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FOREWORD.

In a classical passage describing the completion
of his great life-work Gibbon says: ““‘But my pride
was soon humbled, and a sober melancholy was
spread over my mind, by the idea that | had taken an
everlasting leave of an old and agreeable companion,
and that, whatsoever might be the future date of
my History, the life of the historian must be shert
and precarious”. To compare small things with
great, I had the same feeling of melancholy as I
was writing the last lines of this two-volume study

.af Kalidasa. My noble friend Mr. T. K. Bala-
'\'E-u.brahmanya lyer was cager to publish the study
as a revelation of Indian culture, just as he has been
always sager to advance the cause of Indian culture
in all other ways. He has now completed the task
of publication and 1 render my sincere meed of
nhankful admiration to him. Kalidasa was the
per[ea summation and self-expression of a free and
wnited and dynamic and prosperous and spiritual
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India, and a loving study of his genius will help us
to achieve the regeneration of India and to reseat
our beloved Motherland in her throne of glory.

Madras. K. S. Ramaswamy Sastri.



€hapler.
I Kalidasa as a Master of the Asthetic
11 Characeristics of Kalidasa's Poetry
111 Kalidasa as a Dramatist
IV Kalidasa's Limitations
V  Kalidasa as a Poet of Nature
VI Kalidasa as a Poet of Beauty
VIlI Kalidasa as a Poet of Love
VIII  Kalidasa's Ideals of Boyhood and
Education and Manhood
IX Kalidasa's Ideals of Girlhood and
Education and Womanhood
X Kalidasa's Ideals of Social Life
X1 Kalidasa’s Political Ideals
XI1 Kalidasa’s Spiritual 1deals
XIIl Kalidasa's Portraiture of Indian
" Civilisation
XIV  Valmiki, Kalidasa and Tagore
XV Kalidasa’s Inflaence on the World’s

XVI

CONTENTS.

Literature
Conclusion

Page.

1
30
93

121~
128
168
170

199

214
227
242
277

302
315

327
333






—RALIDASA
His Genius,
Ideals and Influence.







CHAPTER L

Kalidasa As a Master of the ZEsthetic.

IN this volume I shall present Kalidasa's geniué
in its many-sided glory and show how he was
one of the most perfect incarnations of the Hmdu
racial genius. The first and foremot characteristic
which we mu# remember in regard to him is that he
had a soul finely attuned to beanty and had a keen
.Perception of ssthetic loveliness and delight. 1
shall deal in this chapter with his comcept of the
asthetic and his vision of beauty in art, In my work
on Indian sthetics, | have attempted to show the
Indian @sthetical concepts and incidentally referred
to Kalidasa's contribution to Indian Asthetics,

The /Esthetic is a late arrival in the coutse of
human cmllsatxon Prumtwe art is naturai sponka-
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neous and unconscious. But in the later art which
is the produc of human civilisation and refinement
the personality of the arlist is an ever-increasing
factor and is consciously creative. In lyric and ele-
gaic poetry it is everything. In narrative and epic
poetry and dramatic literature it is apparently with-
drawn from the work of art butis none the less a
pervasive though silent influence. It is not true to
say that ‘as civilisation advances poetry almost ne-
cessarily declines’. That famous dictum of Macau-
lay is a sparkling untruth. There is certainly a diffe-
rence between the instinct of wonder in early civi-
lisations and the emotion of wonder in highly deve-
foped -civilisations. The poet is at all times ‘‘a priest
to us all of the wonder and bloom of the world. "’
This perception of beauty and bloom loses something
but gains more as we pass from racial youth ‘ta
racial maturity. Poetic emotion is an exaltation of
human nature above its ordinary levels in life. The
surge of emotion causes a surge of expression.
The nature and force of the surge change as
civilisation advances. ldeals of beauty in life and
in speech undergo a transformation. But the facuhy
of wonder isa deep-seated power, and culture
does not kill or even harm it though it gives it a new
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tarn and a new intensity. /Esthetic utterance
through figures of speech may have diversities of
note in the early and later life of nations. But rich
and radiant and rhythmic utterance is of the most
intimate essence of life, and men will never tire of
beauty and love and joy.

