven itself. Thus 
was earth transformed into heaven, the mund:ine into spiritual; thP. physical love 
was sublimated into heavenly love. 

This construction put on th~ tr~atment of love in t'1~ Siikunra!a and Kurniirasambhava 
is very pleasing to read. But it is high time for some one to state in categorical 
terms that it is totally irrelev.int to art and to the lit~rary art of Kalidan in parti• 
cular. Such literary criticism grafted on ancient works by later minds prejudiced by 
ditTerent philosophies is likely to create chaos in the field of art criticism. It is 
necessary, therefore, to expose th:! incorrectness of its approa.:h which is based on a 
different outlook on life. This kind of criticism is born of a particular philosophical 
tradition. Already ma'ly critics and most of the co1lege 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 conveni~nt device; so that in any dramatic composition when the 
theme runs intu union, separation and re-union these critics are ready with the labels, 
the first unio11 being calkct 'physical' and the second 'spiritual' ! And this is n~t naive 
critici,m; these critics feel a glow of triumph in that they have bestowed on litera­
ture a noble and spiritual si;,?nificmcc. A really close ex1mination of this prestigious 

13 
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critical approach is unavoidable for a healthy, unbiassed criticism of art and liter• 

ature, 

Umli observed such hard penance as would have daunted even determined ascetics. 

Wh)? In order to get Siva. In the simple language of life Uma did this to get Siva 

as her husdand whom she loved from the depth of her heart. She resorted to tapa 

because Siva was a 1apasv1, a yogi, whose heart could be touched only by tapa; the 
attractions of youth and feminine beauty, stirring of human emotions and bland­
ishments of nature had failed to produce any effect on Siva's mind. The effort of 
Umi'i, therefore, is like that of a young girl who identifies herself completely with the 

absorbini interests of her young man, who struggles to achieve some measure of skill 

or efficiency in that interest, in order to win his heart for herself. In other words, 

were the h~ro of this theme different, interested, say in lute-playing, the heroine 

would have displayed absorbing interest in music, striven to get music lessons from 

him, and thereby work her way to his heart. 11 The art design is unmistakable; and 

it is useless to put one's own construction on it to suit one's fancy or pet philosophy. 
If penance undertaken to win a husband were to be r:gard!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 i~ the greatest of yogis by traditional 

. standards. When the severe penance of Uma pleased him, why did he not appear 
before her in his true divine form and carry her straight to spiritual salvation? Why 

did he hold Uma's hand as common lover? And why did Kalidasa himself describe 

the marriage of this couple with all the loving details of mundane celebration and 

carry it upto their honeymoon? In stead of showing Siva and Uma perched on the 

peaks of Kailasa and lost in divine samadhi, why did Kalidasa choose to take hi9 
readers into the privacy of the couple's bedchamb:r? A child being born is an ordi­
nary and natural event 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 under­
scores a divine purpose, that of'protecting the righteous and punishing the evil-doers.'12 
Klllidasa could have shown the birth of Kumara in some marvellous, supernatural 
way, without describing the union of Jove; why did he not do it? It appears to me 

that the above, so-called spiritual approach of criticism is in;;apable of explaining 

some of these details in Kalidasa's treatment of a love theme. 

We will be driven to the same conclusion, I am afraid, if the story of the love 

of Du~yanta and Sakuntala were to be examined without prejudice and pre-conceived 
philosophical attitudes. If Du~yanta's first greeting to Sakuntala was, 'Api tapo var­
dhate ?' was it not quite natural and merely polite in the as,ama surroundings? As a 
matter of fact, Sakuntala was not doing any penance. Du~yanta knew that she was 
frightened by the bee pursuing her, end he made his appearance before the girls chall­
enging, on kingly authority, this avinaya or impudence perpetrated on the innocent 
girls of the hermitage. Du~yanta should have really asked her about her fright and 

p~rvousness. In i-tead, if Kalidasa's Du~yanta puts a question about tapa, it meanii 
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oniy that he is on formally correct behaviour; or else he felt suddenly embarrassed 
in the presence of the girls, his interest in them clouding momentarily his sense of 
propriety. This is only psychological interpretation that fits the dramatic situation.· 
Later when Du~yanta asks about tho possibility of an ascetic vow ( Vaikhiinass-vrata) 
that Sakuntala may be observing, her friends assure Dusyanta that Kai;tva intended 
Sakuntala to get married to a suitable husband. With Kiiidasa's own plain statement 
that KaJ).va had never thought of rearing his foster--daughter into a tapasvini, the 
reference of Sakuntala to 'an emotion contrary to hermitage life' (tapo1•ana-virodhi-vikllra) 
needs a better and correct interpretation. If Sakuntalii were a little frightened by an 
overwhelming emotion, she had never experienced before, if she is nervous by a sense 
of wrong, it is a proof of her keen conscience and of her ability to search her own 
mind even in an unexpected situation of embarrassment;· it is also an evidence of the 
iisrama discipline which KaJ].Va had taught and which Sakuntalii had absorbed. The 
truth is, as Kalida:sa suggests, that Sakuntalii was so innncent that she had not known 
Iov: for a young man to this moment; and therefore when the emotion seized her 
all of a sudden, she did not know its meaning and thought that it was opposed to 
her asrama way of life. The: arrival of Du~yanta m Kai:iva's hermitage disturbed its 
usual peace in a peculiar way : the agitation of the: elephant frighten:!d by the sight 
of Du~yanta's chariot represent, the outward . form of this thrilling disturbance; the 
nervous agitation in the mind of Sakuotala represents its inner, psychological form. 
Kalidasa is almost unrivalled in piling colourful and suggestive touches in an atmos­
phere and creating out of them an artistically significant form. But what right have 
we to interpret a poet's artistic suggestions in any way we like? 

The sastra rule about 1•yafija11ll or art-suggestion is that it must come in the 
wake of the expressed sense ( 1•acy"llrtha-"llk,ipta ); that is to say, the context provi­
ded by the poet and his p.:rspective on the theme, the character or the person speak­
ing the line or of the listener in the story, and such other factors determine the 
direction of the suggested sense; it is not a fanciful meaning imposed by anybody's 
will. Such a scientific limitation (Siistra-maryada) is absolutely necessary, if a poeti­
cally suggestive sense were not to be a mockery or nonsense. So, if Kalidasa had tho­
ught the love of Ou~yanta and Sakuntala to be really tapol'ana-virodhi his develop­
ment of the love-story would lose all meaning. There would be no point in the assur­
ance given by Sakuntala's companions that Tata Kasyapa had decided to marry Sak­
untala with a suita':lle husband. And Kar:iva himself had no need to congratulate $ak­
untalii on the choice of her love-partner 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 iUcrests. Kalidasa should have shown this daughter of a sage che­
cking herself at the right moment, rejecting the earthly passion of Du~yanta, and be­
coming an ideal sany<1sini, to the dcligJ..t of these philosophers of spirituali~m. But 
this does not happen in Kalidasa's play. lt means, therefore, that the reference to the 
'emotion contrary to hermitage life' and the jocular observation that Du~yanta tur-
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ned the tapovana into an uparana are. intended by the poet to convey somet~ing alto• 
gether different. The artistic fact is that the unexpected meeting between Sakuntalii 

and Dusyanta is not an everyday occurrence in the life of a hermitage. It happens 

once in ~ while; and when it does it cannot help affecting its usual peaceful and 

monotonous life. A serious love affair in the peaceful, disciplined life of ascetics or 
say of college students is an unexpected happening which is bound to cause an agit­

ation and 11. stir. Such a thing may happen even today in a yoga-asrama, a college 
or a school ; and it will create a great disturbance. We describe such a happening 
as •1•irodhi' in the simple sense that colleges, schools or asramas are not the places 
for love affairs or for fixing marriages. And yet unusual though, such things may 
happen occasionally. When tiiey do, the normal discipline of educational or ascetic 
life is temporarily disturbed; The authorities may issue a warning or 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 on their heads or rusticate them from 

the educational institution simply because they happened to fall in love. The warnin8 
and advice are perhaps necessary to maintain the ger,eal discipline and to qee that the 
attention of the students is not deviated from their studil'~; childhood and young age 
are meant for study ; love and marriag: cc1n come at the end of the educational car­
eer ; this is the normal channel for normal life ; that is all. Further sometimes when 
love strikes a young heart there is always a possibility that the choice of a partner 
inay 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 Kai;iva use the imagery cf a SJcrificer whose eyes nre bli­

nded by sacrificial smJkc and whose oblation may, therefore, fall outside the ritual 

fire. Fortunately Sakuntala had fallen for the right kind of man. Kal).va himself is 

convinced about his daughter's worthy choice ; Du~yanta, according to him, is 'the 
foremost among the worthy' (arh~tiim priigrasara~); and noboJy could have made a 
better cboice than this. Kar)Va, ther.:forc, feels that in bestowing Sakuntala on Du~­
yanta he is banding over his vidya to the worthiest pupil, aad that there is absolu­
tely no cause for any sorrow or repentance 13• This is all that art:stic picture of Kali­
dasa conveys; and there is nothing in Kalidasa's writing to indicate that the poet 

had any further suggestions to offer. Yow far, therefore, can the proct:ss of 1•yanjanii 
be stretched ? 

In this picture of Kiilidasa there is no repudiation of natural love, nor denial 
of marriage. This is not to be confused with any mistaken notion of promiscuous 
liberty. For, the students who were given educarilrn in the ancient guruku/as or the 
hermitages of learned sages had to follow a certain discipline, which was perhaps 
more exacting than the one prevailing in modern edu::ational institutions. The boys 
and girls in the hermitages had their daily duties assigned to thcm 14• ( ·onsulting the 
clock!> of the Sun and the Moon they had to tell their preceptor the time for his 
daily ablutions, ritual and fire worship ; they had to collect and fc ch from the for-
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est 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 to 

water the trees in and about the hermitage, fetch water from river or water-reserv­

oirs, help in preparing meals for the asrama residents, and so on. The learning of 

lessons was accompanied by such daily discipline. If after completing the course of 

1:ducation a particular pupil wanted to lead an ascetic anc! celibate life there was no 

bar. But it is obvious that inost of the pupils took their preceptor's blessing and 
entered the householder's stage of life. In the restrained and disciplined atmosphere 
of thi: contemporary tapora11a or 11.frama the pupils were principally devoted to their 
studies and to imbibing the moral and cultural discipline inculcated by the teachers. 
In this sense a tapol'ana could not be an upavan11. But it does not imply that the 
elders taught the young generation to suppress and kill natural impulses and emot­

ion~. Were it so, the gurukulas and asramas would have been schools for tt1rning out 

Eanyasins and yoginis. The fact, on the contrary, 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 all that the pupils got here, both b~· precept and example, 
was apt to prove to be a noble foundation of their future life. This is best illustrated 
In the life of Sakuntala h.!rself. Kai idasa has nowhere repud iakd the love that further 
leads to married life. No character in the Sakunta/a has even covertly suggested that 
it was a terrrible 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 against lhe interpretation of error, pun­

ishment and sublimatiori' as the theme of the poet. The Vedanta-biassed approach is 

an after-thought, and a construction totally irrelevant to the design, purpose and in­

tention of the artist. 

The i,1terpretation put by the auove approach on the curse of Durvasas is simi­
larly twisted to suit i1s trend of philosophy and confuses the basic i~sucs. Sal:untala 
was not aware of the arrival of Durvasas in Kai:iva's hermitage and that is why she 
did not go forward to welcome the guest. And she was not aware of any one's arri­
val becausr, we are tcld by the dramatist, Du~yanta had left for his capital the same 
morningt5 and Sakuntala was experiencing the fresh pangs of separation from her 

recently marrit·d husband. lhough she was physically rrcsent in the asrama her heart 

was not thereto. 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 ? Was she not thinking of her husband only ? 'The anxiety about her hus­
band has made her unmindful of her own person; how could she then be aware of 
an uninvited guest ?' This is the obseivation of Sakunta1a's companions. The critics 
of tile spiritual approach have not the eyes. app1rently, to see the dram:.ric siluJlion 
created by Kalida,a or the e,1,s to hear th~ wonL of the companions. Tlwv would 
like to take the curse as a punishment to Sakuntal;i for nl'g'ccting her duly of atithi 
-satkiira. Which S:istra imposes the penalty of terrible curse on a newly married girl 
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for losing her mind at the first anguish of a separation and for thinking of her owii 
husband at the neglect of a guest ? The entire situation is handled by Kalida.Sa with 

delicate sugge1tions; yet they are so eloquent that it is a wonder how any critic 

could miss them. Particularly worthy of note is the character of Durvasas that Kali­
dasa has created with a few deft touches. Durvasas is an 'Dgantuka; he came to the 

hermitage suddenly, unexpectedly, and without invitation. He is by nature su/abha­

kopa, easily provoked to uncontrollable anger without prop?r reason ; he is parkrti­
vakra, crooked and twisted by temperament, and would refuse to listen to any plea 
however respectfully submitted by any onc17 . If nei:lecting a guest were an offence, 
Sakuntala commi~ted it unknowingly ; it was the first ever offence in her life ; and 
inaocent as she is, she did not realise the terrible consequences the power of an off­

ended ascetic could impose upon her for a non-deliberate, unintentional neglect. Con­

sidering the total circumstances should not the sage show mercy to Sakuntal:r, a girl 

who is like a daughter to him, and pardon her 718 Who could burn with his anger 

a daughter-like girl for an unconscious neglect, except, of course, Durvasas? It is the 

nature of fire to burn anything that comes into its close conlact 19 ; it is the nature 
of an irascible sage like Durvasas, puffed with the power of his penance, to prono­
unce any curse that comes to lips and refuse to take it back even when it is shown 
to be unjust. Else, who would pour boiling wa1er on a delicate Navamalika creeper20 
or subjtct an innocent girl like Sakuntala to the dire consequences of an unmer­
ited· curse ? A careful reading of the statements and epithets used by Kalidasa in 
this situation (which I have paraphrased in my analysis), with their possible sugges­

tions, will lead any one to believe, like the companions of Sakuntala:, that the poor 

Sakuntala has been an unjust victim, by a stroke of misfortune, of the anger of an 

unreasonable, obstinate and egotistical sage. The words of the poet and the poetical 

suggestions that flow from them reveal this intent. There is no ground, therefore, in 
Ka:lid11:sa'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 b::-lieves in previous existence. There was something 
untoward in the fate of Sakuntala. Kalidasa has dropped an artistic hint of the 'un­
favourable fate' (pratikii!a dafra) of Sakuntala at the beginning of his play. 21 Accor­

ding to the religious philosophy of the Hindus, a person's fate is determined by the 

deeds done in prcrious life ( plirl'a- ja11111a); what ht' does in the present existence 

will determine his next birth. In other words, the suffering of Sakuntala is a result 

of 6omething that happened in her former birth. H is this abstract notion of fate to 
which Kalidiisa gives a material shape in his art design by the curse of Durvasas.22 
That is also why he keeps this dramatic, thrilling and shocking incident 'behind the 
curtain'; because the curse is n,11 a material happening determined by cause and eff­
ect of the moment ; ii is a symhol of fate, the link of which goes hack lo previous 
birth. Sakuntal;i's father Kar:iva tricJ to smoothen the consequences of the untoward 
fate by underta:, ing a pilgrimage to Somatirtha. A fath~r•s unsdfish 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 Kary.Va must surely have saved her 
life from total ruin. When she had gone through the misery destined for her she was 
re-united with her husband and happiness came in her life. Du~yanta had nothing 
to do with the curse incident ; yet he too suffered because he was wedded to Saku­
ntalii · and had to share the consequences of the curse with her. This is the meaning 
of the· sufferings of the lovers in Kalidiisa's art. From the angle of art the story of 
Duiyanla and Sakuntalil is a tale of devoted lovers whose happiness was spoiled for 
some time by an angry. unfa•:ourable fate ; it is a tale of love plun~ed into misery 
by misfortune ; or to us.e a Shakespearean phrase, it is a story of 'a pair of star­
crossed lovers.' 

