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The Abhijfianasakuntalam is an unparal-
leled work of the great poet and playwright
Kalidasa, the brightest star in the firma-
ment of Indian poetry. No other compo-
sition of this poet displays more the
richness of poetical genius, the warmth
and play of fancy, the profound knowl-
edge of human heart than this masterly
production.

The present edition is unique in several
essentials. The editor has adopted the
most popular and appropriate version of
the text. He has put the Variants in the
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literal as well as idiomatic.
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students and the”géngral reader alike.
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PREFATORY NOTE TO THE TENTH EDITION

The present edition is reprint of the ninth edition with
addition of an extract from the Mahabharata—¢Shakuntalo-
pakhyana’ which was omitted in the eighth and ninth editions,
and an appendix No. VI at the end. Some portion in the
introduction viz. pages 22 to 38 and 60 to 89, was already
included in the 9th edition for help of those who have to study
this work of the great poet Kalidasa for their examination. In
this way the book is now made uptodate for students and
general readers also. In Notes I have substituted the page
numbers of the latest edition of the author. :

"1 am thankful to Shri Sundarlal Jain, the publisher, who
willingly in-corporated above changes in this edition to bring
the work of the author uptodate.

925B—Goodwill Building
Mahim, Bombay—16 V. M. KALE
1-9-1969




EXTRACT FROM THE PREFACE TO THE
FIRST EDITION.

Sakuntala is admittedly the most celebrated play of the
most celebrated of India’s poets. It has found a place in Sir
John Lubbock (now Lord Avebury’s) Hundred Best Books of
the World. It has evoked sentiments of most enthusiastic
admiration from western scholars. It furnishes a perpetual
appeal to  our heart. Its perusal sweetens the home
atmosphere. And I can assert, without being open to the
charge of partiality for the work, that no Indian library
can be complete without a copy of it. * . s

* * The present edition of the A]:;hijﬁﬁnaﬁikuntala has
been based on :— (1) The Calc. Edd. of Messrs. Iswarachandra
Vidyasagar and Jivanand; (2) Sir M. William’s excellent Ed.
of the play; (3) Prof. Patankar’s Ed.; (4) the Nirnayasagara
Ed.; and (5) two MSS, one in my own possession and the
other with the com. of Raghavabhatta, procured for me from
Dharwar by Mr. G.V. Manerikar, Drawing Master, from Mr.
Dikshit’s library. By the light of this MS. of the com.
I was able to correct a few errors in the Nirn. Ed. I have
ad_opted the Devanagari recension. Except in a few cases
Raghavabhatta’s text has been kept unaltered. The readings
which 1 thought preferable I have pointed out in the Notes.
As regards the com. I have omitted from it such matter as
I c:.onmdcr.'ed quite unnecessary for the P. E. students. The
variae .lectzones, and what are generally regarded as interpola-
20"5 In the Bengalj recension, have been given separately.

* * T tender my heart-felt thanks to all those learned editors

Wh.O,se works I have consulted in the preparation of this
edition.

Before concluding I muygt freely admit that I am quite
aware of the many shortcomings and defects of the present
edition, and ijt js not without many misgivings about its
success that it has peep offered to the public. * * * Any

suggestions a5 to improvement, corrections &c. will be
gratefully received,

Bombay, September 1898, M. R. KALE.



PREFACE TO THE FIFTH EDITION.

The continuous demand for my edition of the Abhijiiana-

" ¢akuntala is a gratifying proof that it has been favourably

received by the public. Material changes have been effected
in the present (fifth) edition to make it still more useful,
particularly to university scudents who have to read this
play as an examination text-book. At the same time care
has been taken to preserve its original features, and to include
all critical matter that would interest and help the general
reader as well. To keep up uniformity with other plays
edited by me, the Sanskrit rendering of Prakrit speeches has
been here printed as part of the text, the original Prakrit
being printed below. The reader will find this method to be
of great practical convenience. The various readings also
have been given at the foot of each page, the variants of the
Bengali Edd. being given together at the end of the text.
Some unnecessary matter has been omitted from the com.
and some additions made here and there. The English Notes
and translation have been thoroughly revised and recast. It is
hoped that in the present form the edition will be  found
increasingly helpful by those for whom it is intended. I am
indebted to the editions of Prof. Monier Williams and
Prof. Patankar, among others, for much suggestive criticism,
although I have had frequent occasions to differ from them.

Prof. Ray’s Ed. was also useful to me in solving some
intricate  points of Grammar. * * *

Bombay, Fune 1920. M. R. Kace.
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INTRODUCTION
1. THE SANSKRIT DRAMA.!

We shall begin with a brief outline of the general structure
and arrangement of the Sanskrit drama, without a knowledge of
which the technical remarks on the construction of the present
play here, as well as those made in the Notes, will not be
intelligible to the general reader? . Poetry in Sanskrit, from its
inherent nature, as apart from its intrinsic merit, is divided into
two kinds—<gz7 < what is capable of being seen or exhibited *
and =7 ¢ what can only be heard or chanted’. The drama
falls under the first division. ¢ Rupaka’ is the general term in
Sanskrit for all dramatic compositions, which also comprises a
subordinate class called Upa-rypaka. The Rypaka®, which has
Rasa or Sentiment for its substratum is divided into ten classes,
viz. ITH GIHLW ATT: NZEA [SH: ) HATEATHY SNSASHGIIAT
gfd n.  Of the Upa-rupakas or Minor Dramas there are
eighteen species, the most important of which ate Natika, such
as the Ratnavali, the Viddhasalabhanjika &c., and Trotaka, such
as the Vikramorvasiya, etc.