The note of estheticism is introduced by the
conscious colouring of ordinary human emotion by
the play of a poet’s personality. Such zstheticism
becomes more intensive as the complexity of
civilised life increases. Let us take theart of
dancing by way of illustration. Primitive dance
was a delighted play of limbs due to the surge of
feeling in the heart. But civilised dance rejoices in
conscious poise and pose and symmetry and aims at
expressing sentiment and emotion by the silent but
eloquent poetry of rhythmic poetry of movement,
Similarly style in literature and painting and music
and other fine arts, being the expression of persona-
lity, will vary from age to age as the racial perso~
nality as well as individual personality which is co-
loured by the racial personality while having its own
original force undergo transformation. Style is the
individuality of expression due to individuality of
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outlook and feeling.  Buffon said well Le style:
c’est homme (the style is the man). Nay, the style is
the race as well as the man. Style has been welt
described as * the imprint of humanity on nature '
and as * the embodiment of the ideal.” It is the ex-
pression of Individual and Racial personality in art.

In short, Art is as permanent as Beauty and
Love and Joy. /Esthetics treats of the theory and
pragtice of art. Man can no more live without
FEsthetics than without Erotics. The emotion of
human love is one of the primary impulses of human
nature. But civilised love is more restrained, self-
conscious, and volitional than primitive love, and
aims at adjustment of worthy means to worthy ends.
It seeks not only delight and fulfilment but also re-

finement and grace and sanctity. The same tendengy
is. observable in Art and Esthetics as well.

The real nature of beauty has been a puzzle,
though all men and women feel its charms and
poets and artists realise its fascination more keenly
and render it more effectively than others. The
loveﬁness of lines and curves, the glory of tints, the
s\yeetness of melodies and the subtle delights of
words and ideas are as wonderful as the glories of
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sature and the charm of human_ loveliness. Our
first initiation into beauty comes from nature with
her spacious firmament on high lit with sun amd
moon and stars, her glories of sea and earth, the.
cofourcd tapestry of flowers, the forests w1th thelr.
tmglmg silentness, the rivers bearing their gxfts of lee
and lovelmess and the mountains communing with
the sky. It has been well said that Nature is the
Art of God. The next mltlatlon comes with the’
dawn of love and the joyful realisation of the sweet-'
ness of all looking at us with human eyes. Our
next initiation comes when art blossoms in our
hearts and fills the universe with “‘a light that never
was on sea or land, the consecration and the poet's
dream.”  Our supreme realisation comes when we
somehow thrill to the call of the Infinite and we
kave divine intimations ‘‘of that fair Beauty which
o eye can see and that sweet Music- which no ear
can measiire.”

We cannot ascribe the sense of beauty to a
mere rich riot of youthful blood. Itisin many
cases even more poignantly felt in age than in youth

and gives to our older years its consecrated charm.
It visits:—
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.““This various world with as inconstant power

As summer winds that creep from bower te
bower.”

The deliberate curves and tints of a lotus petal and
its soft touch gentle like an impalpable strain of
music fills us with a mysterious yearning and delight
no less in age than in youth. A gentle melody or a
rich idea of poesy thrill our worn-out frames as
ectatically as our youthful bodies.

The sense of beauty is not an intellectual pro-
cess. It is something deeper, richer, fuller and
more fundamental. “‘ The vision and faculty divine”
does not work by methods of logical analysis. It
has no need of premises, syllogisms and conclusions.
There is a spontaniety about its arrival and its de-
parture. *~ Suddenly it bubbles over from some uf-.
known inner spring. All that we need is a general
purity and nobility of cultural life and a wise recep~
tiveness and passivity and quietude of spint. Then
the vision of beauty flashes out on us in an unfore-
seen way from unexpeced places.

I
Such a sense of beauty has no low earthiness
abeut it at all. It belongs to external things but the
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clement of acquisitiveness is not there as i our
economic relation to life. It belongs to sex but
there is no sexual element in it. These other aspects
are‘accidents in temporary connection with it. It is
“like a tar and dwells apart’”. It is without any
touch of acquisitive or reproductive passion. It does
not arouse our sense of proprietorship and there
cannot be any eftate of fee simple in it. Itis felt
as much in lightnings and Storms and conflagrations
dangerous to life as in smiling fields and gentle
streams. It summons us out of our petty imprisoned
life into the larger freer life.