( 3 ) 

The character of Kalidasa's Du~yanta must be considered along with his other 
dramatic heroes One reac;on for doing so is that the criticism of Du~yata's character 
and actions is applicable, more or less, to the other heroes as well. Another reason 
is, among the literary creations in Sanskrit literature, women are generally shown to 
be loyal and devoted to their husbands ; on the other hand, the religious and social 
code permits men to have many wives and as such their loyalty 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. Sakuotala, 
clad in soiled dusy garment, endured the sorrow of a long separation in her devotion 
to her husband. Sita accepted desertion and lonely stay in forest-regions without a 
word of reproach for he-r royal husband. Rati proved her undying love for Madena 
even after he was burnt to ashes. These are women pure in character and devoted 
to their own husbands. Dhari.Q.i, Irava1I, Ausinari, Harhsapadika, these queens bad 
occasions to express their anger or displeasure at the conduct of their king-husbands; 
but none ever rebelled against her husband or behaved contrary to his wishes. The 
Indian WJ nin se.!m, to inherit the g-:ncrosity and tolerance of the mother earth. 
Kalidasa'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 women in a polygamous social picture, there is not likely to be any adve• 
rse criticism against the women characters of Kalida:sa. 

The critical a•titude to the heroes of Sanskrit drama is, however, different. With 
a f.:w exceptions like Siva and Rama and Yak~a h~roes of Kalidasa, particularly of 
his play·, are polygamous. The dram:1tic story generally shows them falling in love 
with the young and beautiful hcrt,ine when they arc already married and have one 
or two wives, and in the case of Agnimitra, even a child. The herces' talk of love, 
therefore, appears to be an expression of passion or lust, sometimes quite open to 
·be indecent to 111odern taste. Thus, the heroes take particular interest in beautiful 
young women ; they are pleasure-seekers ; bees, ever in search of fresh honey ; lov­
in8 themselves primarily end their pleasure. l-fow could then one feel any assur~nc;:~ 
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about th:ir professed sincerity and devotion of love ? It is not possible to ignore 

this opinion or criticism if Kalidasa's treatment of love and his philosophy of love 

were to be correctly appraised. 

Does Kalidasa really intened to paint man as inconstant, given to pleasures and 

treating woman as a mere objrct of enjoyment? Even from the angle of reaHsm it 
will not be possible for us to accept such an intention on the part of the poet. There 
are two reasons for rejecting the possibility : It is not only Rama but Du~yanta, 
Pururavas, even Agnimitra, that is to say the kings portrayed by Kalidlisa, stand 
for the contemporary ideals of men in social life; they represent the social ethos. If we 
do not want to accept these ideals we are, in the present day, at liberty to reject 
them totally. But we also have to remember th::i.t social ideas change with the passage of 

time; so that the ideals of onr. nge 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 social and his­
torical truth, which our present dislike 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 rr.an. But th'lt does not give us any right or authority to treat Du,yanta 
and other much-married men as mere pleasure-seekers and philanderers. Kalidasa 
ha~ to accept this social fact of his time; and with it he has painted Du~yanta and 
his other heroes as ideal kings. If it were permissible to ignore this social and historical 
fact in private life, accordil)g to present-day likes and dislikes, to do so in the sph­

ere of art is positively stupid. The second r~ason is that the Sanskrit theory of liter­

ature and drama had evolved certain canons for literary composition; it was laid 
down, in course oi time, that the hero of a poetic or dramatic compositioa should 
be one of the four recognised types, n-1mely, dhirodiitta, dliira/a/ita, dhirodd!zata and 
dhiraprasiinta. The Sanskrit writers gentrally followed these literary canons and end­
eavoured to present ideal or representative characters. If the literary canons had not 
yet been s-::icntifically shaped in Kalidasa's time,, it must be remembered that he 
had the ideals of ValmTki anJ Vyii~a before him. Besides, a student of literature is 
perfectly aware that all ancient literature 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 realistic tendency of the modern age. Thus, Kalidasa's heroes fall in the 

category of dltfrod(itta or dhira!a/ita niiyakas. 1 hey are ideals of that age. We have, 
therefore, no buisness to adopt a modern, extrarealistic attitude and treat these 
heroes 88 flippant, sex- hungry men, according to our standards of private and social 
morality. It is far bL:tter to let the ancient classics alone if we cannot understand 
the approach of .irt. 

The point is that 11 rc.:ader has to cultivate an objective attitude in the study 
of art. The heroes of Kalidasa and other characters in Sanskrit literature should be 
understood in their contemporary setting, without trying to judge them and their act­
ions with our own standards of morality and behaviour. We owe at least this mucb 
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to our ancient writers. And bow could one understand the men and women in the 
past age without understanding the contemporary context of time and place ? Shak­
espeare brought 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 cauldron and pre­
dicted through them a future happening. Our readers are prepared, I think, to under­
stand these scenes as consistent 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 on-exist and paint monogamous heroes against the glaring social condi­
tions ? No writer can afford to run counter to the social life of which he himself 
is a part; and Kalida:sa, unlike Bhasa, is not a rebellious writer; be works within 
the existing religious and social frame. What kind of art criticism it is which fails 
to recognise 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 to 
have more than one wife either for pleasure or 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 eng1ge paid servants 
to work for him. These conditions have prevailed upto quite recent times among 
the agricultural and labour classes in India. There wag another consideration of 
social prestige which a student of social history cannot ignore. It was regarded as 
prestigious 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 Maha­
rashtra. The point is that it is wrong to use polygamy as a weapon to strike at 
the heroes of Sanskrit drama. Polygamy was an establish~d social fact of the times. 
Rama, whom a modern reader may very much admire as an ideal hero and a very 
loving husband, bad 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 bis times (to please the twentieth 
century readers ?), his contemporary spectators would have rejected his plays as 
unrealistic, distorting the existing social facts. The question of personal likes and 
dislikes is, in this case, completely outside tho 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 jq 

~4 
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Sanskrit literature. Some of the epithets and vocatives used by the Sanskrit poets in 

a description of or conversation with a woman character would appear disrespectful 

and indecent today; nay, they might lead to court proceedings if used in modern 

writing. How could then the Sanskrit poets use them ? The open references parti­

cularly in dramatic dialogues ci.11 for an explaotion. 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 conversation in the dramas. The point, 
I think, is obvious. Ideas of cultural decency do chang~ 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 and 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. Purtl­
ravas, in the third act of the Vikramorvasiya, expresses a loving desire that Urvasi 
came gently and closed his eyes from behind with her fingers.~ 3 Urvas1 who was 

standing at the back of the king, invisible by her divine powers, likes the idea and 

acts accordingly. Pururavas recognises the loving touch and says to the Vidusaka who 
is by his side, •My friend, this is the maiden with beautiful thighs born from the 
thigh of the sage N ariiya1;a !'~ 4 If the adjective used by the king were to be taken 
literally it would be a puzzle how the king could know that Urve.fi had 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 t[·eir expressed sense 
at least in poetic and romantic contexts, and come to indicate the metaphorical sense 
of 'beautiful'. 'Varoru' in the example cited docs not really express the sense of 'thi­
ghs' but indicates only 'a beautiful wornan•.u Thrse linguistic considerations are imp­
ortant for art criticism as well. 

The detailed description of the ph)'sical beauty of a woman which is of common 
occurrance in Sanskrit literature may now be viewed from a correct angle. Io the 
first place, such description~ of a woman's beauty are the stuff of poetic writing, 
and would be found, with variations, in all literatures. Secondly, the basic intention 
in them is ac~thetic, that of conv!:ying a sense and feeling of beauty. Thirdly, 
the poetic imagination has always looked upon wom:in as an embodiment of loveli­
ness, an image of beauty, a figure of irresistible chum and attraction. 'Thou art a 
handiwork of God' says Tagore about the woman. Two thousand years before him 
Kiilidasa conceived Urvasi as created out of moun, cupid or the vernal season.~6 
About Sakuntala he thaught that the Creator God could not 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 on a canvas, improving it conti­
nuously with c:1reful touches,· and when H~ was convinced that it could not be further 
perfected, then he must have breathed life into the picture; Sakuntala came to be 
born only in this way. !27 Such descriptions of beauty are a treasure of all literature. 
And love for a woman is not merely the p1erogati,·e 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 and the literary canons prevailing 

in his times when he came to create the haoes of bis literary pieces. It is very easy, 
in a male-dominated polygamous social state, to accuse a man of inconstancy in love, 
fickleness and selfish pursuit of one's own pleasure. But if a man's love for a woman 
were thus untrustworthy, it wiJI be terribly unjust to the woman in the society, and it 
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 Kalidasa was fully 
aware of this conflicting situation in social life and in arl. And to face the dilemma 
confronting art-representation of love in human life Kalida:sa appears to have used 
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, }oung, beautiful girl although they are married and have a wife 
or two, sparing the reader/spectator any effort &t criticism for their amorous behavi­
our. The characters in the dramas ridicule the heroes without rc~~erve or crit1c1se 
them frankly. Kalidasa maintains a playful atmosphere in his plays; but tree.ts love 
quite seriously. It may not be wrong to say that it is the general pattern of S:mskrit 
drama, :.ipiJroved in theory, to treat tho theme solemnly in spite of merry and lighC 
colours, which may be a c01,cession to pleasant entertainment. Barring the pattern of 
prahasana and a bharya, 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 l1erocs by the dramatic characters themselves will appear to be purposeful. In 
fact, they provide a searching test for the integrity and sincerity of the Jove 
professed by the heroes. 

The least likr.able of Kalidlisa's dramatic heroes is Aguin1itra. He has two 
queens, and a grown-up son capable of leading an army guarding a sacrificial horse. 
These circumstanc:es give his love for Miilavika the colour of a passing romantic 
escapade. What queen Dhari1;1i and lravati say to Agnirnitra in connection with 
love affair lrns the sharpness cf open tl\unt and the bite of anger :ind frustration. The 
plain-spokenness and ridicule in their words would not have been possible normally 
even for the queen of a ruler whose royal authority is beyond 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 dignity either as a king or as a 
hero of the dramatic action. It appears that Kalidasa has exposed through this pict­

ure ihe hypocrisy and unfairness of the polygamous state of society. 

Kalida:sa appears lo have used the wedded queen and the clowncompanion of 
the king as weapons to test the hero's protestations of love. The Viduika in the 
Vikramorvasiya is a blundering fool. But his foohhness exposes the love affair of 
Pururavas 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 Ma:r;ti• 
harmya palace under the brilliant full moon, it is this fool of a Vidu~aka who asks 
the king sharply, •Is it night of darkness for you two already 7' 28 

By placing the king-heroes, whose social greatness could nev:r be challenged, in 
such situations of amusing ridicule aod sharp criticism what K alidasa suggests is 
that there is nothing clandestine or underhand in their love affairs. And when the 
iing-heroes are shown to be accepting the open ridicule and biting criticism meekly, 
with a readiness to explain and apologise, when they could have stopped such non• 
■ease and insubordination by lifting their little finger of kingly authority, ther.i is a 
further suggestion that their love for the young heroine is not a flippant affair but 
~n inevitable urge of the heart which cannot be checked. This is the meaning of Kali­
dasa's portrayal of love. 

In the portrayal of Du~yanta Kalidasa has deliberately avoided introducing his 
queens on the stage in order to save his hero from embarrassing situations 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 providt: the nec­
essary comment oa th:: hero's action in order to test the sincerity of his new Jove. 
The Vidu~aka Mai;lhavya is the first critic of Du~yanta. The ViJu~aka's opening thru­
st is that Du~yanta's Jove for Sakuntala is only lust for an attractive hermit's daugh­
ter (tiipasakanyii) 20• Surfeited with sweet dishes a person may turn for a change to tho 
sour tamarind; Du~yanta's passion for Sakuntala, after his pleasures with the jewel­
liio women in his own harem is not in a different category; this is the ViJo~aka's 
second attack.30 The first implies an action against the accepted code of religion; Sa­
kuntalii is a tiipasa-kanyii, that is to say, a daughter of a Brahmin; entertaining de­
sire for a girl of the higher caste, Du~yanta being a K~atriya, is a form of prati­
/oma family connection; and it is not normally desirable, as it upsets the code of reli­
gious duty expected from the four vanJas. The force of this criticism is that a king 
is bound by duty to respect and administer the religious laws in practice, and not 
11et a bad example to his people by violating them himsdf. But, of course, the Vida­
~aka's criticism wi.s not w~IJ founded. The factual account of Sakuntala's birth rem­
oves this ground; the fact that she was born of a royal sage and a celestial nymph, 
and KaJ)Va was only her foster-father, proves that she was fit to become the wife of 
a K~atriya (lqatra-parigraha-k1amii); if Du~yanta, therefore, desired to have her *here 
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was nothing objectionable in that from the point of view of religion. The second 
criticism of the Vidu~aka implies that Du~yanta•s attraction for Sakuntala may be a 

matter of 'change of taste', that is temporary, and Jacking the permanen::y of a deep 

soul-stirring emotion. If so, Du~yanta is likely to c;educe the innocent girl, and after 
be had his pleasure desert her; this would be a moral and social crime, ruining the 
life of a young girl. In reply to this serious criticism Kalidasa's Du~yanta paints a 
glowing picture of the incomparable and exquisite beauty of Sakuntalii. The sugges­
tion is that any one in the world would want a girl like Sakuntala to be pe1manen­
tly his wife; if the utter loveliness of this girl awakened only a momentary lust the 
person must be an ass, not a human being with eyes, mind and a heart. The artistic 
suggestion of the entire scene is that Du~yanta's love for Sakuntala is neither aga­
inst the religious code nor is it shallow and flippant. The Vidu~aka is convinced of 
Du~yanta•s deep feeling and sincerity; and when he learns in further conversation 
that there are some signs of favourable response from the girl he then says to his 
royal friend, •T.;ke enough provisions with you; it's going to be a long journey.'31 

(2) There b another suggestion from the above scene which deserves to be separ­
ately worked out. In all Kalidasa's writings there is no example of a love affair which 
is either prohibited by decent social custom or which is against the accepted religi­
ous code. As a matter of fact, it is not necessary to adopt .su;h an orthcJox and 
holy attitude in the sphere of art. And yet, Kalidasa obsrrves this rule. It cc-uld on­
ly meen that Kalidasa does not want his heroes' actions in love to offend 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 Du~yanta for Sakuntala has been 
tested prior to its fulfilment by the Vidu~aka; it is thoroughly approved by the sage 
Kanva; it is further tested by the terrible sufferings of Du~yanta when his memory 
bli~hted by the curse returns; and it is finally blessed by Marica, the parc-nt of the 
gods. Even in the case of Agnimitra qu~en Dhari1:n consents to his marriage with 
Malavika when it is revealed that she is not a maid but a princess in disguise. Here 
again, the general rule of religion is unconsciously followed. Urvasi is a nymph, a 
heavenly woman; this is the link of propriety that binds her to the mortal king, Pur-

Uravas. 