Having thus disposed of the divisions into wkich the whole
of the scenic art is capable of falling, we turn to the principle
of division among the Ruypakas themselves, which is
threefold* —(1) a&g or the Plot of the play, (2) JaT or the Hero

1 The first two sections are nearly the same as thosé
prefixed to the Vik. and the Malav.

2 The information given here has been mainly culled
from the Dasarupaka. The minor particulars not noticed here
will be found in my Sahitya-sara-samgraha ( Nirn. Ed. )

3 vwEEfaaied & IIaEsAY | §OF qEuEREAE
Wrad 1 D-R.; Tasfamdds avg agas fag: | aesddafa.
Natya is another and perhaps a wider term for the drama or
the dramatic art, andis so called because it represents the
different situations in ( the scenes presented by ) life. The sage
Bharata is the founder of the science of music and dramaturgy,
and his work is styled the thya—sdstra. Nataka is also called
Rypa, in as much as it has drigpata or the capability of being
seen, and Rupaka in as much as its subject-matter is represented
by actors assuming particular characters.

4 Fg FqT WRET TEF; |




{2)

and (3) ¥ or the Sentiment. These three are the essential
constituents, nay, the very life-blood, of every dramatic piece.
Each of these we shall succinctly deal with in its order.

( A) VASTU OR THE PLOT.

Vastu is primarily of two kinds : rfasft® or ¢ Principal ’
and smaAft® or ‘ Accessary’.  The Principal is that which
relates to the chief characters or the persons concerned with the
essential interest of the piece, and pervades the whole arrange-
ment. The Accessary is that which appears in furtherance of
the main topic, and is concerned with characters other than the
Hero or the Heroine. This latter is of two kinds, viz., Pataka
and Prakdri. Patgka or ¢ Banner ’ is an episode by which the
progress of the plot is illustrated, furthered or hindered (so as
to give additional interest to it ). ~ It is of considerable length
: ?.nd sometimes extends to the very end of a play. The Prakari
is also an episodical incident—of limited duration and minor
Importance— one in which the principal characters take no part.
Besides these two, there are three other elements requisite for
the development of the plot. These are &Ist or the seed, farg
or the drop, and %15 or the final issue. Bija' is the circum—
stance leading to the ultimate end briefly stated, which, as the
plot develops, bears multifarius results and which is as it
were the seed of the plot. Bindu? is what cements a break in the
plot caused by the introduction of some other incident. Karya is
the final object of the plot which being attained the whole is
ﬁmghed. These five are technically called the Arthaprakritis
(srdwzaa:)

. The Vastu, which is thus divided into five classes, may
again tfﬁ divided into three classes according to the source of its
derivation. [t may be borrowed from history or tradition, or it
may be fictitious or mixed i. e. partly drawn from ‘history and

partly the creation of the poet’s fancy. A Nataka belongs to
the first class, a Prakarana to the second.

AS_ {egards its development, a dramatic plot has five stages
or conditions called Avasthgs. They are—(1) &9 beginning
or setting on foot of the enterprise, (2) @ effort, (3) sreearary

1 eacqifgcesy Aggale faeardgasar |
2 gFauEfa=g? fagmaaaroonm
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prospect of success, (4) fraaifi certain attainment through the
removal of obstacles and ( 5 ) %R obtainment of the desired
object. While these five stages are in progress there must be
some links to connect them with the principal and. subordinate
parts of the main action ( the episodes and incidents ). These
are called the Samdhis or junctures. They are five in number,
answering to the five Arthaprakritis, each of which they join
with its corresponding stage, viz., §& ( Portasis or the opening
juncture ), sfasy@ (Epitasis), 79 (Catastasis), srawst (Peripateia),
and fage (Catastrophe), also called S9wgft or Iv@gR. Thus
the M ﬁkhasamdhi is the combination of the Bija and Krambha,
i. e., wherein the seed is sown, so to speak, with all its Rasas.
In the Pratimukh there is the means ( yatna) to the chief end,
as originally implied by the Bija in the Mukha which herein
sprouts up. In the Garbha there is attainment and no-attain-
ment of the desired end, implying a further sprouting up of the
original Bija. There are impediments, but the main plot gains
ground under resistance. The Avamarsasamdhi is that in which
the seed attains a more luxuriant growth 'than in the Garbha,
being accompanied by Niyatgpti of the end, but whose final
result is postponed further off by fresh impediments of various
sorts, as in the Oakuntala the King’s forgetting of Sak, after
marriage owing to Durvasas’ curse. The Nirvahana or consum-
mation is the harmonious combination of all the aforesaid parts
in the final catastrophe.