Thus the sense of beauty, my&erious and baffling
and even apparently whimsical as its movements are.
is the deepest thing in us all. It charms the young
and the old and is independent of age or sex or
wealth or power. It is one of the surest proofs of
the immortality of the soul. It is the soul’s
perception of “the light whose smile kindles the
universe.” There is also an element of ante-natal
reminiscence in it. Kalidasa has brought out this
truth in his world-famous verse in Act V of Sakuntala

Garfo digs AYTE AP TR
qiig‘ﬁ? ‘Tif\ﬁ ﬂigﬁaarsﬁ u‘ag‘ \
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aaar WU qAwaraqd
wiafstafh sawFatE g |

(The reason why a happy man, when he sees’
beautiful things or hears harmonious sounds, becomes
full of a vague melancholy is that his ante-natal com-
panionships rooted in his emotional nature are re-
membered by him without their rising to the surface

of his consciousness).

CFurther, beauty implies unity in diversity,)
rhythm, harmony, proportion, balance, symmetry and
other elements of charm and attractiveness such as
colour, form, brightness, expression and grace. It is
not possible to weigh these elements against one
amother and establish a scale of degrees as amongst
them. Such a self-dissection of the imaginative per-
ception of Beauty is a task which is as distasteful as.
it.is futile. All the abovesaid elements and many
athers are necessary constituents of Beauty, some of
them being outer decorations and others being inner
graces of spirit.  But the essence of Beauty is else-
where. Beauty is the outer vesture and manifestation
of the divine Bliss which is at the heart of things. It
is this Bliss which blossoms as Beauty in the outer
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réalm of ereation and as'Love in the inner realm of
emotion. Beauty calls us out of our lower self inte
the higher self and this ascent from the lower self
into the higher self is called Love. When we see
and love Beauty we become one with it in mind:
and attain a liberation of the higher self in us. In
short the sense of beauty is the call of God to us
from life to life. The cry of the soul for the Over-
soul is the heart of our longing for Loveliness.
That 1s why we seek not to possess Beauty but to be
possessed by it. Acquisitiveness is the call of Death;
self-surrender to the Infinite is the call of God.
Visible beauty is the symbol of the Invisible Glory,
and its call is the voice of God and our love of it is
the ladder leading to our love of God.

« From beauty we pass naturally to Art. Art
is - the outer expression of our inner vision and
realisation and enjoyment of Beauty. It includes
comprehension as well as creation of Beauty. lts
organ of perception and activity is the imagination.-
The opposite of the imaginary is the real and not.
the true. Imaginative truth is as true as the truth
of reality. Art is one of the earlie® and mo# natural
activities of man. But for high art the new evane-
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scent vision of Beauty is not enough. It requires
knowledge of artistic technique and tradition ; it
needs a rich ftrenuousness of the inner life ; and it
demands a dedicatedness of spirirt.  Mere amteur-
ism or soulless professionalism in art can never lead
to great and lasting achievements. A true artistic
temperament is its own judlification and its own
reward. The joy of it is in the visioning and dreaming
of beauty and in the expression of it through the
media of art. Art is thus a calm record of a quiver-
ing ecftacy. This element of calm is absolutely
needed to work the fir@ careless rapture into a lasting
and final work of art.  The rich throb and riot of
cmotion must give place to a chaste and holy and
austere and dedicatedness of word from which alone
can rise the secondary rainbow of Art from the
primary rainbow of Beauty which itself is enkindled
by the Sun of Divine Glery. The great foe of
Art is conventionality. Each beauty-loving and
artistically endowed soul must look out on the world
with its own inner eyes, trained no doubt by the
past but eager to see things as they are and for its
own delight. Hence it is that the unrestrained
spontaneity of love of beauty has to be wrought into
the restrained spontaneity of love of art. Art re-
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quires an austere economy in expression for the
purpose of achieving maximum of effe® with the
minimum of means. It requires a daily cultivation
of taste aad a frequent assay of expression. It is
from such an attitude of mind that there comes the
power of secondary creation—an image and an echo
of the divine power which has fashioned the things
of beauty which are a joy for ever. The autono-
mous imagination of the artist partakes in a minor
measure of the grand creative power of God.