(3) A close scrutiny of Krtlidasa's pictures of love reveals yet another aspect. It 
does not appear that the love the heroes feel for the beautiful heroines terminate once 
their passion was sat isl icd, Love does not appear to be a conquest of beauty to them; 
so that ('Ince 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 10 mairy them lcgitimakly, not have a causal passing affair; 
and after tl,e marriage install them on the honourable position of the mistress of the 
palace and the crnwned quern. The hrroes do not show the slightest tenJc:ncy to 

. use their authority or the social helplessness of the woman to serve their selfish ends 
or gratify their momentary fancies. The physical impatience and the mental torture 
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of the waiting m<1y 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 confined to open dLclaration of love; the action is kept under proper 
control. I lie w,)rd,; of Sakuntala, 'Paurava, preserve your discipline and modesty. 
I ~m consumed with love, but I am not my own mistress.'32 are like a 
wh•p--lash to Du~yJnta's rash and impatient overture. The girls show this awareness 
of propriety and have the power or tact to contro1 men. The innocent S11kuntala: has 
also the in,tinctive knowledge which women possess without any tutoring and the 
wisdom which comes with it (a-sikfita-pa{utva). Foe, after the mutual confessions of 
lov1:, Sakuntala says to her friend, •My girl, the Royal SJge h,iS been separated from 

his har~m Lir a Jo;1g time, and must be pining to go homd, Why take his time ?'38 

Dus}anta is touched to the quick by this apparently simple but cleverly administered 
tbr~sc. A king is bound to have a number of wives. Sakuntala is trying to find out 
obliquely and with a woman's inborn sagacity what her position would be in the 
ro)'al harem if she accepted Du~yanta's proposal of a love marriage and how far 
his c,.Jnfession of lave was sincere. Pricked to the quick Du~yanta replies, 'This is 
like bitting a person who is already wounded by the shafts of C upid.'34 He assures 
Sakuntalii and her companions on this occasion that, in spite of his previous wives 
the stability and glory (pratif{hii) of his royal family rests on his kingdom of the earth 
wrapped by the seas and on Sakuntala.35 The entire scene and the situation contrived 
by the dramatist provide a final test of the hero's sincerity of love and, at the same 
time, an a~surnr.ce of a proper marriage and the future status of the lawfully wedded 
wife. That this did not happen as promised is not due to any fault or moral blemish 
on tl.e part of the two lovers. Sakuntalu's ad, erse fate ruined their happiness for some 
time. It is d.:ar from Kafidiisa's picture that the story of Sakuntala would have en­
ded on a h.i~)PY note: in t:.ie fifth act had not the curse given it a drastic turn. 

(4) It is ucccss"ry to probe a little deeper into Kl'ilidasa's pictures of love. Kali­
da:sa docs not ,1ppear to aim at making his drama merely entertaining all round or 
displa}i11g the charm aud grace of his iucomparable literary art. Considering the su­
ggestions (vya;1gya--art/1a) 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 impurtant test of Juve-fulfilment. If in a male-dominated, polygamous state of 
society, whr.-re Ifie frccdLm and license of the male was an acknowledged fact, Kali­
~asa 'hows hi, hemes _ ca Ii n •~ ~or a , cal response of Jove of a woman and not rushing 
mto a u11L-~1dcd nia r1:1gr, 11,;til the woman hns expressed her desire in plain, unam­
bigu•.,us wur<h, it Laa only 111c,111 lh ,t Kaliclii~a w:~hes to achieve poetic justice thr­
ough J,is ari, HJ that Iii•~ wuman who n the social and religious laws thrust iuto a 
position of inft:rioriiy was, at least in the pictures of art, the equal of man, Barring 
a few cxan,ples in pot!l,y llnd drama Kalidasa, it will be seen, hos strongly advo­

ca~ed mutual «nd ~qual Juvt: be1wcen 11Jan and woman. In the svaya1i11ara form of 
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marriage the desire and consent or a girl are taken for granted; but iF there were 

some kind of stake or stipulation it would be an attempt to select the b.:st possible 

bridegroom for a girl. The giind/Jarva form or marriage, on the other hand, i, a 

pure love match, determinad by the mutual love and consent or the young pair. Kali­
dasa takes particular care about the treatment or love in his dramas and tries to en­
sure that the pictures do not remain one-sided and that the heroine is only waiting 
to get the proposal or marriage from the hero. The love the hero and the heroine 
deeply feel for one another does not merely depend upon the encouragcrr ent and 
assurances received from the helpmates; when they confess and express their Jove 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 
ell the intensity of emotion and the lyrical grace of poetry in the plays of Kai idasa. 

It is quite interesting to see that Agnimitra, who is the least impressive of Kalidasa's 

dramatic heroe~, 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
ness of any kind, there can be no joy ia a married union of such lovers. On the 
contrary, 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 itself 
would be welcome !'36 If an ordinary king like Agnimitra does rave such a freling 
for love in human life, feelings of heroes like Puraravas and Du~yanta can be easily 
guessed, In showing the men forgetting their whim, obstinacy, authority and the 
animal force of passion, wai'iing for the woman's response of luve and h(r willing 
consent, and suffering during the period the tortures of unfulfilkd love, artists like 
Kalidasa are trying lo establish that man and woman, at least in the kingd1.1m of 
Jove, and in the view of art, are equal; in fact, the woman is son1ewh:it superior 
to man, btcause man must wait for her pleasure before the fuifi!ment c,,:ncs. This 
is the way of art to remove the social inequality between man and w,u,an. 

(5) Another particular trait found in the dramatic heroes of Kalidiisa ;s that 
they are men of valour. As kings, statesmen and politicians, as heroes and real 
leaders of the contemporary society, their position is unexcepti0nal. Even the love­
lorn and passive Agnimitra must be granted these qualities. Apparently Aimimitra 

fails to create any striking impression on a modern reader, bemuse he sec; in the 
dramatic action Agnimitra's son fighting on a battle-front while the king himself is 
running after Malavika in his own pal:ice garden; and even in his pursuit of Jnve it 
is the king's companion, the Vidu~aka Gautanu, who plut, aml mano,·uvrc, the whcle 
development However, these situations have a dilTcrcnt lll.?aning in the lieht of the 
contemporary standards. lhe d1amatist gives an idea (>f the sound kn,Jwlc..1~,- -if Ai;lli­

mitra of stntccrnft nnd polity in the opening scene. Agnimilra's ,kl'i,i,,n in n·tnrd 

to the Vidarbha Prince is fully endorsed by his miniqcrs and political c,, 1111 sellt1rs. 
From the point of view of military strategy it does not happen that thr chi.::f ,if the 
army fights at the front himself in every engagemc>nt; he plans and L1irec1s the attack 
r~maining ai the beck, and gives his junior commanders an oppLlltunity to show 
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their mettle. This is true or modern fighting as well. So, Agnimitra'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 Du~yanta states with reference 

fo Indra; it is a question of giving suitable opportunity to younger men and men of 

secondary rank, who would otherwise never get the necessary training and experience 
to hold the supeiror command.3; The valour and heroism of Pururavas, Du~yanta 
and the Raghu kings is evident. Thus, in Kalidasa's showing this is the srngiJra of 
valorous men, of real heroes; not of men in authority aod 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 polygi.mous atmosphere, even if a man's new love were tested for its 
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 contingency 
in the existing social conditions. An artist like Kalidasa, therefore, advises an atti­
tude of reconciliation, understanding and friendliness; it is expressed in the advice 
of Ka1_1va to Sakuntalii : 'Behave like a loving friend towards your rival wives.'38 Ex­
perienced and mature women accepted the woman's helplessness before her husband 
and reconciled themselves to the changing situation with dignity. This is obvious 
from the examples of Dharil)I, AusinarI and VasumatI. The younger and less experi­
enced queens like Iriivati and Hamsapadika fretted and fumed and made a grievance 

of their neglect. But since it could not be helped in any positive way in the face of 

the social and religious sanction for polygamy, Kalidasa seems to have come to the 
conclui;ion that any bitterness on the part of a woman against her husband would 
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 neglected 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 monl values anJ integrity, which they translate into their actions. 
The heroes fall in love with the heroine because the emotion is so natural 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. Du~yanta's behaviour in this con­
text is examphry. Sakuntala arrives at the royal palace; due to the effect of the curse 
Du,yanta does not recognise her; he looks upon her as a ~!ranger's wife (para-ka/atra). 
Du~yanta is astounded by her uncommon beauty. Dul when the PratiharI speaks 
with liberty Du~yanta commands her to stop, telling her that, 'One should not look 

110 closely at a married woman.' Further, when Du~yanla is not convinced, under 
the circumstances, that he had married Sakuntala, and refuses to accept her in his 
household on pun:ly moral grounds, the Pratihari is forced to admit, 'Ah, what regard 
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for principles of religion and morality ! Any one else in this situation would have 
stoppeJ. all thinking, considering the extra-ordinary beauty of the young woman !"39 

Total respect for married women, wives of other men, is a strong point with Kali .. 
dasa's heroes. We also know that it is a supreme moral value which Bharata cherishes, 

The Vikramorl'asiya bas a similar interesting situation. Urvasi and Pururava!I 'i! 
have gone to the Gandhamadana-vana to enjoy themselves. The attention of Purur-
aviis is driven to a Vidyadhara girl. Urvasi flares into anger and leaves him sudde~. 
nly. I have not come across any comment of this situation which does not read fickle-. 
ness 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 selfish and mean. 
The question is whether it is what Kalidasa intended to suggest through · his picture. 
And the answer is in the negative 1f one were prepared to read Kalidasa's phrases 
and literary presentation carefully and think of their meaning and suggestive sense. 
Kalidiisa calls this girl UdayavatI a Vidyadhara-darika. D,,rikii 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 Vidyiidlzarr or Vidyiidhara-yuvati. The suggestion i1 
thus of a small girl; and this is further confirmed by the detail that she was playing 
on the bank Mandakini building a 'hill of sand' (sikatii-parvata); this is not a spor~ 
in which married or marriage-wo;thy girls indulge; it is the sport of children. Purura­
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 Pururavas has no child of his own, at least so far. When the ~ituation 
is correctly understood one would feel that Urvasi had really no reason to get angry; 
she should at least have asked for an explanation. But, as S1hajanya says, Urvas1 
had a very s!Jort temper; her love also was so intense, engrossing and possessive40 that 
she was unable to tolerate even 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 Kiilidasa 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.their 
heart is with another young woman. They strive to keep the new love a secret, only 
to spare the feeling of their wives. And when it conies into the op::n somehow, they 
lie ahout it, explain it away, only to spare the emotional hurt again. All this must 
be understood on the simple human level; for w1ien it is necessary the heroes do not 
hesitate to tbrow themselves prostrate at the feet of the wife, and honestly apologiso 

15 
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to her, even if slfe were a younger queen. Such occasions have arisen in the life of 
Agnimitra and of Pururavas. In Du~yanta's portrayal Kalidasa has avoided these 
situations. But Dusyanta too is anxious to keep his attraction for Sakuntala away 
from his queens; and he instructs the Vidu~eka not to babble about the happenings 
in the asrama before the inmates of the palace"'· Later, with his memory awake­
ned and the pain of Sakuntala's repudiation and the anguish of separation torturing 
his mind and heart, when Du~yanta commits errors inadvertantly in addressing the 
woman in the harem, Du~yanta feels so guilty as to lapse in shame and silence42, 
Untruth bas different facets: Telling a lie for selfish profit or out of malice to hurt 
some person i9 one thing; to lie in order to spare the emotional hurt to others is 
quite another. In a society which has granted unequal authority 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. Kalidasa shows that his heroes, how­
ever high their position in society may be, have the honesty 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 re!lpectful 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 tq. 
find a way through the social inequalities of the times, and to give to the woman 
some measure of justice by preserving her status in marriage with courtesy and respect. 

(7) The reaction of Du~yanta to Harilsapadika's complaint has a deeper mean­
iny not apparent on the surface; it deserves a separate consideration. Hamsapadika 
describes Du~yanta as 'a be!! greedy for ever-fresh honey' (abhina1•a-madhu-/o/upa). This 
bee has drunk the juice of the mango-blossom to his heart's content and has now 
imprisoned himself, forgetting the mango-blossom, in the company of the lotus44, 

This is a taunt against Du~yanta's behaviour in his harem. Though metaphorical and 
veiled its thrust is clear. Du~yanta is not visiting Hamsapadika now, and is spending 
all his time in the apartment of Vasumati. The critic1l interpretation of this comp­
laint against Du~yanta's behaviour generally sees in it the emotional distress of Ham­
sapadika, the younger queen of Du~yanta, the unsteadiness of his love and his plea­
sure-loving lustf"ul tendency. There is a further suggestion in this song of Hamsapa­
dika that Sakuntala too would be reduced to the same plight one day, when Du~yanta 
would discard her, as he did Hamsapadika, in his search for new 'honey'. The inter­
pretation, thus, presumes that Du~yanta is a selfi~h lover, caring for only the physial 
thrill and pleasure of a woman's body. When, later, he suffers the tortures of a real 
scparation (and gets an opportunity of doing an unselfish act in helping the gods) 
then does his self-centcred-ness change; his love is purified; end he becomes fit for 
a reunion of heavenly love. We know this 'theory' of the transformation of physical 
love into spritual love; we have examined in the case of Sakuntala; we must looki 
into it now so far as it concerns Du~yanta. 
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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 Vikramorvasiya, in the Hamsa­
padika's song too, critics have not been fully alert in interpreting Kalidasa's words 
accurately and in understanding bis subtle suggestion. Some one gave an interpreta• 
tion which delighted the ear and satisfied the ego of man; and everybody was app­

arently charmed. It is true that Du~yanta must not have seen Hamsapadik-a: in her 
personal apartment for a long time. Her hurt and grief are quite natural and true. 
And it is also natural that she should complain about her husband's apparent 
indifference to her. But if her grievance is examined without pre-conceived notions 
and prejudice one cannot fail to notice that it originates from a personal hurt, the 
denial of a selfish pleasure, and is tinged with jealousy natural to a woman. There 
is no reason for the readers and the critics to assume that Harpsapadika is the sole 
judge of Du~yanta's behaviour and that her word is final. Do other women in the 
harem, including Vasumatl, complain about Du~yanta's behaviour ? 