The subject-matter, whether historical, fictitious, or mixed
{s from its inherent nature capable of a twofold division. It is
divided into (1) ¥=4, deserving to be suggested or implied only
as being of a dry and otherwise unfit character; and (2) sa%=q,
fit to be represented and heard, as being highly sentimental and
pleasing. The suggestions or implications are made in five ways
fasprws fosismrearsFaarsasd: 1. (1) For fasswq see Notes
Act ITI. (2) i\ﬁam is the suggestion of some incident from behind
the Scenes (Faeq). (3) An sts®mEa' is one wherein is sugges-
ted by the actors at the time of their departure the connexion
between the act finished and the one to be commenced, which
otherwise would look disconnected, as the speech of Kamandaki
and others at the end of the 3rd Act of the Mal-Madh. (4)

1. sswraqrdEERd foasFumdgsTg, |
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SA=FTEaT  consists in implanting the seed of the subject-matter
of an act in the previous act before it has drawn to its close, so
that the act following is a continuation of the one preceding;
e. g., the sixth Act of the gak., the germ of which is cast at the
end of the fifth Act; Mglav II. and Mal. Madh. II. are other
instances.  (5) For yaas see Notes, Act VL.

The subject-matter is further divided into three kinds—
FAXTS or AHT, 5(1eq or &ana and faaased. The last is of
two kinds, strfra® and sq31f%@® ( which are explained in the
Notes ). Independent of these divisions thereis one called
STEHTTATROE (31747 ) or Speech from the Void.

The styles or modes of action (Fwa:) to be followed in a
dnama are four in number, viz AL & (& 413 FeacaTTAST A: |
W R T diaed gfa: g7 Adr 1. Of these the Kaidiki (used
in the Néﬁtiké) consists of music, dancing and love-sports, assis-
ting the development of Sringara, and is delightful by that and
from the fascinating dresses worn by women. ( see S.-D., VI.
124). It has four angas, viz. (1) A or polite pleasantry, (2)
WFEGT ( ot®=w according to D.-R.) or development of Love,
(3) AHERIZ or the distant indication of Love and ( 4) 75T+ or
covert action for the furtherance of Love. (Z4r e amea q=i-
TN AT ATSEAT ALMEAHIAATINA | )

(B) NETA OR THE HERO

The Hero is required to be modest, decorous, comely,
munificent, civil, of sweet address, eloquent, sprung from a
noble family, &c?  Heroes are mentioned to be of four kinds
viz ®iQEw, Hieisa, fiana and fAZ. ¢ Dhirodgtta’ or the
Hero of sublime qualities, is one who is magnanimous, patient,
not given to boasting, self possessed, of firm resolve, whose high
spirit is concealed and who is true to his engagements. We are
not concerned with the other three classes of Heroes here. Each

1. FEEEqIEEsFl aaissaeanaanma: | The distinctions
however, between an Ankdsya and an Ankavatara, is considered
by some as merely imaginary. Vigvanatha actually supplants the
latter by Ankamukha which he defines as that where in one Act
the substance of all the other Acts is suggested

2, dar famar ayTEant 2o fEaT: | waew: gk
waw: ferdl FA1 | AgTcEEeHfasarmeAFaatEad: | qu geaa
T e aifaF: 1 wdaagat sfaqaTa A 9 ||
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of these Heroes may be of one or other of four sorts. He may
be zferor or ¢ gallant’ i.e., equally devoted to many women,
though principally attached to one : or &5 ¢sly i.e. one who
being attached to one lady, covertly acts in a way unpleasant to
her; or he may be g5 ¢ bold’, openly making his professions to
another, and not ashamed even when reproached; or lastly, he
may be SFH * favourable ’, devoted to one Heroine only. The
#iQiarer Hero has eight manly qualities—arar, fasra, argd,
Y, 94, 99, Sife and FeH.

Among the assistants of the Hero the principal is the f139g,
the hero of the Pataka or Episode, clever in discourse, devoted
to his master, and a little inferior to him in qualities. Next
comes the fagu#, his constant companion, whose business con-
sists in the repartees of wit, in helping his friend in his love-
intrigues, and thus assisting in the general dénouement of the
play. Third, and of equal rank with the Vidushaka, is the f4z,
who knows one art only and is thereby useful to the Hero. The
Hero thus equipped may still take into his service ministers of
state and ministers of religion, ascetics, allies &c., as well as
eunuchs, mutes, barbarians (Yavanas) &c. Sometimes there
may be a Rival-Hero called sfqwras, whois avarious, bold,
impetuous, criminal and of evil conduct.

The Nayika or the Heroine, who must be possessed of
qualities similar to those of the Hero, is of three kinds! . She
may be the wife of the hero (&ar), as Sita in the Uttar; or
one belonging to another (34T or 9IFIAT),0r 2 common woman
(|TaT or ATHTIUEHT) as Vasantasend in the Mrich. The qe&AT
may be a maiden or the wife of another. But the latter must
not be introduced as the Heroine in a play? . The maiden’s
love, however, better helps the Rasa, and is therefore the most
favourite theme with many Sanskrit poets. Further divisions and
sub-divisions of the Ngyikg are not introduced here, as they
have very little to do with the construction of the drama. For