The nature of man being a unity, art must
exist for the whole of man and cannot exist for its
own sake.  Trath is as much goodness as it is
Beauty. Beauly is the bliss-aspect of Truth while
goodness is the law-aspect of Truth. Artis the
expression of essential beauty in.things and must
th'érefqre be in harhmuy with T;uth and Goodness.
It is creative because it belohgs, like Truth and
Goodness, to the realm of values, and 1t is the func-
tion of idealism and creativeness to emphasise Value
and to declare and cause an ascent of values.

ZEsthetics aims at revealing to us the nature
of the Beautiful and the significance of the arts and
of @sthetic values. Qur Love of beauty is different
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from our faculty of knowledge and our surge. of
deslre There is a real element of disinterested,
detached, lmpersonal emotion in it which dxstm—
guishes it from the intellectual attitude and the practi-
cal attxtudc of the mind. 1f Art creates a world of
its own, /Esthetics charts the new creation. Mr,
A. C. Bradley says: * Its (Ari’s) nature is to be
not a part, nor yet a copy, of the real world
{as we commonly understand that phrase) but a
world in itself independent, complete, autonomous.”
Mr. T. A. Richards says equally well: *“The
arts are our storehouse of recorded values. They
spring from and perpetuate hours in the lives of
"exceptlonal people, when their control and command
of éxperience is at its highest, hours when the
varying possibilities of existence are most clear‘y
scen and the dxﬁerent activities which may drise
‘are most exqu:sltely unvelled hours when habitual
‘arrowness of mtercsts or confused bew;lderment
at "rcpfaccd by an mtncqtely wrought ‘composure.”
Such is the real nature of Beauty and Art and
[Egthencp In India their essential being was reali-
w:ﬁx true mslght and cn;oyea thh a pure and
mtcme delxght. in lndun art the aim is to see and
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show the play of the Divine in and through Man
and Nature. The Indian is sure of the reincarna-
tions of the human spirit until it achieves seli-trans-
cendence in and by attaining unity with the Divine
spirit.  He is not hence entirely engrossed with the
present. He is not a blind worshipper of the ever-
aging evanescent human body but knows its value as
the golden ladder of the higher life. He realises and
uses the present as a symbol—nay, as a tabernacle of
Eternity. He knows that God is immanent in every-
thing and so he realises the unity of all creation in God’s
Eternal and Blissful Being. To him God is omni-
presence as well as omniscience and omnipotence.
He thus aims at realising the Ananda (Bliss)
which is at the core of things and his creativeness in
Art is but the surge of this spirit of Ananda in him.
The beauty of Art, like the beauty of Life, is pro-
_portionate to the free play of this bliss of the soul.
The Indian arti&t i under the sway of a pauionate
‘pulse to remind Man of his divme origin and
‘natare and degting. His reward is the aWakenmg of
‘the Ananda which is latent in n‘nan and 1s’ dbschrcd
by incessant toil and worldly &csu‘e Uikey’ u‘the
appeal of the world to the animal in wan but art 'is
‘the “appeal of beauty to the divinity in-fah.
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I do not think that I can appropriately pursue
this subject further in this volume which is devoted
to the genius of Kalidasa. The magical word in
the realm of Indian Asthetics is Rasa. 1 have
dealt with this concept of Rasa in great claboration
in my work on Indian Eghctics. Rusa is that
permancnt and all-pervasive emotional mood which
is the reaction of the soul to the multi-coloured emo-
tional impads of life and which is the produ@ of the
disinterested delight of the poct in creation and
kindles a kindred mood of disinteregted delight in
the beholder or the the reader or the hearer.