Kalidasa suggests much more through this song. On analysing carefully the poetic 
imagery in the song it becomes plain that the 'mango-blossom' is a symbol for Ham­
sapadika herself, and 'lotus' for Vasuruati. The natural difference between a 'blossom' 
(manjari) and a 'lotus' (kama/a) further suggests that Hamsapadika is in the prime 
of her youth, yeuning for the fructification of her life, as a blossom must naturally 
develop into a flower and then into fruit. By contrast a 'lotus' denotes a complete 
phase of development; Vasumati is a mature woman. The mango-blossom is sssoci­
ated with spring; lhe 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 Hamsapadika and Vasumati. The pleasure of the 'mango­
blossom' is of hot kisses; intoxicating, overwhelming, holding the body and the mind 
a willing prisoner; by contrast the pleasure of the 'lotus' is only of company vasati­
miitra, of nearness and ucderstanding affection. These are Hamsapadika's own words. 
The question then is, if ou,yanta were a lustful pl:!asure-seeker, like the proverbial 
selfish and greedy bee, should he seek Harpsapadika who was bursting with youth 
and who would give him hot, tantalizini: love-response, or should he prefer the eld­
erly Vasumati who could offer him only company and an understanding heart softened 
with affection ? All critics must agree that Du~yanta docs not lack the sense of be11.­
uty and love to stumble on a wrong choice ! How can we explain this change in 
Du~yanta then ? What made him turn to Vasumati in preference to Haq1sapadikii 1 

In the corr<!ct answer to this question we will discover the essence of Dusyanta's 
mental state and of his psychological transformation. The fact is, H:irnsapadikii is 
revealing a very deep truth about her husband although her personal hurt and sorrow 
and her youthful inexperience have blinded her to sec it; it is that Dmvanta has 
turned away from the pleasures of the sex and has prefered tho company of. 8 mature 
mind. Hari1sapadika's statement itself is an open answer to the so-called charge that 
Du~y,:nta is a selfish, sex-hungry pleasure-seeker, It also shows that the , traasforma-· 
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tion' bad already taken place in Du~yanta's lifo; it did not come after the pangs ot 
real separation, as some critics have imagined. Kalida~a shows Du~yaota, at the ope­
ning of the fifth act, to be a different man somewhat saddened but thoughtful and 

turned inw&rd. And the change is not recent. Like the word of Harhsapadika, Du~y­

a:ota's own confessson to the Vidusaka' 'Once I was in love with her', 45 re·:els it. The 
"thread of Du~yanta's psychological· transformation is, thus, woven far deeper in Kiili­

dAsa's art design. 

Aimless pursuit of pleasure, without any definite purpose or achievement, is apt 
'to tire a thoughtful and understanding person. ·This is a psychological truth. Kali<lasa's 
portrayal of Du~yanta i, of a thoughtful person, who has the habit of weighing the 
pros and co11s of an issue; be would debate it in his mind before deciding the line of 
his action. In bis first meeting with Sakuntala, in discussing the fascination he felt for 

her with the Vidu~aka, and in the scene of Sakuntala's repudiation, we gel vivid glim­
pses of Du~yanta's thoughtful mind, his readiness to discuss, his sense of balance and 
justice. The change in Du~yanta 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 th~re, is not satisfied by the enjoyment of many women. But, 
in addition to this thoughtful trait, Kalidasa has filled a different colour in his portrait 
of Du~yaota. Du~yanta has no child. It is a recurring motif in Kalidasa's writing; 

· ting Dilipa and Dasaratha in the Raghu family, Pururavsa and Du~yanta are shown 
by the poet to be without children till some observance of piety or boon blesses their 
life. A man does ont show the pain of his childlessness vpenly, like a woman who 
feels her life blighted by the lack of a child. But sometimes something happens, 
and the misery of the man comes t0 the surface, shaking him completely. The hermits 
1n Ka:i;i.va's asram are aware that Du~yanta has no child, even though they are Jiving 
far away fro'Tl him 48• Du~yanta's old mother is going through religious vows and 
observances hoping to get a successor to the family47. I am not suggesting that Du­
tyanta was attracted to Sakuntalii solely with the hope that she might give him a 
ion. Kalidasa is not a shallow and vulgar artist. And yet, when Du~yanta describes 
·Sakuntala as the prati[!hti, stability and glory, of his family,48 the listeners cannot 
a.cape the double meaning of the word. May be, Du~yanta's sub-conscious 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 
Du,yanta. Du~yanta's reaction at this time reveals the shocking depth of his perso­
nal misery. One is therefore tempted to think that in being attracted to Sakuntala 
f>u~yanta was not merely a pray to her heavenly beauty; there was also a 
hope of another fulfilment in hi, sub-consdous mind. K~lidasa's picture would 
auggest thfa; for, the qu::stion of the child and successor lo the family runs 
~ough the whole play. And it is also the answer to the apparent neglect of 
!f~sapadikii. The truth, as reveakd by Kalidasa's own picture, is that that 
Haqisapadikii certainly held out a promise ; that is why, Du~yanta was very 
much in love with her at one time; but unfortunately Ha1psapadika remained only a 
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tnafi.jari ; the expected development did not come; she too failed, like Vasumati, to 
'give Du~yanta a son. So, Du~yanta turned his back on sensual pl~asures and sought 
·some peace of mind and consolation in the mature company of his elder queen •. I: 
i:nust be r~membcred that at the juncture in the play when the song of Haqisapad1ka 
is presented, Du~yanta has no memory of Sakuntala. Kahdasa's picture of Du~yanta 
-at this stage is, therefore, of a hero 'whose heart conceals a profound agony'49 • This 
:is the poet's own answer to the supposed lustful character of Du~yanta 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 Kiilidasa go ? Once it is seen that the poet did not intend the suffering 
as a punishment for phy~ical attachment, which the poet regards as natural, and a 
means, as it were, for subl11nating 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 arc an assur.10ce and guarantee to the heroines 
that their husband'>' love 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 Kalidiisa could not, or did not, d J in the soci-al sphere he endeavoured 
to achieve in the spht:re of art. 

The pain and sorrow of Aja at the sudden death of lndumati termioat~d: only 
at bis own death. Aja was quite wise and intelligent. He was capable of understand­
ing the philosophy of life. and death which Vasi~~ha preached him in weighty and 
convincing words. And yet, Aja's love for Indumati was so d:!ep and intense that 
he could not live without her. He waikd with fortitude till his little son Dasartha 
came of age; qut he was not prepared to wait for natural death; he ended his life 
by committing suicidc5o_ This may be an exceptional example in Sanskrit literature; 
but Kiilidasa s::-::ms to have noted it deliberately to illustrate the profound attachment 
of love between husband and wife. Urvasi's sudden disappearance is such a krrible 
mental shock to Pururavas that it snaps the balance or his mind and takes away his 
sanity. The ravings and the sufferings of the mad Pururavas wandering through the 
woodland se~, rch ing for his lost be loved, like Rama wandering in the Dand:.ika forest 
in search of Silii, are, fortunatey, 'visible to the heart' of Urvasi wh-> was· ·transform­
ed into a crc:eper; 51 they are an eloquent t~stimoncy to the intense and unchan,.eable 

• 0 

love of Pururavas for Urvasi. K,ilidasa contrives to re~nite the;n 011 the background 
of this mad but moving dcmonstrat ion of love. Sakun tala is not so lucky. The 
dramatic design of the paly does not provide her the opportunity to eye-witnes~ the 
sufferings of Du~yanta and the fact that ~e still clings to the memory of that love, 
although he scc!l no possibility of getting Sakuntnlii back. But her mother's friend 
Sanumali _sees all this, hears the actual_ w~rds _of Du~yanta, remaining invisible but 
close at his bc1ck; the poet arranges this In lus dramatic construction. Sukuntal!"i cun 
iake ~he report of Sanumati on fullest trust and feel assured of Du~yanta's love for 
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her. Yet, the information is indirect, received on trust; Sakuntala has not been able 

to 6ee things for herself, with her own eyes. As if to remove this artistic lacuna in 

his dramatic design Klilidasa builds the re-union with special touches. Kalidasa shows 

Du~yanta, the en:.pcror of the ocean-bounded earth, a personal friend of the Gods, 

an incomparable hero who bas just achieved an uncommon victory and has been spe­
ci.ilJy honoured by Indra, falling at the feet of 5akun!ala and begging her pardon. 

Dusyanta had not knowingly or deliberately rejected Sakuntala; in fact, he was not 
per;onally responsible for her repudiation; the dramatic design m<1kes it abundantly 
clear. And yet Du§yanta is pained by the agony he inflicted unconsciously on his be­
loved wife; he wipes the tear with his own fingers from the eye oi overwhelmed Sak­
untalii and asks for her forgiveness once again52• I think ii is a scene of which the 

gods would be proud. That the husband should beg one',i pardon with a repentent 
and full heart, and wipe one's tears with his own hand, is a moment of such great 
happiness in a woman's life that she would be pr~pHed 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 sufferings can only intensify ? It is a triumph of Kalidasa's art that he 
captmed this rare moment and left it for all times. 

- The re-union of the loving husband and wife a!"ter a long agonising separation 

1s in a sense hcwenly, though not in the sense that the first union is physical, on 
animal level, and b:.dly needing a sublimation, as a class of critics have assumed. 

Separation, whatever its cause may be, is a test of mutual love; it intensifies love; 

it brings abJut a better and deeper understanding between the husband and wife or 

the two lovers; and the understanding binds them closer together, in an abiding bond 

of affection. The closeness they feel for each other is not limited to the physical plea­
sure, though it will continue in the nature of things as long as the couple is healthy 
and their bodies respond; but it now get~ the wider basis and perspective of the 
total life. They become real partners in life sharing joys and sorrows and achieve a 
unique unity :of hearts. 

Let us not n:ake the mistake of imagining that in this wider and broad-based 

understanding the physical pleasure evaporates into no!hingnes~ and the couple lead the 
life of spiritual candidates. What happens is thatthe love ripens into profound and total 
aJfection. 63 Bhavabhuti's Rama, who has been fortunate to have achieved the unique 
oneness of love with Sil a, experiences a physical thrill at the casual touch of Sita 
and his body tingles with the horripilation of joy. And Sita assures him that there 
is nothing surprising about it; it only proves that his love has remained steady and 
constant. 54 Overc.,me with the ecstasy of love Rama offer, his arm as a pillow to 
the sleepy Sila and sh•~ clings to him closely and goes to sh~ep on his arm.55 The 
significance of love between man and woman and the agouy of separation they are 
prepared to endure is, thus, the enlarg;:ment of the horizon of mutual understanding, 
in which the intw<ily 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 trl!ating the first love and union as simply physical, that is to say, as some­
thing low and condemnable, and bring in the Vedanta 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 Brahman. I have endeavoured to show that 
this philosophy, undisputed as a philosophy of life, is not the philosophy of love_ 
It is not applicable at all in !be context of art, and Kalidasa does not countenance 
it in his poetic design or dramatic construction even by a veiled suggestion. The 
philosophy of the Spirit shuns love of man and woman as an obst.icle in the way 
of individual emancipation; but it is an essence of art presentation. An important 
trend in the general Sanskrit literature is of other-worldliness, which teaches renun­
ciation of physical and material pleasures so that the path to individual salvation 
(mok1a) becomes clear. The literature of art, poetry and drama, as well as the- arts 
like sculpture and painting, did not neglect the spiritual trend of thought. But they 
did not neglect life also. They stood for faith in life, and the realisation of all the 
four aims of human existence (puru/iirtha), so that while life could be fully lived 
and enjoyed the soul's graduated and terminal progress towards spiritual liberation 
could also be achieved. This is the philosophy that art teaches and Kalidasa too 

bolds up. 

Js it surprising that a pqet and a philosopher like Goethe understood this mess­
age correctly ? He says that Heaven and Earth are combined in Sakunta/a. It is not 
the rejection of earth or its 'transformation' into heaven; it is the union of 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, particularly a poet of the calibre of Kalida~a ? 

(5) 

The picture of Jove between man and woman on the contemporary social back­
ground became disputable in the literary criticism of the present timts, K::-ilidasa's 
treatment and philosophy of love came to be distorted; and so, a complete reassess­
ment of the ideas was felt to be necessary for a better and a correct understanding 
of Kalidasa's art, if 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 KIThdasa·s treatment 
and that it is not the only aspect of married love that the poet visualises. 

Love is ns all-embracing as life and reflects the nrnlti -coloured v.iridv (>f life. 
The affection of a father and the Juve of a mother for her child arc a pa;t of this 
love. The love for the child is, in fact, an experience which bestows a sense cf ful­
filment on human life. It is for this reason that Kalidasa bas 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 Sudak~i~a bear an intense agony in their hearts; and with th~. 

birth of Ragbu their happiness kno"'.s ~o. bounds. The child Raghu repeating t~e 
words of the nurse with muted and md1stmct sounds, 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; and, what wonder, if taking the: 
child on his lap Dilipa feels that bis entire body is bathed in ambrosial waters 1sa; 
Du~yanta, deprived of a son so far, goes through a similar experience . when he l 
meets Sarvadamana in the hermitage of Marica. 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 beyond measure, 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 feels that blessed arc the parents 

who have children to give them such incomparable joy !57 Like Du~yanta who was 
Jost in watching the childlike and childish pranks of Sarvadamana, Pururavas too 
must have been moved watching the Vidyadhara girl absorbed in her childlike play 
oo the river beach. The measure of a father's love for bis son is found in Kalidasa's 
pictures of Aja who postpones suicide only to let his son grow up and of Dasaratba 
who dies by the shock of separation from his beloved Rama. The love for the child 
softens a confirmed ascetic like Kai;tva so that he speaks and acts, not like a cont­
rolled sage but, like a loving father. And Kal).va admits the enormity of tender feel­

ings the householders mmt 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 com mitmeot of a mother's life; and 8 

son's achievement is her personal pride. So, we find Dharii:ii rejoicing at the victory 
of her son in the battle and distributing presents with hoth hands; Uma's austere 
penance touches her mother with serious concern; and Menaka who bad to abandon 
her child rushes from heaven to the earth when she finds her in a terrible, plight 
after being rejected by her husband Du~yanta. Love for the offspring must be in the 
blood of a woman . Urvasi i5 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 Sakuntala is a true daughter of nature. Nature teaches one to love every th­
ing. Sakuntala: nourishes the Vanajyotsn;i creeper as her own daughter and gets her 
married to Sahakara tree at the proper time. Wal·;hing this couple of the tree and 
the creeper with the eyes of a moth~r S 1kuntaUi gt!ls herself lost. When the moment · 
of her departure to her husband's house comes, Sakuntala asks her companions to 
take care of her Vanajyotsna. The young one of a deer ate darhha blades mistaking 
them to ':le common grass; the little deer's mouth was all bruised and bleeding; 
Sakuntala took him in her lap and applied the oil of ingudi to the inside of his 
mouth to heel the wounds This young one nf the deer returns the live of Sakuntala: 
in equal measure. He holds the skirt-end of her garment in bis mouth and tries to 
pull hc:r back when she is leaving the hermitage fur good. Go This love between Sal!iu-
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ntala and nature's kids will not fail to moisten the eyes of any spe::tator. S'¼kuntala 
is similarly concerned with the pregnant doe; she insists on being informed after the 
doe has delivered safely. The picture of a loving mother is also an important part 
of Kalida:sa's treatment of love. 