1 caran ararorEfa avgom arfaesr far

2 FFaEAl Feawier T AT RIS Fafad | ‘“We may observe,
however, to the honour of Hindu drama, that the Parakiyg ot
she who is the wife of another person, 'is never to be made the
object of dramatic intrigue; a prohibition that would have sadly
cooled the imagination, and curbed the wit, of Dryden and
Congreve.”'—Wilson, Hindu Theatre, Vol. 1. p. 45.
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her assistants the Heroine may have a I@T, ardT, amaar,afaafasr

and others, possessing qualities corresponding to those of the
friends of the Hero.-

(C) RASA OR THE SENTIMENT

Rasa is that lasting impression of feeling produced to his
overwhelming delight in a man of poetic susceptibility by thr
proper action of the Vibhgvas and the Anubhavas, as well as the
Sattvika bhavas and the Vyabhicharibhgvas' . Bhava (Wr3) oe
* Feeling * is the complete pervasion of the heart by any emotion,
whether of pleasure or of pain, arising from the object under
sight. ~ Vibhava (fqam) or an Excitant is that which being per-
ceived nourishes the main sentiment.dt is divided into (1) 4 lambana,
that which is, as it were, the support or substratum of the Rasa—
th; person or thing with reference to whom or which a sentiment
arises—, such as the Hero or the Heroine, and (2) Uddipana or
\Yhat excites or enhances (adds to the development of ) the sen-
timent, such as the moon, the beauties of the vernal season, &c.,
and beauty, decorations, &c. of the principal characters, in the
Case of =M, Anubhgva or an Ensuant is the outward mani-
fe_stat_ion of the internal fecling through the eyes, face &c.. The
Sattvika or natural bhgvas are a sub-division of Anubhgva, and
are mentioned as eight in number— TFEATFTAATST: Sray Jqug-
qu7 | FTLFTAqAEY |, The Vyabhicharis or the Accessaries
are tho_se bhavas which are not strictly confined to any Rasa, but
appearing and disappearing like waves in the ocean, they serve
as feeders to the prevailing sentiment and strengthen it in differ-
ent ways. Sthayibhgva (¥IR ) or the Permanent Sentiment?

s composition is one— the ocean melting all salt into water *
—Which not being interrupted by any sentiment contrary or akin
to its nature occurring at

intervals, converts all of them into its
OWn nature. . Now, a Rasa would prove contrary to another if
the ST or substratym of both were the same But as ==Y

(principal) and &=y (subordinate), a g may be mixed with one
or more others.

I femdvdes mfadedfoafcfn: | o e
TATATIAT T T ) Tag afadwidalasagmaEmg | aaamaar
a7 faurl AEtge | eneraniiteanaia g = frar | sy
faareeg wrayETRaE: o

2 faegdfaegatl wdfafsend 1 2. srowe AueTanE
YT FEUTHT 1
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There are eight Sthayibhavas, fa, gra, S, He,S<ETE, 374,
sareat and fawwa on which are based,respectively the sentiments—
= the Erotic, gRA the Comic, &&W the Pathetic, T the
Furious, 91X the Heroic, waras the Terrible, &19<q the Loath-
some and AT the Marvellous. There is a ninth sentiment,
that of zrFa the Quietistic, having I or tranquillity for its Stha-
yibhava. But it is not suited to dramatic purposes and rarely
occurs as a main sentiment in a drama. Of these eight sentiments
=T and gred, d1¢ and ¥EAT, AT and WATF, and % and
FTT are akin to each other, as they proceed from the same con-
dition of the mind. As we are here mainly concerned with the
Erotic, that being the prevailing sentiment in Kalidasa’s plays, we
will say something about it here. =TT is mainly divided into
faweer or Love-in-separation and §WIT or Love-in-union. The
former, the Dagarupaka sub-divides into two kinds, sI@WT the
Non-consummation of Marriage, and fa9@iw the Separation of
the lovers decp in love after marriage. The former which arises
from the dependent position of one or the other of the parties
or through distance or through the intervention of adverse fate,
has ten stages, afwety, fa=a1 &c. mentioned in the com.;
fe=ar occurs through AT, 991d or some such cause; HIT ‘jealous
anger,” arises from a breach in the duties of love (¥uasw) and
may be on both sides ( the Nayaka, however, is rarely Mam ).
This ¥ has several varieties such as $sata™, stATAFAE &e.
It is capable of being dispelled in six ways—aT=T WaA TEA
T IATLEAL :—and is called %, @9 or AAH according to the
greatness or the smallness of the effort required to make the
Nayika give it up. @wWrTis when the two lovers are in the

enjoyment of each other’s company, engaged in looking at each
other, kissing each other &c.