What 1 wish to emphasise here is that the
Asthetic is the child of civilisation. We mug get
rid of the idea that the perception and expression of
beauty become less vivid and intense as civilisation pe-
comes more and more complex and rich in colour and
variety. It is in the conscious astheticism of a great
and original poet in a cultured age that we must seek
for a revelation of the innermost and loveliest essence
of beauty and art. Beauty is the manifestation of the
.Divine in Nature and' in Humanity and its vital
elements are rythm and radiance and righteousness.
At is the realisation and expression of beauty in a
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moad of calm ecstasy born of the recolle®ed enjoy-
ment of beauty. In it we see the union of inner
eflluence and outer influence. Tasle is the right
perceplion of art.  Asthetics is the right theory of
art. It secems to me that such enjoyment of beauty
and such expression of it in art, and such taste for
the beauty and such a theory of the beautiful will
have a richer mellowness as time goes on and the
national life increases in its rich complexity. The loss
of the early incandescent glow of fecling and delight
15 more than compensated for by the deeper enjoy-
ment and the riper utterance of maturity. To use
the language of Indian Aestheticians there is more
intensity in Bhava and Vyangya and Rasa and more
conscious and delicate and designed grace of guna
and alankara in the highest poetry of the cultured
ages provided civilisation is not allowed to become a
devitalising and dehumanising and  dedivinising
influence and the racial mind is loyal to its highest
wstincts and ideals while probing and plumbing the
depths of life as the result of ever-growing
experience. ‘

I have not come across a more perfect exposi-
tion of Aesthetics than thatjcontained in the following
Stanza which occurs in Act I of Sakuntala.

K- 1. 2.
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sewgt 2 wgars agar Yagaal
gErEardia eI 9g SONeaEIs |
U smg-AAn REfy Raanei
4 AIFAIATFHL gAT @G #Ar I

(You touch often the tremulous eyes of the
trembling lady ; You sound gently, flying near
her ears, as if you arc utlering scerets to her ;
You drink the nectar of her underlip which is the
treasure of love's deliglit while her hands are a-
quiver with feeling. O honey-maker, we are lost in
our search for truth; yours is the accomplished

life).

The great poet points out here that the method
of the artist (the honey-maker) is not the method of
the scientist (the truth-seeker). The Artist does not
seek truth through the gate of reason.  He reaches
the core of reality by imagination and intuition.
The joy of reaching the core of sweetness is
far greater than the sober pleasure of investigation
of truth by reason.

Kalidasa’s sensuous imagination is one of his
thost remarkable characteristics. It enabled him to
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prescit the truths of life with power of concrete
prgsentation and with a glowing and vivid imagery.
He excelled in all the elements of true poesy as
described by Indian wstheticians. He had a never-
failing store of gunas and alamkaras and his mastery
of bhava and rasa and dhvani is equally remarkable.
I shall deal lnter on with these aspects in detail
when discussing the excellences of his poetry. His
style is called technically the Vaidarbhi riti which
eschews long compounds and seeks simplicity and
grace and euphonious combinations of sounds. It s
said also that his style has Kaisiki vritti (softness and
gentleness of utterance), sweci sayya (inter-related-
ness of words), and Drakshapaka i.e. the mellowness
of ripe and sweet grapes ; in which sweetness per-
vades and exudes in abundance aigtaeegERE: ) It 1s
perfectly intelligible and has an even and soft and
melodious flow.

In two other suggestive verses tn Sakuntala
Kalidasa gives us two other beautiful and noble
aspects of Art. In the famous verse

AN B4 AT WA BIF 479 |
A GAETy SAfasAR qgaEe| I |22,
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he suggests that Artis a product of the spirit of
renunciation and the spirit of delight, of earth and
heaven, of love of mundane things and supra-
mundane things. In the equally famous verse
wyanad, ete., (IV, 19) he suggests that the true
ideal of Art is to lead a righteous life of power on
eéxjth and to the peace of meditation and renunci-
ation as the crown of a life of ethical and political
service- In the character of Sakuntala he symbolises
not only Beauty aud Love but Art as well, just as
in the character of Bharata he suggests not only
glory and power but heroism and pairiotism as well.