Kalidasa 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 
unselfish love. The cheerful companions of Sakuntala, Anasnya and Priyamvada, 
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 Urvasi; BaR:ulavalika, the companion-maid of Malavika; and 
the Vidil~aka, particularly Gautama, serving his royal friend faithfully in spite of 
occasional blunders and foolishness : these pictures are likely to be sh:irp!y etched on 
our memory. An unexpected context reveals Kalidasa's concept of friendship: Rati 
mourning for her Madana says, •Men's love for their women m:iy be unsteady: but 
it is not so in the case of their frieods'. 61 Rati appeals that Madana should return 
to life if not for her at least for the sake of his friend Vasanta. For, a man's love 
for a friend is unchangeable. What truer description of friendly affaction can be 

given than this ? 

The love of man and woman is, however, the favourite theme of literature. The 
complexity of this aspect of love is very engaging and offers a perpetual challange 
to art presentation. Kalidasa's treatment of this love reveals its many facets. The 
first love which leads to marriage and union is a romantic and thrilling experience. 
A lover's mind passes through a whole range of emotions like doubt, despair, jealousy, 
anxiety and anguish, till the moment of fulfilment arrives. The plays of Kalidasa 
and his picture of PiirvatI in the K1,111,1rasa1izbl,a1,a show this rainbow of transitory 
mental states. This picture of love bi!fore it is crowned with marriage is alwa)S poetic, 
alluring and delightful in literary presentation. 

Like the roman I ic love, married love or the love of husband and wife has also e~gag;•d 
the attention of Kalidasa. An impressive picture of the married love is to b0 foun.:1 
in the lives f,f Dilipa and SuJak~ir;i.a, Aja and lndumati, R'ima and Sita, R-1ti and 
Madana. Aja's love is a measure of the solifarity and depth of a husbanri's !we for 
his wife. An undcrst,1nding couple is a picture of two b:,dics in which 0ne soul i~ 
residing. The wifo is not merely the mistress of the Imus~; she is the truest co•npa­
nion and frienJ, a wise couns!!llor who steers the ship of the coupJ~•~ lif.~ throug'1 
the stormy sea of worldly existence62• In social life a woman's positbn 111:1~· well be 
secondary to man; but in thi-: dornai!l of family lifo the woman. as a wife·, rule's the 

hou~eh.JIJ and her husband. And as a true compa•1ion she i~ on the foc>ti,1g L>f cqu­
alitv with the man; for, friendship i:i not foJnded on inequa:ity and Jiff.:rrnc~. This 
1s the answer of art to the social inequality between man and woman. Th..: so..:ial life 

16 
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in those days was governed by ideas of high and low order; the political life was ru­
led by rnonarchial form of government; but in the life of true love, Kalidasa seems 
to suggest, there will always be rilal democracy, where each individual, man or wo­

man, possesses a status of equality and human dignity. 

Another facet of the lvve of husband and wife is 11een in Kalidii.sa's theme of the 

re-union of sepJrated lov~rs. For some reason the husband and the wife are separated; 
the terrible anguish of separation they bear with patience and fortitude; and tben 
the day of reunion dawns, and the temporarily broken !iv.is arc bound together in 
an assurance of abiding mutual love. The Yak~a and his wife, Pururavas and Urvasi, 
Du~yanta and Sakuntala are such pairs of lovers separated and re-united in love. Tho 
reunion of Yak~a with his wife is withheld for touching artistic effect; but the sugg­

estion is too obvious to be missed. Du~yanta and Puriiravas enjoy this moment of 

great happiness, and Kalieasa's art rises to the skill of making it unforgettable. 

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 grandeur about the 
Raghu kings. Du~yanta too is a grand figure; but the picture of his mind softens him 
and brings him nearer to us. Du~yanta is grave but prone to the influence of beauty 
and emotion by nature. Pururav.is is inclined to love with terrible intensity and mad­
ness; bis emotions are strong and gushing. Yak~a in the Meghad Uta and Dasartaha 
in the Raghuvamsa are other examples of passionate lovers. Aja is in the same cate­
gory; but he is a n.an of few words; his suicide cannot be explained tVithout assum­

ing the intensity or hi~ lov,•. Agnimitra is a picture of common longing and yearn­
ing for Jove. 

The heroi;ics of Kalidlba present a similar variety of portraits. Malavika is a 
fresh, innocent girl; ~1:e only knows to love, and love with all her mind and heart. 
Sakuntal:i has the di,·.irming innocence of a girl brnught up in the environment of 
n':lture; but nature has been her worthy preceptor also. She hes acquired the 'untau­
ght clevcrne<s' necessary for woman, a ft"arlessness, and a tremendous capacity to 
endure the shocks and sorrows of life. Sita is the daughter of mother Earth, from 
whom she has inhaited the generosity of heart and the capacity of endurance. lndu­
mati's unerring gr"sp of life is revealed in her choice of Aja as her husband and 
life-partner. U ma rcvc,iis in her life the uncommon courage and strength that love 

can lend to it. Urvasl is an image of intense, clinging and rebellious love; her un­
chi:ckcd and impetuous p ssion draws her, of her own accord, towards Pururavas, 
and in the pru.:es~ she losc:s herself so completely as to forget the laws of heaven 
antl the prohibition of god Kiirtikeya, as she forgets the rules of dra'Tlaturgy in play­
ing her rnle. It is pr"bable that Rati shared such intoxicating love; how else could 
she have hccn re,H..ly t,, throw herself on the burning pyre of Mad::rnn ? 

The over-all r,icture of love that Kalidasa presents in his writing co,1tains rival­
ries and jealousii:!s of ;1 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 W:! and the assurance 
of t~e 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 excitin~ 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 Kalidasa aim at conveying through his pictures of love ? 
Ka:lidasa is certainly aware of the diffo::rent facets of love. His treatment distin­

ctly shows that the love of man and woman has an important and significa'1t place 
in the lire of the universe. He has never looked upon, thert·fore, the physical attract­
ion between the two liexes as anything that is low, sinful and condemnable. The 
physical IJasis of Jove is determined by nature and biology; and it is m•t confined to 
human relations. Nature and the emire worldly cr.:ation of life: is enveloped in this • 
relation and bound by the silken thread of this love'. Kalida:~a dors not stop with 
the discovery of emotional similarity and corrdatiCln between nature anc.1 man. In 
his artistic creation there are couple's like creeper and tree, deer and doe, th,· male • 
and the female bee, the male and famale swans. river and oc.,an, riwr and cloud, 
cloud and lil!htning, couples wl10 like the human husband ;.ind wife are pJssiona~cly 
attachc:d to each other and love one another with a~ iuten,ity ,,f lo\C. Tbe charact­
ers created by the poet arc fu'lly conscious of the emotional attachment existing in 
the universe. So, the Yak~a sincerely wishes that the cloud may ,,ot be scraralt'd 
from the lightning :ven for a moment.63 Yak~a and Purilravas discover several loving 
couples in nature; Sakuntala nrranges the marriage_ of her Vanajyotsna creeper with 
the Sahakara tree, and celebratrs the first blossommg of the creepers I •kc the festi­

vity of child-birth.84 

Nature too comes into youth. The signs of physical changes that uµpcar in a 
girl with the advent of youth are visible in Vernal Beauty (Personified a~ a girl).,65 
Vernal Beauty adorns herself like a young maiden; 156 and wind is tempted to make 
overtures of Jove to the youthful creepers, because wind had fallen in hwe once 

with Afijana,67 

The animals and birds ere not able to escape the appl'al of love when nature • 

is stepping into the spring of life. :he do~ goes 11e~r the black antelope and scra­
tches her itching left eye on the hp of his horn wtth complete trust and without 
fear.BB When the antelope is scratching the doe with his horn she closC's her e:-,,cs in 
the bliss of physical plea'lure. 69 When the male and !he female bee atl' pcr~hcd t'n 
a single flower, the male Ids the female bee siJ'l the fl,,wcry juice first nnd rnkes 

his drink only after her.7° But as separated lovers the female bee, tlwu~h thirsty, 
does not touch the flow:r; she waits like a devoted wife for her compaTJion's :irrival 
and their reunion. 71 
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Kalidasa is not hankering after poetic beauty and allure merely in these pic­
tures. His words and their suggestive sense drip with his own philosophy of love. 
The love of Prakrti and Puru~a is the law of Universe. It 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 sthayi bhiiva or the basic 
stable emotion of life; and the physic:il union is the grace and gesture of nature; it 
is, in a way, a compulsive act for crl'ation and continuity. The fruit of this loving 
union is •kum'ilra-sa,hhhava', the off-shoot of new life. That is why, Siva who had 
been pr:.ictising penance •for some reason' in the solitude of Kailasa comes down to 
stan<l 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
standing it as universal urge and impube of new creation and the most tender tie 
that holds tile Jiving world together. To regard the emotion of love, nay, the passion 
of love, as something low and needing purification ( at the hands of literary critics?) 
is going against th: laws of nature and of universe, and is irrelevant to the purpose 
of art who~c stuff is life. · 

The love of man and woman is not merdy a gratification, of physical craving 
or ur::;e. It i~ an impulse which, as it leads to creation, bestows strength on the 
partners. There is no emotion like love which envelopes the totality of life, agitates it 
from the very bottom, and brings an awareness oi the depth and the: height of life. 
It is love which establishes eq•1ality between man and woman, makes her superior to 
man; rnab!cs lier to acquire the large-heartedness and the all-enduring quality of 
mother Earth. It is this love which is the inspiration for the valour of the heroes. 
Kalidasa illustrates this from the example of Aja. Aja is returning from the 
Sl'ayarill'ara with his bride Indumati; the disappointed kings unite to attack him 
with the intention of taking Indumati away from his hands; Aja defeats them single 
handed and throws thrm into sleep by using the sari,mohana missile; and shows the 
sptctacle to lndumati;;2 the gesture and the words cannot conceal his just pride and 
her great delight; they are a witness to Aja's valour and to Indumau's confidence 
in and respect for her hu~band. It is love that has the strength to lead one from 
the narrow selfish interests to the larger and impersonal interests of humanity, from 
duality to oneness. Oa the walls of the temples in India are carved some beautiful 
sculptures wl.i :ch depict the conjugal love of couples, human, semi-divino and devine. 
The ignorant and those who reject the joy of life may put any interpretation on 
them, or be surprised or shocked by them. But what they mean in the context of 
art is plaiu. Love is a process of alchemy which makes a person lose himself; it 
ends separdteness, the sense of difference or duality. What is bhakti or religious devo­
tion altl'r all ? The poeticians define bhakti as 'love for gods and the divine'.73 Art 
does not s,·e, therefore, any opposition b~tween rati or love and bhakti or devotion. 
The joy of both takes away selfconsciousness and transports one. 

It appcdrs fiom Kai id;;sa 's writings th'l.t this is what he means by love; this is 
~he h1gt1 b1gn1fica11c~ he bestows on Jove which basically may be only a biological 
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urge. Kalidasa shows the intensity and the intoxication of love. But let it be 

remembered that nowhere does he preach or support an excessive indulgencr. 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 enhances it, intensifies it.74 A child is the fulfilment of 
family lifo. Kalidasa seems to suggest th~t the physical attachment of man c1nd 
woman must ne.:essarily pave the way for the love for a child. And a poised, 
balanced enjo}'ment of life is lhc foundc1tion of his life's philosophy. Naturally, 
youth. its demands and pleasur :s have a legitimate place in human life. Lord Sn­
Knr:ia, describing His divine manifestations in the Gita, states that He is •Kama 
among the creatures that is un 'PPO~ed to religious piety', as 'Kandarpa (God of 
Jove), the I'rocreat,n'. 711 Kalida:sa·s pl:ilosophy of love is raised on this faith and 
foundation of the Gita. 

Kalidasa painted a pupil lil-c Kautsa, completely devoted to his preceptor and 
desiring nothing for him~elf; and Sarrigarava who had the courage and frarlessness 
to tell a sovereign emperor to his face what he thought of him and hi~ 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 picture of ascetics, devoted to their penance and defying hcavrnly 
pleasures and enjoyments. He offered a sincere prayer himself for his own salvat;on, 
but when the moment of life's fulfilment had arrived for him. A full enjoyment, in 
accordance with the principles of religiJn, of all the stages of life and a joyful, 
happy outlook on life, that is the form and the keynote of Kalidasa's litera1ure. 

In this attitude there is no denial of life in spite of its shortcomings and sorrows; 
there i,; neither rejection nor condemnation of the impulses of life like love. What 
K!l.lidasa stands for is a poised and full enjoyment of life and what it offers to man. 
The philosophers who rc:ject the experiences of m11terial life may be ab'e to build a 
system of higher spiritual values. But it ls only an artist who accepb with open 
arms and a smile what little joys life can offer who can create art ; and he alone 
can let higher values blossom through it. 

The literature and art of Kalldasa hold out this promise for us. 

NOTES 

er. ~r1F3+t'-Jl:ir~mf.:J<'IT~-tl~~~ 1 

~m~sfit ~~ l:n~l~r-<tir~~ 11 

Qovardhanlic!lryo, . .fryas,1pr~iat?, intro,luctory v. 36. and, 

o;,i"rsf,1 "11~ IFff <fiffi;r<f[m of it.f~ I 

~mt ~cTTiUt efi!IB<{Tl:l'Sl'l!1 fit=.~ II ~-... 
Rajsckhar.1, quoted in Siik1in111kt,1vali. 
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2 Dhvanya/oka, Uddyota III. Thi• is preceded by the observation : ffi:f¾'"lt ~ <{l'q': ~: aTSg-
r!JffiF-TT an,~a'll I ci';J ~r~ ~: ij~ffi;iclf<flcI ifii{IRFr a~·, ~ 
arof~T <ftq: ~ ~@ Sic!~ I 

3 er. ag"tRi'llrrit rl~ \ini~rr~ ifi~ 1 

51Rrn;~~l'J \ijWtJf.lqcI_ 1H:J 11 

Dhvanyaloka, III. 
4 Dhvanya/oka, III. 
, Rogh11vamsa IV. 51-52. 