(D) THE GENERAL CONDUCT OF THE NATAKA

Every dramatic piece opens with a Prelude or Prologue
(A1) which is itself introduced by what is called the Nands.
This Nand; according to some must suggest the gist of the whole
plot. _The Sutradhara may sometimes retire after the recital of
the Nandi, in which case another actor, called ¥a1a® (for he
establishes as it were the topic of the play ), takes his place. Ia
the Prelude which may begin with a brief allusion to the poet'n
literary attainment, his gencalogy, &c., the Sutradhara or th s
Sthapaka suggests the subject in the form of the Bija, or by ¢
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simple beginning, or by naming the charac?ter abqut to enter, as
in the Sﬁkuntala. He must please the aud{ence with swet_et sox_1g.s
descriptive of some season and couched in the Bharati Vritti,
The srEqTEFT is of two kinds—(1) Sr==T as in the Ratn. and (2)
ATIH,in which the Sutradhara holds conversaf_u?n with the actress
or his assistants, bearing on the subject to be introduced. This
latter is of three kinds, of which one is SFRTIFTar. When the
entry of a character is directly indicated by the Sutradhara,
saying ‘Here he enters’, that is Proyogatigaya,

The Prelude being over, the piece is commenced, being
hereafter arranged and exhibited in the manner indicated in the
three foregoing Sections. The whole matter should pe well
determined and divided into Acts and Scenes, A Nataka may
consist of from five to ten acts. The Hero should be of the
Dhirodatta class, The Sentiment should be AT or 1T (or
Sometimes %/ ), others being introduced as conductive to its
development. Nothing should be introduced into the play which
either misbeseems the Hero or is discordant with the main senti-
ment.  An Act must not be tiresomely long, should be full of

rding to necessity,

Such incidents
3 journeys, massacres, wars, &c., should not be represented in g

play; they may only be indicated. The death of the Hero must
hever be exhibited. Thig accounts for the somewhat monoto-
nous character of Sanskrit plays, and the absence of tragedies in
Sanskrit.! The play should end, as it began, with a Benediction

e T
1 Wilson observes—_¢ They ( the Hindu plays) never offer

a calamitous conclusion, which, as Johnson remarks, was enough
to constitute Tragedy in Shakespeare’s days; and although they

man breast, terror and

by leaving 2 painful

impression upon the mind of the spectator.. The Hindus ip fact

have no Tragedy......The absence of tragic catastrophe ‘i the
Hindu dramas is not merely an unconscious omission; such a cata-
strophe is prohibited by a positive rule. The conduct of what
may be termed the classica] drama of the Hindus is exemplary
and dignified. Nor is its mora] purport neglected; and one of their
i to ancient and modern
poetry, that the chief end of the Theatre s ' to disguise, by the
insidious sweet, the unpalatable, but salutary bitter, of the cup.
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or prayer, called the Bharatvakya, which is repeated by the
principal personages and contains an expression of the wisnes
for general prosperity and happiness. The Unity of interest or
action must be maintained throughout. As regards the language
to be used in a piece, the Hero and the higher characters speak
in Classical Sanskrit, while female and other minor characters
speak in the different Prakrit dialects.

The student will see from the foregoing sketch, that the
characteristic pecularities of the Indian drama are mainly three—
(1) its pecular structure, (2) the absence of the distinction
between Comedy and Tragedy and ( 3) the diversity of language
to be spoken by the characters. The above-mentioned general
characteristics of a Nataka belong with certain modifications,to the
other divisions of the Rupaka as well. Of these we may notice
here the Prakarana and the Trotaka. The plot of a X% should
be fictitious and drawn from real life in a reputable class of
society. The Hero, who must be #fix¥xFa, may be of mini-
sterial rank or a Brahmana or a merchant (Vaiya). The Heroine
may be a maiden of a noble family or a courtesan. The most
appropriate sentiment is the Erotic. Gamblers and other low
characters should be introduced. There should be ten Acts. The
Mal-Madh. and the Mrich. belong to this species. A Trotaka
may consist of 5, 7, 8 or 9 Acts. The characters to be represen-
ted should celestial as well as human, as in the Vikramorvasiya;
.the Vidushaka should take a prominent part in it and be present
In every Act. The prevailing sentiment should be s=TX. In
other particulars it does not differ from the Nataka.

Il KALIDASA.

(A) HIS LIFE, WORKS AND POETRY.

- His life : At the outset it must be admitted that we have
absolutely DO trustworthy information regarding the personal
history of Kalidasa, by universal consent the greatest of Indian
poets.  The curiosity of the querist who would ask— Where and
w.hen was he born ?’ ¢ Who were his parents ? * ¢ When did he
die ?” &c.—must ever remain unsatisfied. The poet has studi< -
ously observed complete silence about himself in his works. Read

them howsoever we may, we find no allusion, né incident men-
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tioned that may directly shed any light either on his personal
history or any remarkable event of his life. In the words of
Hazlitt © he was the least of an egotist that it was posible to be.’
His poetical productions alone stand as an immortal monument of
his surpassing poetic excellence. And we must content ourselves
with gathering what little information we can about a poet of such
world-wide repute from external sources, and a few incidents
found here and there in his works, which mav be supposed to
have a distant bearing upon the history of his life. Reserving for
another section the question of the date of the poet, we proceed
here to state the few facts that can thus be known about him. A