I do not think it necessary to enter into further
asthetical discussion here.  Kalidasa is supreme in
the delineation of the Sringara rasa (the emotion of
love) which is called the king of the rasas. Biit

-he excels also in the description of pathos (Karuna ',
heroism (vira), peace (santi) and the marvellous
(adbhuta}. His power of suggestiveness (Dhvani)
is retharkable. The well-known verse in Kumara-

sambava (V-24)

Ruar: qot gedg afeaa:
qAaAeaF RGNS |
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IBVg qean: sarean TARL
fRLor any qawigrasza: ||

and the equally well-known verse in Kumara-

sambhava VI1-84.
HBTHABIAY ANTIHrT AT |

have been discussed and admired by Indian writers
~on Aesthetics. The commencement of Act V in
- Saknntala has a wonderful suggestiveness (Dhvam
or Anuranana)in regard to the melancholy and the
griel which consumed the king after he knew the
truth about Sakuntala subsequent to the recovery
of the ring. His other works also are full of this
charm of subtle suggestiveness.

There is not much in Kalidasa’s works to show
his_intercst in architecture and sculpture. But his
description of palatial structures in his Megha-
sandesa 1s inleresting and shows how he belonged to
a great epoch which was conspicuous for its achieve-
ments in the above arts as well. | (In the second part
of Meghasandesa he describes the buildings in Alaka
and says that they are full of fine paintings and have
floors inlaid with precious stones and are many
storeys in height: The Yaksha's house has a finely
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painted entrance and has got also beautiful gardens
and lotus tanks and a small pleasure hillock attached
to it and the pet peacock was housed on a
golden resting-place. Sakuntala and the other two
plays show that the palaces had a durbar hall, a
sacrificial hall, beautiful gardens, art galleries, music
halls, theatre halls etc. In Raghuvamsa canto XVI1
there is a grand description of the renovation of
Ayodhya by architects working in a sacramental
spirity and the poet says that the cily shone like a
maiden decked with jewels from head to foot.

We get from Malavikagnimitra and Sakuntala
a clearer idea about Kalidasa's views on painting. In
the former play the poet decribes how the king's love
was kindled by a sight of the painting of Malavika.
In Sakuntala the poet says that a painting should be
such as to make us forget by its beauty and life-like
vividness the painted object itself. The painter
should lose himself in his creation and it should and:
would become alive for him. The king says after
seeing his painting of Sakuntala

gAAGgEAGIAd: FIFIRa IAAT T34 |
spfaEIon @ar ¥ gaq Prdrgan Fear
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(My heart, intent on her portrait, felt as if it was
in the presence of herself. By your reminding me
that it was only a picture, I feel asif you have
reduced a dynamic loveliness into a static loveliness).

Kalidasa’s main interest lay in music and dance
and poesy and hence his works are full of fine
asthetic ideas in regard to those fine arts. He
refers to Toorya (Raghuvamsa XVII-11) Muraja
(Meghasandesa 1-60, Ii-1) Pushkara (Megha-
sandesa 11-5, Malvikagnimitra 1-21) Vallaki or
Vina (Raghuvamsa XIX, 13, Meghasandesa 11-25),
Mridanga (Malvikagnimitrta Act I, Raghuvamsa
XIX, 5) Mardala (Ritusamhara II-1) etc. The
combination of fluie an human voice and Muraja
is described in Meghasandesa 1, 60.  In Act V of
Sakuntala we have a fine description of vocal music
and musical improvisation. The king who 1s a
keen lover of music cries out on hearing Hamsa-
padika’s song i€} yaRany+1 @ifa: 1 Even the Vidu-
shaka is rapt above himself by that song and says:—
Wi AW GAAT@FAL AT F 1 FSRGEA
fra: wrdam: 44y

Kalidasa's poems refer frequently to the Vina
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and the flute which seem to have been his favourite
instruments. He refers also to Tala and Laya. In
Sakuntala he refers to Hamsapadika's singing varnas.
In Kumarasambhava he refers to the practice of
singing the Kaisika tune to awaken a person in the
morning (VI111, 85). He knew also the psychological
effects of music. In the famous verse TaN% digx ete.
in Sakuntala he utters a profound truth in a
charming manner which anticipates Shelley’s famous
line *“ Our sweetest songs are those that tell of
saddest thought.” That Kalidasa had a keen ear for
the musical notes of birds is clear also from the follow-
ing stanza in Raghuvamsa (I, 39)