« f.,~~ ~~mi% a~ra)~1 
~.fl~ ~T: ~a"t ;ra~~U II 

at~~: ~~· <i.<l.g<htJ<f,'clcl'T I 

f.@J:,l~cf ~~~I: ~ifim5~1:l"lr[ II 

6 Ibid, XI. 20 : 

U'l'lr'l'<rntur c!Trac!T ~:ij~<f ~ fOffll~ I 

rr-:q~efl:l\=.t;:~J~ :.ilm\~1<rnfu ..mri:i m 11. 

7 I do not know who originated this approach. But vidc, R.abindranatb Tagore'• eaay on 
sakuntala, and Dr Belevalkar, Prof. A. II. Gajendragadkar and others who follow it enthusias­

tically, 

a er. :,akuntala, I 24. 18- 19 : ~ ~ ~ ~ ~~11' cfqfq,rfq{tM;:n fcrifil~ 11+AP11~ ffiT I 

9 Ibid. 1-24. S: a,fq cfqt crire I 

10 er. the Vid~aka's remark, act II : ~ci Rfll'T a"Cfcfif aqtcrr11!._ ~@ ~rfi:J I 
II Cf. the example of Vlsavadatta and Udayana. 

12 'q~~ ~P{:,T ~ =.t ~;!iCTTij_' in the worJs or the Gita. 

13 Cf. sakuntalo, act IV, Priyamvada ro.>porting: clf<l'~f ~;r,:r~llff qf{£q~ cl'fclifi~ 

~cfll atnti'ff;~aii:_ 1 f~~r ~,~~~~f?i ;ip,~ qrcrt qcr a:rf§fu: q@ITT I cfrij', 

gfucii-ef~er f<rillr offfl'q',fp:rrfo ~t~r 1 

The reference to Du~yanta comes in V. IS : 

~r !:if!:!~: ~msm ;r: ~aar ~i:iol =.t ijr[~r 

«irr.:r~~~~ur <l'll,cft f~~ <fl=;;iJ ;:r am: 51.iyqfcr; 11 
The whole verse deserves to be noted for Ka~va's, and. of course, Kalidaaa's opinion about 
the love marriage of Du~yanta and sakuntali. 

14 For the details men1ioncd after the statement, see .<;;ikuntala: fu~:-~~e_=ron~r~)-
S~ cl';flf:l''H ...... <ti~ I !:J;iift f.iiffil:cl'f<J~<f?,~f/JJ ~~foei ~:;r~r ~@ I ...... 

~~. ;;rqfornt ~~t ~~;t f.!~~~1/JJ I act JV; ~fi'f«:- ~r.i;:i:_ «f.r~ri{arr~ 51~ffi c!~I{_ 1 

act I; <>lr!'f.>.n-~'t;,sf lil:FR~. r<J'ffisfq ffic{iJil~qq~ :o{fl:ll'l''!e_:t'iif: rnii-m::r ~ clcfi~ I 
ii-;f.l'rl r!~l'l'lf;,s"fif :I,~~,n i'<fi:tfil qi'fqr <>ll~<fl~'lf~ fr!j'ml I act I; I. I 4cl etc. 

15 Cf. .<,akuntala, act IV, interlude; Priya rhvada's words : a:i~ f:f Uo!N: ~'! ~~ll' 'lfrlir­
fii~1:1'1ta: <Sifi'lr,I) r!lR: 51N~~ .•.••. I The arrival or Durvasas is announcrd a few moment• 
after in the same scene. 
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16 Ibid. Priyamvada draws attention to Sakuntalli : 3FTTI_;q 1Wl' cl"P-Ji!. I <IT~cftqf%ci~r 
anra~<!" n:(IJij<a"l I ~~~llclll'f Gf;"ff-.ff an~fif~hn R!"~fql!@, f~ !Irl': <!lfllr[Jcf.J:[_ I 

17 Ibid. Anasuya's words: {t"l" ~<!"tm: ~~fqf i::fi2j'q: I cf~ ~t«rf ':f~~<ln:l!'f ll~ 

SITTrA'l~; 1 ••• {:fret, ~<Jifi: ij: m ~ sirnwirr@ , 
18 Ibid. AnasUy!i's plea to Durvasa•: ~Fu aT-Ji!lcTT f.tq@~ ;'f=..:3@ a~ ~1fqm i:Jm 

~JJ<R. st~mfcr 51°~'1l' aTfcJ~fcfcl"ll':mH<Wl' ~~1pr.r~ ~lli:fcfT ~<fitsqn\lt iifqae;q: I 
J9 /bid. Priyarhvadii'• comment; ~s.:;q") g<i<fil"I<; ~ !:!+!cf@ I 

20 /bid. Priiarhvadli's remark when the two friends decide to" k"ep the curse to themselves : 

<fit ,JTlJ a-wrr~ ;:p.fJTT@,fiT fir'Ef@ I 

21 To Du~yanta 's query about Ka1;1va the Vaikhanasa replies : ~.m:icl' ~f%:al ~yclMTir@N­
{:lrili[Ull ~ll' ~: stf~i-5 ~mii Rmal¼ rra: I act I. 

22 See Sakuntalii's admission after Du~yaota's apology to her, Siiku111alu, VII 24. ff. : ~"og 

a-lwo~ ~: I ~ i'J- ~=.JITTJ51@q•!,lcfi ~ff~cl ag fit<l"«!J qRuJ"fli~~J:[_ atrm'\ ifil ffl:J­
,musfci atni~: ii~ Fcmr: l'i'"[ff: 1 

Also follow the dialogue when Ma:tali brings On~yanta and Sakun1alii in the presence of 
MArica, act VII, JO. If. Ou~yanta's apologetic confession to Mlrica al>out how he c-ame to 

reject Sakuntala, how he recollected and recovered her, Mlirica's explanation uf the whole 
happening, and Sakuntala's own private thoughts-the entire piece is KaliJli3a's own expla­
nation of the curse and the character of Du~yanta. And it show! how the pudfic~tion or 
sublimation idea is a mis-co'lsrruction and a perversion of the paet's own intent. 

23 Vfkramorvahya, II I. I 5. 

24 Ibid. 111. 1 !:I. 3 : tf@ rl'fUlJIJTTq~+!cl'T ~~ cl'~: I 

25 Ibid. This is confirmed by Pururavas' s tatemno?nt in III. 16. He guessed it was Urvasi from 

the pleasure her touch produced in him. 

26 ibid, I, to : at~!: tiirf<t<ft ~l'l~~viU a ifil~clst<{: 

.. w,tifi~tI: ~cf~ ~ ~r i::rrm a 3tqrefi~: , 

27 sakuntala, II. 9 : R~ R~ll' qfvfi~l:R<fl!'litf 
~'lR:;plil ijijffl f°qfilrl'T 'lioT ~ I 

6rRr-mfi'!\'lU 5t@+!lffi {:If ii" 
1:1ref~~Rirrll' cf5~ a~: 11 

28 Vlkramorvas;ya, Ill. 16. IO • ~ ~iq ~lft: affofml": ij_~: I 

29 siikuntala, II. 1·9: ~ <l'll'Bl, a cffqt{ifi•ll'ifif an:;q"li!11l'r ~~~ I 

SO Ibid: 11. s.1-2: (~&~ll') IJ:/i[ ~lfq fctag~t~oc"3ta~ @FliUIJfll_ <!{~'fl +I~, cf'lf 

~'k°c-'l'lRmf°lfOTT +j,fi:f: llll'll 3l~lJ:,hll I 

31 JbJd •. 11. 12.1-2 : ~ ij: ~&1cl'11qlfl +!cf I 'lief i'cf;qr 3°'/<i~ ~-mf@ q~;qrfi:i 1 

3~ Ibid., 111, 21.2-J: q)~cf ~l;f ~q_ I ll~tli:l"HISftJ ;:i-~ atlc'lli!: 51+!ciITT! 1 

33 ibid., Ill, 17. 17-18: (f51<r<J~1F?) ~~T, ~ at.:cf:$~~g~~ ~lf: ~f'".t,:{ I 
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34 Ibid., III. 18 : 