time-honoured tradition, supported by internal and external evi-
dence, associates the name of Kalidasa with that of the epoch-
making king Vikramaditya of Ujjayini. The keen interest and
admiration with which the poet describes the Mahakala, the Sipra
and other beauties of Ujjayini, unmistakably point to the conclu-
sion that he must have heen a native of that city. And the
various covert references to the name of Vikrama in fully
eulogistle terms, which are doubtless meant to immortalize king
Vikramaditya, are inexplicable if that monarch be not regarded as
the poet’s patron. Kalidas also betrays considerable acquaintance
with court-life in his works. This circumstance, coupled with
the fact that there is no allusion in his writings to the goddess
of wealth having ever frowned upon him, shows that he was in
_aﬁ’fuent circumstances, and had not the misfortune of ever drink-
ing the bitter cup of poverty. He was a Brahmana by caste and
was a devout worshipper of éiva, though by no means a sectarian.
He seems to have travelled a good deal at least in Northern India.
Fo_r,'as Dr. Bhau Diji remark s, he is the only poet who describes
a hvu:.lg saffron-flower, the plant of which grows in Kashmir. His
graphic description of the Himalayan scenes looks very much like
that of one who was an eye-witness. Unlike Bhavabhuti and
many other brother-poets, he appears to have enjoyed great popu-
larity during his life-time. He was * an admirer of field-sports,
and describes their beneficial effects with the exactness of a true
Sportsman’. Though fond of pleasures, he was not the unscru-
pulous voluptuary he is supposed to be by some critics, as is clear
from the many noble sentiments expressed in the- Sikuntala (cf.
aftdudd 93Fea &c. Sik. V. and our note ad loc.) It also
apeears from the same play that he was against love-marriages,
though always actuated with the most generous sentiments towards
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the fair sex. His works bear further testimony to his considerable
acquaintance with the Vedas, the philosophy taught by the Upani-
shads, the Bhagavadgita,the Puranas, the systems of the Samkhyas
Yoga and Vedanta as propounded by Badardyana, Medicine and
the rudiments of Astronomy. Beyond these few facts nothing is
known for certain about our poet at present. A few conjectures
have been advanced as to some other particulars, but to test their
gorrectness or otherwise falls within the province of the antiquary.

His Works : The poet’s silence about himself in his works
gave an opportunity to many unscrupulous inferior poets to father
their own works upon him. The following is a list of the works-
generally attributed to him :— (1) Trgraw  (2) frradTa (3)
wEaeT faf (4) AT (5) FAEWa (6) wuga (7) FeaRA<-
2T (8) HgEas (9) swarad (10) Feaoreaa (1) FEEA
(12) FreqarestesI: (13) and (14) two wswreds (15) FTFIT
(16) =fssrveses (17) w=tea (18 ) sifafaarer (19)
geEaTeT (20) AwiEd (21) FARAATET (22) geTaTfasTE (23) AHTE-
T (24) and (25) two wErTSEEs (?) (26) #gTTEwes® (27) TEAH IR
(28) TrEgTEn (29) wedEad (30) wywa (31) fagfawedea (32)
grarmFEa (33) damAreAr (34) afesfzar (35) yEmiEEw (36)
reTeaTeEF (37) gETarE (38) wHeEes (39) Haad (40)
FoEm T T and (41) ¥gara. Of these the first six are acknow-
ledged by all critics to be undoubtedly his. (7) is not yet discovered,
but is known only in a quotation by the Kashmirian scholar
Kshemendra in his @ifaeafa=sicaal. The authorship of (8) is
Sc'>mc.what doubtful; while the remaining ones are certainly to be
dismissed as the productions of other poets. In Sanskrit literary
history there have been many poets who bore the name Kalidasa,

and at least three were known to Rajadekhara who wrote ISt
ST g wrferarel 7 Ffad | gen afedgrd siferer faeg 1.
It is possible, therefore, that other Kalidasas than the author of
the Raghuvamsga are responsible for the trifling pieces mentioned
above. Here, therefore, we are concerned with the first six only.
The most convenient and reliable method of studying the develop-
ment of a P(}ﬁt’s mind and its relation to his productions would
be to read his works in their chronoiogical order. But we have
110_ external evidence. whatsoever, to ascertain the chronology of
Kalidasa's works. It must therefore, be based wholly on internal
evidence. Judged as such the works would stand in this order—
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Poems—FA1<o, ¥gd and Tga@; Plays—areo, famdto and
agra@; or, both indiscriminately, as—FHATo, Hqrefasto, fa=mTo,
Aeed, Agw and T, Space will not permit us even to refer
to these briefly. We will only remark in passing that the last
three are the outcome of the poet’s matured poetic facilties and
riper years. Of these we shall deal fully with the Sak.in a
separate Section.

His poetry :—Kaliddsa is indisputably the greatest master-
mind in Sanskrit Poetry. His genius has been recognized in India
from very early times. He has been and will ever be enshrined
in the hearts of his countrymen as the Prince of Indian poets.
Most Indian successors of Kalidasa have expressed in suitable
words their admiration of the poet who stood far ahead of
them in the perfection of his art. Thus Banabhatta, the famous
author of the Kadambari, speaks of him in the following words :—

fartarg 7 a1 we Fifeame gl
sifar e weetg Aeadftas s |

“ When Kalidasa’s sweet sayings, charming with sweet senti-
ment, went forth, who did not feel delight in them as in honey-
laden flowers ?” Kumarila, who flourished about the first half of
t}lf eighth century, has quoted with approval the passage from the
Sakuntala, “ gai fg §3gTRY, aEqY THHTFETT: ' There
is a Subhashita which says :—

gar FAMT TUAE R FiAcswmIstaftsaamioamT |
FATfe TAAFACATARARET Arsqadqr T9F 1)