QAMAAN o481 (AATqETAFGE? |

P ~ n

SgAAAMIA: %0 (gar fwar: faafdein )

s

The poet says that on hearing the thunder-like sound
of swift-moving chariot wheels, the peacocks uttered
the shadja note in its two concordant variations.
Mamnatha: says that they are like the Suddha and
Vikrita forms of the shadja or chyuta and achyuta
forms of the shadja note. The following passages in
Malavikagnimitra show that he knew well musical
technicalities.
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“ ~e ~ St
%2 PIHLIAI: FlABARET IFS@|r |

sigaaraaEafgwagi-
EHIFTEATT JHTT |
~n R

faglig-garsanauaarr
qrgd} g wSAr \A@@ 0 (1.21)

Mayuri Marjana is the technical term for a parti-
cular mode of tuning the mridanga. Bharata mentions
three such modes ie. Mayuri, Ardhamayuri and
Karmaravi which were employed in connection with
the shadja, madhvama and gandhara gramas.

That Kalidasa took a keen delight in the arts
of dance and gesture and drama is abundantly clear
from his works. In Kumarasambhava (V11-90), he
describes Siva  and Parvati as watching a drama
performed in honour of their marriage. He knew
that these arls are arts of expression. He says
in Malavikagnimitra (Act I

qAAAqrA g AzgAEy |

He sa;s also that the art of dance is the sacrificial
ceremony dear to the eyes of the Gods, that God
Siva and Goddess Parvati showed to the world
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the two aspects of the art, that all the emotions can
be rendered by the art, and that it is the one common
source of joy to persons of diverse and divergent
tastes.

gErAMgarAAta gam wed w8 UG
SZNGAIBASATARL @IF (A0S (FAar |
ANYIFAAN SIHINA AT €I
AW MRERNAET IZHH AU N
(Malavikagnimitra Act 1, verse 24)
Thus dance is not the mere posturing of a
passing mood. It is the cloquént but silent ex-
pression by the whole body in respect of the
whole feeling which dominates the heart. The word
Nanarasa m the above verse shows how in the
arts of dance aud drama the vital element is Rasa.
The importance ol Bhava (emotional mood) and its
proper rendering is well brought out in the same play
i Act II verse 8 :
AFTAfIaaITA Qua: asgag:
qFAIGT PIGAnarIAGH 6y |
. s ~ iy
SrErArmggU aaaQigHsargIat
wiaAr wid a2y Asammeey: | oy )
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This shows how song and gesture and dance
should be a unity in trinity and a trinity in unity,
how time and tune should go together, how the
artist should lose himself in the mood, and how mood
should chase mood but yet the sweetness should b€
the samc. The human body in its feminine grace
and loveliness as an instrument of the art of dance
is beautifully described in Malavikagnimitra Act 11
verses 3 and 6. The art ol dance as tsught by
Bharata to the celestial damscls (-psaras) is thus
described in Vikramorvasiya Act 11 verse 17.

~ ~ NN
gfaar qgaa as a3
GRATSABTHIAGT (242 1

Kalidasa knew also that the dancer should not
be over-decorated and that the eloquence of form and
looks and gesture is greatest when the decoration
is but slight and tasteful and the natural beauty of
the frame is set off without being encumbered by it.
In Malavikagnimitra he says :

-~ \

03 N ~ hoS N e e
agig g awd ATeATLTAnR wRA; T4
s |

Kalidasa knew also how the combination of vocal



8 . KALIDASA

and nstrumental music and dance gives us exquisite
delight if the emotions (Bhava and Rasa) are per-
fectly realised and rendered.

“ gairaEsy F9g: gIeiaga WAEEEe I
(Kumarasambhava XI, 36)

He was never tired of praising the ever-varying and
infinite grace of gesture. In Raghuvamsa he sings
of a=yica arw:  (1X, 35). Though dance as
a social amusement was not much cared for in
India, dance as an art—it is now a forgotten art and
survives mostly as hop and jump and finger-shake—
was cultivated in India to the highest point of per-
fcetion. India knew also well religious group dances
(e.g. Rasalila). But her special excellence was in
abhinaya or pose and- gesture—an art unknown
elsewhere in the world.