35 Ibid., III. 19 : 
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!i4.+l.\r<jq(r~m- ~~fil~ ~~ Jfij I 

~ ijiJ~ ii-~e.=iut it4.r!il'IUT~ITTsfui ~= ~= 11 

qfftitI~~sftf K 51@~ ~ ~ 1 

ij~«-IT ~ ~ '<l' ~<!'~~ II 

36 Miilav;k'iignimitra, III. 15 : 

~rr'fifooclm: 5lffiQiffi e+1i•iil•Hfq mt'-i JlT 51@' I 

qffl"{5lTffif.i~ :m,7<-mi'l::.fq ijJl~f1i~: 11 

37 Cf. S'iikunta/a, VII. 4 : 

fu-..ffea <fi1ffl ~r{cffq ~f;;:i~;zirr: 

~~~ cl'ITI~TUTIJ{ I 

f,i; <fTSefcfl~4.~ijt fcrm:lr 

a' ~ «\Il?{~llit g« rff,!i~ 11 

38 Ibid., IV. 18 ; '~ f~'lfft ew-ft;;i;:1'' etc. 
39 sakuntala, act V. Read : 

SI~ru-... ~ 4.ir-flm ~r amfct~ 
~-~cfij I atf;t'cfor.ft~ ~ I 

Aod after V. 19, SI~- (~q) ~ l:llI~ ~ij: I mi rf[-q ~~q;ici ~ ~T 

iii)s.:~ fcr:qr{~fcr 1 

40 Cf Vikramorvaj;ya, JV. Pravesaka: 3HI~ ~ ffl I ~~: sionJ: I 

4l Cf. Siikuntala, H. 18. and the prose speach precdding it. Read: ll-RITT«fl,i~cr ~ ~ 
"1 wc,i <f'<T: II 

42 lb;d. Vl. 5 cJ. : 4.T~~rf ~rfci" <fRef:;;rcm::pcr:~~) ll4.f 

~ ~~ ~;;rfcl" '<J °''~Mt,'IT!:Ri{_ II 

43 cf. C:itralckha's assurance to Urvasi. Vlkramorvaj1Ya, act III; o{~ ~' ar-=lf~;:a"~t 

-'llllf1"'1ir ~ 'iT<ii efa:rurr .rcrf.:a 1 
41 $iik:111tala V.1. the song, rendered in San,krit, is as follows; 

~f~r1crii-'.j~ci" a'IT qff3 K~ 'i:f..ct~lq_ 1 

<f~cf~ffillT'Sff.iict) 'f'.J'li{ fcr~cTTS~T <Ii~ 11 

45 I hid V I. 4 : lil'li<i.'li~S>:f '>Ir!: I 

46 !hi I, T. 12: The bi~ssing '~?fi'.j~OJlqa ~@.fijft~~ I' is meaningless if Du,yanta had 
a ,011 and the fact was ·known in his kingdom. 

4 7 fjfd. ll. :h~ refer<!nc~ to 'g'offqogqn;;,:r ::lqqf~' is brought through the special measenger, 
Karahbak,, couin•: fro,n Du~yanta'q mother. 

48 //,id., lll, I'.l. :;,,c note (35). 

49 The phrase is Bhavabhllti's, Ultara-rama-carita, Ill. I ; atf.rr~;it in:ftU<J~ clf~i!l:lrfoll'J: I 

~Tifit:Ji:fliim: .••••. 

50 See Ra'!h1tvamia. V fll. 76-95, 
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51 er. Vlkramorvalzya, IV, 71 5. 3 ; Urvaoi's statement; 'at::a:~urwi:ra:rl\licl't:ffi;:af itim:r:.i: 1' 

52 See Sakuntala, VII. 22. 23, 24 (and the stage directic.n 'qr~): q'cl@'), 25. 
53 er. Bhnvahhuti's famous pronouncement, Uttara-rama-carila, I. 39 : 

~er ~=m~ci' ij<JWfq~qm l[~ 

fcr~UITT ~l[ lf';j' '51\l:IT ~~r-lli_14f (ij; I 

tfil~IJJRl!lflq qRIJJ~ lfq ~ii.mt f~ci 
~• cl:Bl' ~~ qi'4lft~ f%: cl:i'( 5i[Cl[ij' II 

54 Ultara -rii11u-carlta, I. 34 If. ~q-:-fsl~ P-6i'ra<t I ••• ~rm-R~;i:!HTT,n ~cf ~r;:ff'" 
f;i;J{q(i:{_ I See verges I. 35, 3 6. 

55 Ibid., I. 36, 37, 38. 

56 Ragl,uvain'sa, III. 25-26 : 

~crRf qp;m 51~m~ cf:.it ll<TT ~~~ :.n~rai:i:. , 
~'.J <II;!: 51fcrtqmfu~ll!T fim~<t ij,! acTA l:ITSJi: 11 

a:i:r~~UCl! ijU(mrr~: ~rrrf~fircr~ fer~ I 

gqr::a{:i~<'5T'<At -!qf~Ur[ §a:mR~ar ~T II 

57 s;;k11nrala, VII. 17 ; 

a:rr~i:;.;:a~r,rfrrfJrnm~= 
atcl:fwrOT(i:{~:Jm'il~ I 

3l~~~51111ni~a<!l!F[ eft[;:a) 

q~~:ilfH m~-fhrcrf.:a 11 .... 

cf. al~o. VIU. 16, 19. 

58 Ibid., IV. 6 ; ~fl[,U- ~~ etc., especially, 

~"~ ir'l' orcr<{kwrii.1 ~a1,:;.<u:4t~a: 
~lira -i;i~ur: ,t;:q ~ cl'rflTT~~~:~~~: II 

59 er. Vikramorvahya, V. 12 ; 

~ ~ :.i,r;:ft mm rcfi:;.r<'!f<firfafq<r 1 

~~<1Til~<!;_cf6.;:c1l ~,mJ:fii:{_ 11 

60 sakuntala, IV. 14. 
61 Kum'iirasainbhava, IV. 28 ; 

~ . ~ 

3lRJ ~!:I@ ~ i:;.<IT<I l:i:{( q3r!!<ii ~'!l' ;nqq: I 

~~al~cJ.fcl'~~cf -!Ufi .f ~~ sl°i:f '.J~ ~i:i~ij II 

62 Cf. Raglwvaril'sa, VIII. 67. Aja says, mourning about lndumati: 

1J.f%:oft af¾;;r: OO'f fi:l<T: TTfl[~ ~ij <ii<'lffcr'clT I 

<fi~fcr~rf ~fji'lf il:(cl'I roff ~ fifi rf i't [cl~ 11 

63 uuaro-megho, v. 55 ; 'i:tr ~?,A e.p1i:tfci '<i ij' fcrgcn fcr51~rr: 1' 

64 er. ~akuntala, IV. 9c; 'al[~ el! fli:!51ij_@8'1l~ ~ .Jcfi:~r8'cf: I' 
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65 cf. Vlkramorva',;ya, II. 7 ; 

at!':! ffi~qf,!<'5 . ~q<ji ~lJTil il:lJ~fq~~ 

iifl<'5[$1i~CITGUIT~•FT ~~~ @to@ I 

~<r~:;i:~i:ietiftlm "I.~ -l'<Tr it~u 
~•l:'frcf~ '<l' ~q;:i~ '<l' ij'~ ll~~ it~~I: ~1'T 11 

66 Cf. Miilavikiignimitra, III. 5 ; 

~~r~Tefi~ ~fqa~IJJI ~i<rr1,:n:r~~=:i,;: 
!:i?-rl~mc11<J~qii ~.<1<ii ~ri:rrcr;:;:rcHlilJJJl. 1 

:m-i;T~I @<T.sfif;f."l!Sfq fu<il~<-'5i,f~'fiJS~; 

lJr<r~cf ~~srffill.ff<N't ~~li:rfllcfl ~Nmq__ 11 

t,7 Cf. VikramorvasiYa, II. 4 ; 

· f;ifqs'<j;:r_ llNcrli'mr ~ar efi"'t~1 '<I ~fij;q-l_ 1 

1:i'fli:?.:Tf~;q~rlifmn: efi!lllcf 51@ij[ffi ~ II 

And 11. 20cd. : :.ti.fl~ .•. efiTi:rT4 ;;i;;q__, <lts~;:it 51@ ~<TA:. <lt~~aSIT~;;: I 

68 Cf. ~iikuntala, VI 17d: '1i:Je7! 'liF~lJ~ cfTi:r~-i efi11a~-it ~q_ 1' 

69 Kumiirasamblrava, III. 36b :;~Ill l:'l'il~i:flractTe:ff ~ll=J<f.~l{cl P7!~C I 

70 Ibid, III. 36a : i:['-j rn;t'fi: ~1;!1J'ii'll51 q,n f?i;qt ~<TT~cfmfl.J: I' 
The bee seems to know the posh etiquette, 'Ladies lint' ! 

71 Siikuntala, VI. 19 : 

~qr ~~p:rf.tqlJIJTT Qftrarfq lJc'!I ~if•cfJf~R~T 1 

srfar:ir<"l<l'@ ll\J'liD ;; @~ itl-J R-l'r f,pn ftt.rfo 11 

72 Cf, Roghuvan,sa, VIL 3J-G9. 

73 Cf. Mammata, Kiivyaprak,;ia, IV. 35; ~@~ifT~f.tl:i;qr ;;;qfir<JIU cfqJfs:;ia: I ijfcf: ~~: .•. I 
Visvanitha, Sohit yadarp:ii:o , III. 260b-26 I a : lJ5 ,nRlll: Sllll-lrfri ~ifrre;f.rq-;qr rja: II o~~;i;:­

i:rf';[: i:~r:ql '<l' ~ref ~rl!"fi'i"ltll"~ , 

74 cf. Raghuva,nsa, III. 24: 

~:.r;~;,ri.,rftc:r +1Tc:r<lr"ct.:r <r~~ ;q,i;ti::i 'lHm,~;qi:r_ 1 

fcr+i'mi:Jl~efi:!~i'! a~m: q~~~1:mqn: q~l~a II 

75 'l:llff~it '!~3 <liTJ:ITSrB:r +l~~l'l+l 1' cu;;, VII. 11.- '~11;;~~1t ifi~q:', Gita, x. 2s. 

Note: For the convenience or the general reader, titles of works are cited in full, withuut 
using abbreviations. 
Prakrit passages and verses from the plays are quoted in Sanskrit translation. • 

JI $fram astu KM>•ai,am astu fl 



INDEX 

Abhijniina 3 7 
Abhinanda 2 
Abhinavagupta 83 
Abninara-macthu-/olupa l 14 
Abhisarika 95 
Agasti/Agastya 26, 48 
Aghoraghar;i~a 58 
Agnimitra I, 6, 9, 27, 28, 29, 30, 31, 51, 

53, 64, (,7, 70, 72, 96, 103, 104, 107 
108, 109, 111, 112, 114, 122 

Agnivan:1.a l, 27, 77 
Aiho!a Inscription l 
Airavala 18 
Aja 7~ 22, _23, 24, 51, 69, 117, 120, 121, 

122, 124. 129 
Alaka 13, 14, 54, 62, 123 

Alexander 5 
Amaravati 7 
Ama:tya-pari~ad 72 
Anandavardbana 83, 93, 94 
Anasuya 36, 37, 50, 56, 60, 121, 127 

Anjana 123 
ArthaslJstra 26, 47, 72, 74, 89 

Arundbati 18 

Arya.aptasali 125 
Asik1ita-pa(UMJ l lO 
Asrama-dharma 76 
Asti kascit vt2gvise1a{1 43 
Asvagho~a 5, 9, 65 
Asvamedba 25, 31, 67 

Atithi zr; 
Atreyi 48 
Aucitya (art-propriety) 94 
Aufrecht 8, 11 
Ausinari 33, 103, 108, I 12 
Ayanagar, Knsbnaswami 8 

Ayodbya 7, 25, 26, 54 

A)'US 35, 120 
Bactria (Balbika) 3 

Bakulavalika 29, 30, 51, 121 
BiiIJ.a I, 4, 40, 41, 49, 62 
Barhut (sculpture) 6, 7 
Belwalkar 126 
Bhagira tha 21 
Bhakti 124 
Bhii'f}a 107 
Bbaratamuni 25, 26, 33, 84, 85 
Bharata-niitya-manjari 91 
Bharatav'llkya 67, 69 
Bbaravi I 
Bhartrhari 93 
Bhasa 40, 41, 50, so, 105 
Bbau Daji 2 
Bhavabhuti I, 40, 4 I, 46, 48, 51, 58, 60 

66, 79, 118, 128, 129 
(book 90) 

Bh~vanI 58 
BhiFi (medal) 6 

Bhoja (of Ohara) I, 4, 46; (of Kratha-
kaisika) 22 

Bhojapraband!,a I, 43 
Bhutesara Yak~i 7 
Brahma 16, 18, 67 
Brahman 68, 119 
Brahmanism 75 

Ruddha (Buddhist Religion) 65, 67, 75; 
(Buddhist Republic) 71 

Buddhacarira 65 
Buhler 4 

Ciikfufa kraru 84 
Camui:ic:la 58 
Candraketu 58 
Candr,lpi<)a 73 

Carlyle 48 



AppoiJtment With Ka/id'lisd 

Carudatta 49, 53 
Chalita (dance) 28 
Citrabandha 84 

Citralekha 32, 33, 121, 128 
Citraratha 32 
Courtesan 44, 48, 49 
Cupid I IO 
Cyavana 35 
Dak~ayai;iI 77 

D~c;Iaka 25, 117 
Darika: 113 

Dasaratha 24, 25, 58, 77, 105, 106, ll7, 
120, 122 

Dhanamitra 38, 71, 72, 77, 105, I 16 
Dharii;ii 27, 28, 29, 30, 3 I, 82, 9 I, 103, 

107, l09, 112, 120 
Dhvarmasastra 72, 77, 86 
Dhvani 93 
Dhvan;•aloka 83, 91, 126 
Dilipa 20, 21, 40, 55, 67, 74, 77, 116, 120, 

121 

Dohada 28, 29 
Drsya-kavya 85 
Durvasas 36, 37, 97, IOI, 102, 

126, 127 

Du~yanta 6, 36, 37, 38, 51, 52, 53, 54, 
56, 57, 59, 60, 61, 69, 70, 71, 72, 
73, 74, 75, 76, 77, 78, 80, 83, 87, 96 
97, 98, 99, 100, JOI, 103, 104, 108, 
109, IIO, 111, 112, 114, 115 116, 
117,118,120,122,126,127,128 

Dutt, Rameshchandra 2 

Ekv11arasatf 10 
Elizabethan England 105 
Fauchc I 
Fine Arts 51 
G:•jLndragadkar 90, 126 
Gal)adasa 28, 80, 82, 84 
Gandhamadana-vana 34, I J 3 
Gandharva (marriage) 36, 37, 111 
Ganga (Ganges) 21, 24, 34 

Gardabhilla 5 

Garuc;Ia 26 
Gaun 34 
Gautama (Vidu~aka) 28, 29, 30, 31, 57, 

62, 107, III, 121 

Gautami 38 
Girnar (inscription) 3 
Gitii 64, 68, 69, 75, 88, 89, 90, 125 

126, }30. 
Gita-govinda 60 
Goethe 39, 1 I 9 
Gotthl 49 
Govardbaoaciir}'a 125 

Gupta : Age 3, 4; Kings 64; Period 2 
6; Candragupta 3, 4, 5; Kumaragupt~ 
3; Samudragupta 3; Skandagupfa 3 

Guru-dakfiTJii 80, 82 
Guruku!a 48, 50, 51, 79, 100 

Hari:lsapadika 37, 53, 61, 69, 83, 97, IOJ 
112, 114, 115, 116, 117 

Hanomat 25 
Haradatta 28, 80 
Hoffacarita 8, 49, 60 

Har~avardbana (Sri Har~a) I, 32, 70 
Hemak Ota (mountain) 32, 38, 69, 87, 97 
Himalaya (Himavat) 16, 18, 19, 20, 50 

58, 59 
Hinduism 67 
Hindu religion 69 
Huen-Tsang 2 
Hun(s) 2, 3 
Indra 6, I 3, 20, 21, 24, 26, 32, 33, 35 

38, 47, 72, 87, ll2, 118 
Indumati 22, 23, 24, 51, 69, 117, 121 

122, 124 
Iravati 28, 29, 30, SP, 103, 107. ll2 
Jain (religion) 65 
J'lmakiharal)a (epic) 44 
Jayadeva : dramatist 40, 51, poet 41 
Jones, William 2 
JyollTl'idabharaTJa 2, 8, 60 

. 



Kadar,nbari 62 
Kaikeyi 25, 58 
Kailasa (mountain) 13, 14, 52, 124 
Kali 43; 45, 48 
Ka/idiisa (boolc by Karmarkar) 9; 

(by Mirashi) 8, 9 
Kiilidiisa (dramatist, poet) : 

art : I 5, 40, 41, 52, 54, 66, 83, 84, 
85, 93, 95, 96, 91, 98, 99, 109, 102 
103, 104, 106. 118, I19, 126; 
Bal)a's tributl! : I 
beauty, sense of : 52, 54, 55, 87, 

106; 
connections : with Asvagho~a 5; 

Candragupta II 4; courtesans 
49; Matrgupta 2; with royalty 46, 
47, 48, 70, 74; 
date (and times) : I -9, 64, 65; 
dramas, dramatic skill etc. 
31, 32, 35, 37, 39, 85; 
descriptions : 5!l; 
heroes : 54, 71, 107, 108, 109, I IQ, 
113, 114, 115, 116, 117, 118; 
humour (Vidu~akas) : 56; 57; 
life's philosophy 19, 44, 59, 66, 76, 
86, 87, 124; 
Jove (treatment of) JS, 19, 92, 93, 
94, 95, 96, 97, 9i:I, 110, Ill, 112, 
113 118, 121, 122, 123, 124, 125; 
nat~re (trcatm :nt of) 16, 54, 55, 58, 

59, 66; 
personal, personality 18, 42, 43, 44 
45, 46, 47, 48, 49, 52, 54, 55, 57, 

59, 66, 70, 74; 
polygamy I 05, 108; 
popularity etc. I, 6, 7, 11, l 8, 40, 
41; 
religion 67, 68, 69; 
royalty (attitude to) 47, 70, 73, 74; 
social philosophy 75, 76, 77, 78, 107 
values (dramatic, moral etc.) 73, 74 

jjj 

85, 109, II0, lll, 112, 113; 
works I, 11, 12, 18, 20, 25, 27, 31, 
35, 37, 51, 52; 
women 50, 79, 103 

Ka/pa (val/i) 6, 7. 14, 20 
Kama (Madana) 16, 17, 19, 54, 125; 

(puru,rarrha) 78 
Kiima.sutra 4, 48, 49 
Kandarpa 125 
Kane, MM Dr. 60 
Ka9-va 4, 9, 36, 37, 48, 50, 52, 58, 73, 

76, 77, 78, 79, 80, 96, 97, 99, 100, 
IOI, 102, 103, 108, 109, ll2, JI6, 
120, 126, 127 (Tata Kiisyapa 99) 

Karabhaka 128 
Karnzakdtu_la 66 
Karmarkar 5, 7, 9, 
Kartikeya 122 
Kashmir 2 

Kasi ( Varai;i.as1, Benaras) 42, 43, 50 
Kau~ilya 71, 72, 73, 74 