“ While once the poets were being counted, Kalidasa (as
being the first) occupied the last finger. But the ring-finger
remained true to its name (ﬂﬂTf‘lTEFru—unameless ), since his second
has not yet been found ( by whom it can be occupied ).” Pandit
Govardhanacharya thus speaks of our poet :—

H T T Mt fartnvss fras s |
frermasta v wetemfoa@Ed |

“ Two things only, viz. love-sport and Kalidasa’s poetry,
delight the heart even at the time of instruction, as they consist
of the sweet, tender and touching words of a sportful girl,
Almost every Pandit has in his mouth the following memorabie
verse :—
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FEAY ACH TX T TG TN |
gafa o agAisSHwT IO IHAgsEaH 1l
‘ Among Kavyas the drama is the most charming. Among
dramas the Sikuntala is specially charming. Even there the
fourth Act is the best. And lastly, four glokas! therein are
especially most beautiful. > The highest place is assigned to
Kalidasa among poets for the construction of happy similes when
it is said—
I FIFFTEE AIATANNEA |
Zfog: qeerfed wma &f =@ spom: |
Among later writers, Jayadeva has called our poet EE'ﬁI'WE
¢ the lord of poets’ and the faaTH or ¢ graceful play * of the Muse
of Poetry.? While a Subhashita current among Bengali Pandits
bestows similar praise by means of the following quaint
metaphor :—
eI TR A St
AT wfam g gaad swferw @ |
g RgRaftRrad aKETE
ATGHON TASHAIT & T A AT 11
“ Poetry was the sporcful daughter of Valmiki and having
been educated by Vyasa, she chose Kalidasa for her bridegroom.
She was the mother of Amarasimha, Magha and Dhanika. But
now, old and decrepit, her beauty faded, and no longer wearing
ornaments, her weak feet slipping as she walks, with what (low)
people has she not had to take shelter ! ”’
That his countrymen place him af the head of all the Sanskrit
poets, unparalled and unsurpassed by those who have preceded or

followed him, is natural enough; but he has evoked spontaneous
outpourings of praise and manifestations of admiration from fore-

ign scholars and poets who had access to his works either dire-
ctly or through translations. Goethe has voluntarily bestowed the
highest meed of praise on him—so much was he enraptured by

1. They are :—— a7 TFT &c.; AR T[& &e.;
Ffead) wq: tored &c.; and WeAT fAUT SgTARgETET &c.;
2. ATy g9 Sfagens: wferml faom:
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the charms of Kalidasa’s muse and struck with his poetic genius.
‘This is what he says about the Sakuntala'—

“ Wouldst thou the young year’s blossoms and the fruits of
its decline,

And all by which the soul is charmed, enraptured, feastéd,
fed ?

Wouldst thou the earth and heaven itself in one sole name
combine ?

I name thee, O Sakuntala, and all at once is said.

When we remember that Goethe himself was the greatest poet
of Germany and one of the greatest of the world, we realize the
importance of his estimate of our poet. The well-known philosopher
and traveller, Humboldt, pronounces the following judgment——
“ Kalidasa, the celebrated author of the Sakuntala, is a masterly
describer of the influence which Nature exercises upon the minds
of lovers. Tenderness in the expression of feelings and richness
of creative fancy have assigned to him his lofty place among the
poets of all nations. *’ The celebrated critic, Schlegel, has also
assigned him a very high position amongst the glorious company
of the ‘Sons of Song’. Several eminent orientalists have also
offered their tribute of praise to our Indian Shakespeare, as
Sir William Jones was the first to call him——the very comparison
of Kalidasa to Shakespeare is the highest form of eulogy that could
be bestowed upon him by foreign critics. Sir Monier-Williams,
while writing about the Sakuntala, thus expresses himself :  No
composition of Kalidasa displays more the richness of his poetical
genius, the exuberance of his imagination, the warmth and play
of his fancy, his profound knowledge of the human heart, his
delicate appreciation of its most refined and tender emotions,
his familiarity with the workings and counterworkings of its
conflicting feelings—in short more entitles him to rank as the
Shakespeare of India. ” Prof. Lassen calls him ¢ the brightest
star in the firmament of Indian poetry.

We thus find that K3
the hearts of all alike. No
Kalidasa which establishe
honour which is thus bes

lidasa has established his sovereignty in
W it may be asked, ¢ What is that in
s his undisputed claim to the highest
towed upon him ?* Unless this question

1 As translated from the German by Mr. E. B. Eastwick.
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is satisfactorily answered, Kalidasa’s merits as a poet cannot be
said to be determined. Hjs poetic genius. has brought Sanskrit
poetry to the highest elegance and refinement. His style is
peculiarly pure and chaste. It has ° neither the laxity of the
Purdnas nor the extravagant colouring of later poems.’ Itis
unartificial and is characterized by brevity consistent with perspi-
cuity. An unaffected simplicity of expression and an easy-flowing
language mark his writings, which are embellished with similes
unparalleled for their beauty and appropriateness, and pithy
general saying. His diction is marked by the absence of long com~—
pounds, involved constructions, overwrought rhetoric, and artificial
puns. Kdlidasa excels other poets in his description of the
sublime and the beautiful. It is a principle recognized by all
modern critics that ¢ Nature must be the life and essence of
poetry,” and in respect of this, Kalidasa may be said to be essen-
tially a poet of Nature (of course in the limited sense of the term
which it is possible to attach to it in those times of gay luxury
and general prosperity). He describes with most effective touches
the gorgeous scenery of the mountain Himalaya—its snow-clad and
mineral covered summits, the peaks where sunshine ever reigns, the
fragrant and cool breezes blowing there, the wilds with the hunters,
the musk deer, the potent herbs shedding lustre at night, the
chamara deer, the Manasa lake &c. : and his description or the
Ganges and the peaceful hermitage life is very striking and life-
like. His descriptive powers are great, and some of the scenes in
the Sak., the Megh., and the Ragh., are so enchanting as to hold
his readers spell-bound. And as regards tafasrex, the kind of

poetry which suggests even more than what it expresses, he is a
master of acknowledged skill.

(B) KALIDASA AND BHAVABHUTI.

The only dramatic poet whom we can compare with Kalidasa
is Bhavabhuti; and although as a poet on the whole we must
place Kalidasa above Bhavabhuti, as a dramatic poet the palm is
certainly disputed with him by the latter. Nay, the tide of opi-
nion among the Pandits once ran so high as to decidedly declare
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in favour of Bhavabhuti as the author of the Uttararamacharita.!
These two poets are justly regarded as the leading dramatists in
Sanskrit. Both are most original poets gifted with genius of the
highest order. Both are masters of the natural style of poetry,
and both are equally happy in their choice of words. True that
Bhavabhuti’s style is rather elaborate and in a few places marked
by long compounds; but in that the poet was unconsciously yield-
ing to the tendency of his age. If Kalidasa has more fancy and
imagination, Bhavabhuti is more sentimental and passionate.
Kalidasa excels in depicting the sentiment of Love (JZTY), while
Bhavabhuti is in his element when depicting the sentiments of
Pathos (F%7) and Heroism (1%). Neither, however, is much in-
ferior to the other in depicting what may be called the other’s
forte. As Dr. Bhandarkar remarks, ‘the former suggests or
indicates the sentiment which the latter expresses in forcible
language’. In the language of Sanskrit critics, Kaliddsa’s rasa is
conveyed or. abhivyakta by the lakshya or vyangya sense of words,
while Bhavabhuti’s is conveyed by the vachya sense. Kaliddsa’s
may be described as the synthetical method of poetry, as opposed
to Bhavabhuti’s which is analytical. We shall give a few
quotations in illustration of what we have said above. When
Dushyanta sees Sakuntala after love has wounded his heart,
he simply says—‘ &F = FAMSE '; but compare Bhavabhuti
(Mal-Madh. III. 16 )—
afawwiga qren divedae 73 wftw 53 9 Fashaa fnid
AT §F FERARANT TR TATAATAGAT TR Fera: |
Here the feeling is the same, but different forms of it are

described. Compare the scene between Dushyanta and Sakuntalz

when left alone, with what Madhava says when Malati embraces

him in the disguise of her friend Lavangika—

TEigaeara fAfawa gaiadiew
Ry dAgagg e ¥ |
Ty g iaraaa g ra—
e amnoetgfEt: 1 (V1. 12)

1 Cf. the memorable line S TH=fRY wanfafafarsaa | For
an interesting anecdote which makes the two poets exist contem-
poraneously with each other, see Dr. Bhandarkar’s preface to the
Mal.-Madh, pp. x.—xi.
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Compare also, and as an instance of Bhavabhati’s forcible
style, the first effect produced on Madhava on seeing Malati.
He says—

sfBadta: TFeagmiaa:
JASTAAFEATANIAE A T A |
farasa mgufamgmigEA
foF: Asamadteafa w aw a3 0 (1. 30).
Compare further the meeting of Dushyanta and Sankuntala
(Act OIweqg | Wigarfa &c.) with that of Madhava and Malati—
(a7 sfama: &c. ) Araa:—— (Frasd) soafq afegeaq &c. I
gaq &c. VIIL 1, 2. Again he says—sify fAzqQd-—
seafaa e saTeaRERfargRiameRa T
AR g e fraaeataawfrgretaTm:
and

T faom wemfredaaaE-

wa *fa: faag Feaeivs amw o (VIIL 4.)

We have drawn upon the Mal.-Madh. because like the Sak..
it is a love-play'. It may be, as Dr. Bhandarkar remarks,-that
Bhavabhuti has modelled the love of Madhava and Malati upon -
that of Dushyanta and Sakuntald. But the love of Maidhava. is
more ethereal than that of Dushyanta and perhaps Bhavabhuti as
a poet is more ethereal than Kalidasa. Bhavabhuti’s delineation
of the sentiment of pathos is simply unparalleled (Cf. F59q
WA JQ ). As a poet of Nature and as a describer of the
plcturesque he is not inferior to Kalidasa. The plays of Kalidasa
on the whole do not much aim at giying a realistic picture of
the life of the society of his times; Bhavabhuti’s do. The
characters of Kalidasa are more romantic and idealistic in their
conception; those of Bhavabhuti are more realistic and varied.

1 Marathi students will do well to read M. Chiplunkat’s
essays on the two Poets.
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