Kautsa 22, 71, 80, 125 
Ka1•yaprak<isa 60, 87, 91, 130 
Keilhorn 4 

Keith 2, 4 

Keshavasuta (Marathi poet) 62 
Kingship 71, 72 
Kubera 1-1, 14, 22, 26, 32, 67, 71, 

77 

Kumara 93 
Kumaradasa 44 

Kumara-Kartikeya 15, 18, 34 
K11milra-.sarhbha1•a 3 11 15 19 44 

' I ' t > 

54, 57, 58, 62, 67, 68, 87, 
88, 93, 94, 96, 97, 121, 129, 

Kumbhodara 21 

Kuntaldvara-daurya (poem) 4 
Kusa 25, 26, 48 
Kushan (Jrt) 7 

Lak~mo1_1a 25, 26, 78 
Lak~mi 21 



Appointment With l(~JidtiSti 

lAkfmisvayamvara (play) 33 
Lalitavistara 3 
Lanka 7, 25, 44, 54 
Lassen 2 
Lilsya 68, 84 
Lava 25, 26, 48, 58 
Lawrence, D. H. 45 
Love marriag.: (Gandharva, Svayam-

vara) 78 

Lucy Poems 41 

Madana 103, 121, 122 

Miic;lhavya (Vidu~aka) 108 
Magadha 71, 80 
MaMbhiirata 3, 35, 48, 64, 72 
MahakiiL (temple) 58, 67 
Mabendraditya 5 
Mujumdar, R. C. 8 
M a/atfmlJdhava 61 , 63, 90 

Malavagai;ia 5 
Miilavikii 28, 29, 30, 31, 53, 80, 82, 

107, 109, Ill, 121, 122 

Miilaviki1gnimitra 1, 6, 9, II, 27, 32, 
51, 60, 61, 62, 68, 80, 84, 85, 
88, 90, 91, 128, 130 

Malini (river) 59, 96 
Mallinatba 12, 18 
Mamma~a 40, 50, 66, 91, 130 
Mai;iavaka lYi<lo~aka) 57 
Mandakini (river) 113 
Mandasor (inscription) 4, 5, 9 
Ma:r;iiharmya palace 108 
Marica (sage) 38, 69, 77, 87, 97, 

109, 120, 127, (also, Kasyapa) 
Matali 38, 74, 87, 127 
Matanga (nakra, Ihamrga) 1; 

(sage) 22, 
Matrgupta 2 
Meghaduta 2, 6, 7, 8, 9, 10, 11, 12, 

44, 47, so, 52, 54, 57, 61, 62, 
63, 67, 87, 90, 95, 96, 122, 129 

Mena 16 

Menaka 38, 120 
Merutunga (Jain writer) S 
Mihirakula 2 
Milton 46 
Mirashi 2, 5, 6, 8 
Mokfa 69, 16, 77, 86, 119 
Mrcchaka!ika 62 
Naga(s) 26 
Nagarjunako!].c;lli (sculpture) 7 
Nandargikar 5, 9 

Niindi 16, 67, 68 
Nandini (daughter of Kamadhenu) 20, 

21, 40, 77 
Narada 24, 35 
Niiriiyar;ia. (sage) 106 
Nii/ya 84, 85 
Nii!yasiistra· 84 
Padmavati 80 
Paflcavati 66 
PaJ].ini 6 

Para-kalatra 112 
Parivrajika (Pa:r;ic;lita-Kaus1ki) 28 

30, 31, 81, 85 

Parvati 15, 16, 17, 18, 19, 20, 21, 57, 67 
68, 83, 84, 93, 94, 95, 121 

Patanjali 6 
Pathak 2, 3 
Peshwas (in Maha:ra~\ra) 105 
Poetic justice 107, llO, ll 7 
Polygamy 105, ll2 
Prabandha 85 
Prabhava!igupta 4, 6 
Prahasana 107 
Prajapati 16, 67 

Prak fti-purufa l 3, 4 7. 124 
Pra01adavana 29, 30, 31 
Prasannariig!,ava 51, 60, 6 l 
Pratibhii ( sakti) 94 
Pratihari 112 
Pratif/lUJ. 110, I 16 

Pravarasena II (Vaki\aka) 4, 



Index 135 

Pr'iyarhvada 22, 36, 37, 56, 121, 126, 127 
Priyilprasli.dana (vrata) 33 
PuriirJOs 48, 50, 64 
Pururavas 8, 32, 33, 34, 35, 49, 53, 54, 

55, 51, 11, 96, 104, 106, 108, 109, 
111, 112, 113, 114, 116, 117, 120, 
122, 123, 127 

Puru,rllrtha 69, 77, 78, 119 
Puru~ottama 33 
Pui,paka (11erial car) 25, 54 
Pu,yamitre 31, 67 
Putra-kllme,rtf 11 
Putra-pir:u/a-pii/ana (1•rata) 36, 77, 128 
Ragbu 3, 20, 21, 22, 23, 27, 54, 58, 69, 

70, 71, 73, 74, 75, 76, 77, 80, 95, 
120, 122: family 116; kings 1, 67, 
112 

Raghuva1i1sa I, 3, 7, 8, 9, 10, 11, 19,27, 
40, 44, 46, 48, 54, 58, 60, 61, 62, 
66, 67, 68, 69, 83, 84, 87, 88, 89, 
90, 91, 92, 95, 122, l:!6, 128, 129, 
130 

Raja, Kunhan 2 

Rajamuni 73 
Rajasekhara 1, 32, 40, 60, 125 
Rama 7, 25, 26; 66, 67, 68, 78, 95, l03, 

104, 105; 117, 118, 120, 121 
Rllmacarira (poem) 2 
Ramagiri 13, 15, 54 
Rtimakatha 83 
Ramllya~1a 7, 25, 48, 64 
Rasa (theory) 94 
Rasa-dhvoni 83 
Rati ( sthayibhal'a) 16, I 7, I 9, 94, 96, 124 

Rati (Madana's wife) 103, 121, 122 

Ravai:ia 25, 68 
Ravikirti 1 
Ray, Sharadaranjan 5, 6, 9, 87 
]1-t11sa1hhara 11, 12, 54, 55, 62, 92 
Rudra~ena (Vaka\aka) 4, 6 
Sahajanya I 13 
St1hityadarpa11a 60, 87, 130 

Samasydptirti 49 
Samkhya (philosophy) 47 

1 Sammohana (missile) 124 
Samudragrha 29, 30; 31 
Samvat (era) 5 
SarJi:amaniya-marJi 34 
Sanskrit Drama (book) 91, 103 
Sanskrit Literature 103 
SanumatI 38, 117 
Sarasvati (Goddess of Learning) 33 

(river) 21 
Sarvadamana 38, 50, 57, 77, 12li 

Saundarananda 9, 65 

Shaw, Bernard 45 

Senapati (Du~yanta's) 70 
Setubandha (also, R'l11•a{lavaho) 4 
Shakespeare 55, 91, 103, !CS 
Shastri, Haraprasad 2 
Sindhu 3, 22, 26 
Sita 7, 25, 78, 103, 117, 118, 121, 122 
Sivaramamurthy. C. 6, 7, 9 
Smrtt (works) 76, 77, ~6 
Snataka 79, 80 

Somatlrtha 36, 102 
Subhii[itaratnabhii{ldiira 60 
Sudak~ii,:1a 20, 21, 77, 120, 121 
Sudarsana 26 
Sugriva 25 
Suktimuktii1•a/i 8, 125 
Sumati 31 

Sumitra 25 
Sunanda 23 
Surabhi 20 
Sutik~Q.a 78 
Szitra (work~) 65 

Svapnaviisal'adatta 50, 60, 80, 90 
Svayam,·ara 110, 124 
SacI-lirtha 38 
Sakarati (Sakari) 2, 4, 5 
Sakuntala 7, 36, 37, 38, 50. 51, 54, 55, 

56, ,:,,7, 59, 70, 76, 77, 7~. 96. 97, 98 
99, 100, IL' I. 102, 103, 106, 107, 



136 Appointment With Kd/iddsa 

108, 109, 110, 112, 114, 116, 117, 
118, 120, 121, 122, 123, 126, 127 

Sakuntala-upakhyana 35 
Sdkunta/a 3, 4, 6, 7, 8, 9, I I, 35, 39, 54, 

55, 56, 60, 61, 62, 63, 65, 67, 68, 
69, 70, 75, 76, 79, 85, 87, 88, 89, 
90, 91, 97, IOI, 105, ll0, 119, 126, 
127, 128, 129 

Sambiika (Sudra) 65 
Sal'lkaraciirya 65 
Saradvata 76, 78 
Sarayll 26 
Sarmi~~ha 28 
Slirdgarava 78, I 25 
Sarvilaka 49 
Siitakarni 78 
Satakas · (Niti, SpJgiir~, Vairagya) 93 
Satavahana (period) 7 
Satrughna 25, 26 
S1laditya (of Valabhi) 2 

Siva 6, 13, 14, 15, 16, 17, 18, 19, 20, 
21, 24, 25, 39, 53,, 57, 58, 67, 68, 
83, 84, 93, 94, 95, 96, 98, 103, 124 

Sravai;ta 25 
Sri Kr~r;ia 125 
Srngiira 50, 92, 93, 94 
sn;,garaprakasa 4, s 
Srotriya 67 
Sudraka 40, 49 
Sukanasa 73 
Sudga (dynasty) 1; (kings) 5; 

(period) 6, 7; 64, 67 
Svetiisvatara (Upani;ad) 61 
Ta_c;laka 25, 95 

Tagore, Rabindranath 7, IO, 106, 126 
Taittiriya Upani;ad 90 
Tll.TJ<java (dance) 58, 68, 84 
Tlipasa-kanyii 108 
Taraka 15, 16, 18 
Tolstoy, Leo 45 
Trinity 67, 68 

Uduyana (plays) 70, 80 

Udayana, Vatearaja 6, 14, 50, 51, 126 
Udayavati 113 
Ujjayin1 4, 5, 14, 50 67 
Umii 68, 84, 96, 98, 103, 120, 12?., 124 
Unity (one Godhead) 68 
Unlimited Monarchy 72 

Upadhyaya, Baladeva 9 
Upanifads 64, 66, 68, 82 
Urvasi 32, 33, 34, 35, 49, 53, 54, 55, 57, 

'58, 106, 108, 109, 113, 117, 120, 121, 
122, 127, 12&, 129 

Uttarariimacarita 58, 60, 62, 63, 66, 87, 
128, 129 

Vaidya, C. V. 2 
Vaikhiinasa (ascetic) 127, (Smrti) 6; 

(vrata) 6, 99 
Vaka~aka (kings) 64 
Valmiki 11, 25, 48, 58, 83, 104 
Yamana 9 
Vanajyotsnii 56, 120, 123 
Vank~u (Oxus) 3 
Variihamihira 2 

Vararuci 42 
Var{las (four) 108 
Varoru 106 
Vasanta 16, 121 
Vasantasena 49, 53 
Vasavadattii 51, 126 
VasiHha 20, 24, 58, 69, 74, 77, 117 
Vasulak~mi 28, 30 
Vasumati 112, 114, 115, 117 
Vasumitra 3 I 
VatsabhaHi 4, 5, 9 
Vatsyayana 4, 49 
Vedanta 95, 96, 101, 119 
Vedas 64 
Vedic : gods 67; literature 65; religion 

66; tradition 65 
Vernal beauty 123 
V~darhha (kings) 72; (prince) 111 
Vidu~a~a 33, 36. 37, 56, 57, 70, 77, 80, 
106, 108, 109, 111, 114, 116, 121, 12(; 
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Vidyiidhara (diirika) 113, 115, 120 
Vikrama 3, 32, 35 
Vikram~ditya 2, 3, 4, 5, 7, 46 
Vikrama Sam.vat 2 
Vikramorvasiya 3, 5, 8, 11, 32, 52, 61, 

62, 68, 106,108,113, 115, 127, 128, 
129, 130 

Vipralambha (srngara) 15, 50 
Vira-rasa 95 

Visnu 16, 25, 33, 67, 68 
Vi~~ajit (sacrifice) 22, 67 
VisVamitra 25, 36 

Visvanatha 60, 87, 130 
Vyangya-artha 110 
Vyaiijanii 99, 100 
Vya:sa 72, 104 
Wordsworth 41 

Yak~a 13, 14, 15, 47, 50, S4, 55, 77, 78, 
96, 103, 122. 123 

Yak~apalnI 7, 14, 54 
Yama 95 
Yamunli 26, 34 
Yassodharman 2 
Yoga 68, 69 



CORRECTIONS 

Page Line For Read 

r 6 Cions Coins 
1 21 together, together; 
3 8 Balbika Balhtka 
8 7 Quated Quoted 
8 15 Culture Culture 
9 22 construction constructions 

10 10 lost is lost in 
18 s brial bridal 

21 20 Reghu Raghu 

25 13 uachallenged unchallenged 

25 last Eerth Earth 
27 24 good god 
27 27 vericty variety 
29 3 blossmed blossomed 
29 10 while While 

30 13 and 26 Gautma Gautama 

30 14 favourablt favourable 

31 26 royl royal 

32 2 low-lavel low-level 

32 11 davelopment development 

32 17 reseal rascal 

33 16 responese response 

33 33 took name took the name 

34 20 offectively effectively 

34 26 my be may be 

35 6 however: however, 

35 7 brid bird 

35 8 on it, on it; 

35 34 harmany harmony 

37 5 pratis1ha pratif/hii 

37 11 arrived arrives 

38 20 fisherman a fisherman 

38 30 come comes 

40 IO imortal immortal 

40 22 praver prayer 

40 26 admiress admires 



42 11 

45 21 
49 4 
53 19 
54 29 
54 38 
55 7 
55 25 
56 15 
56 37 
57 3 
58 2 

(from bottom) 

63 7 
65 20 
65 32 
65 last 
66 21 
71 19 
73 24 
74 (from bottom)S 
80 Page Head i~g 
81 19 
82 (from bottom) 
82 (from bottom) 
83 Page Heading 
84 (from bottom) 
87 9 
87 15 
88 Page Heading 

88 Note 29 
92 23 
93 10 

11 
4 

10 

94 

94 

95 
96 
96 

4 (Sanskrit 
quotation) 

10 (from bottom/ 
Sanskrit quotation) 
15 
9 
6 (from bottom) 

<Jorrectlons 

quality the 
mole-hill-which 
varificatlon 

go~~his 
different 
Sukuntalii 

Ram 
picture 
Pururava's 
of situation 
His the Majesty 
me calling 
dear 

~~J:I~T~5 
cent 
Kalidasa 
valldity 
lilerature 
for him, 
by way taxes 
ruled 
Appointmet 
self confidence 
Gai:idasa 
also my 
Thaught 
Gai:idasa 
(footnote no.)79 
world or heaven 
Appointmet 

l=!-TT<Tci:{-1: 
raligious 
lurk 
vifuya 

describisng 
pleasureseck -
yogis 
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quality-the mole-bill which 

verification 

g0Hh1s 
a different 
Sakuntala 

Rama 
pictures 
Pururavas' 
of a situation 
His Majesty 
me, calling 
deer 

~l=IQ~~5 
cent., 
Kalidasa 
validity 
literature 
for him; 
by way of taxes 
ruled 
Appointmeut 
self-confidence 
Ga:r;iadasa 
also may 
Thought 
G:u;iadasa 

97 
world of heaven 
Appointment 

1,.1~~.{: 

religious 
lurks 
v/faya 

viiaye na 

describing 
pleasure-seeki­
yogin1 
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98 26 conple couple 

99 3 Is only is the only 

99 4 (Vaikhanass (Vaikhanua 

102 18 to lips to his lips 

103 20 dusy dusty 

lf4 24 compositioa composition 

106 10 dramas. dramas ? 

108 4 clowncompanion clown-companion 

108 5 Vidu~li:a Vidn~aka 

108 9 ·(from bottom) is a form is seeking a form 

109 9 (from bottom) terl"linate terminated 

109 6 (from bottom) state Rulers State Rulers 

109 5 (from bottom) causal casual 

110 21 rests rest 

111 14 peep deep 

113 4 (from bottom) feeling feelings 

114 8 woman women 

114 2 (from bottom) examined examined it 

115 3 (from bottom) prefered preferred 

116 4 word of words of 

ll6 5 Vido,aka' Vidu~aka, 

116 ~ revels reveals 

116 20 Pururavasa Purnravas 

116 22 ont out 

116 25 asram asrama 

116 7 (from bottom) pray prey 
117 4 Harpsapadika Harilsapadikll 
117 9 (8) what (8) What 
117 9 and a and not a 
117 24 Dasartha Dasaratha 
117 9 (from bottom) testimoney te,timony 
117 6 (fro.n bottom) paly play 
119 l 0 (from bottom) times, times; 
121 21 challange challenge 
122 19 Dasartaha Dasaratha 
123 13 (from bottom) (Personified (personified 
124 10 (from bottom) devine divine 
126 17 Belevalkar Bel walker 
126 4 (fl om bottom) rl<l'l'.Jr~ mq~r rl<l'l'.Jl~'fil!i!;!iA'5<1T 
127 23 statcmnent statement 
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