With such an equipment it is no wonder that
Kalidasa excelled in poetry and drama. His poems
and plays abound in exquisite delineations of the
Rasas and are full of the magic of dhvani. In
the Vikramorvasiya he says that even gods in heaven
are fond of dramatic performances and assembled to
witness Lakshmi Svayamvara. In Act 1l verse 17
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of that play he refers to the eight rasas revealed by
Bharata and to Indra’s love of the art of dance
(Lalitabhinaya). In short the very essence of the
Aesthetic is expressed by Kalidasa in his words

gsaged @y W




CHAPTER 11

Characteristics of Walidasa’s Poetry.

shall now prococd o &l with the specific excel-
lences of Kalidaca's art Lboloie 1 benm to deal

with some jeneral aspects of his gentus.  In dealing
with them I think that [ shall bring out his greatness
best by dwelling at some length on each of his
special characteristics and excellences. As | am
discussing below at some length in later chapters
Kalidasa as the poet of nature and as the poet of
beauty and as the poet of love, I shall describe here
only the other characteristics of his poelry and style.

If we wish to see well “ the proud full sail of
his great verse ” we must know first of all his theory
of poetry, and to understand his theory of poetry
we must know Indian poetics. 1 have discussed
Indian Poeties ingreat detall in my recent
work on “lndian /Eesthetics” and shall describe
here only a {ew gencral aspects. It has been said
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that the way of poesy is not that of a commander
or a king (Prabhu Summita) for that is the way ol
the Vede, that the way of poesy is not that of a
comrade and a counsellor (suhrit sammita) for that
1s the way of the Puranas and the Itthasas but that
the way of poesy is that of a young and beloved
wife (kanta sammita). Thus poesy charms us into
purity and perlection. Further, the greatest of
Indian rhetoricians, (V]ammata teaches that the poet’s
speech creates a world which is not bound by the
shackles of destiny, which is of the essence of joy,

which is self-dependant, and which is sweet with
the nine rasas.

fAgagamanstyal sr‘i%mﬁnamwraan{ |
~ « ArD - o~ & .
FITUETHI MAIATEMZIAT W@ IwAI3E 4y

It has been well said that the word Kavi means
Krantadarsi i.c. one whose vision sees far and
high and deep into things: Thus poetry has to be
sweet, creative, emotional and revelatory. These
Indian concepts of poesy are in full accord with
Kalidasa’s idea about the nature and function of
Apoesy in life) His view is that poetry is the gate of
beauty leading to the inner shrine of bliss by the
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shortest and loveliest of routes: In describing
Sakuntala by saying that heauty like hers could not
be mere mortal lov.-'in s b ecause a radiance {ull of
quivering and incandesc:nt splendour cannot rise
from the earth suggests that the soul of besuty and
love and joy is human yet super human i its nature.
In the verse already quotel {rom Sukuatela =@r-
awt ctc. he shows us how poesy is the maker of
life’s honey and that s mcthod is the method
of enjoyment and intuition and  imagination
and not the method of the “analytical iatellest.
He realised that poetry is the surging overflow of
emotion into expression and says about his great
master and exemplar Valmiki that his pity aroused
at the sight of the bird wounded by the hunter over-
flowed the bounds of his heart and coursed along
into speech as poesy.

faegfagigwagaied: FHaAITIa e W: |

Mr. A. B. Kewh has spoken with justice and
truth in his valuable work on Sanskrit Classical
Literature about Kalidasa’s power of evoking by the
brilliance of his description the emotions of love,—
both as realised in union and as made poignant by
separation,—of pathos, of heroism, and last but not
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leagt for Indian taste, of the wonderful.” The sneer
in the words “last but not leagt for Indian tagte”
is as unmiftakeable as it is petty and ill-informed.
The tagte for the wonderful is not the less admirable
on account of its loss in the We&t. Mr. Keith says
also: “The kavya style unquestionably attains in
Kalidasa its highest pitch, for in him the sentiment
predominates over the ornaments which serve to
enhance it instead of qverwhelming it, Senti-
ment is with him the soul of poetry, and fond as he
1s of the beauty due to the use of figures, he refrains
from sacrificing his main purpose in the search for
eﬁe(ft.”)He shows well how Kalidasa excels alse i
Sabdalankaras (alliteration, paronomasia, Yamaka
etc.), in which he aims not at mere verbal pyrotech-
nics but weds sense to sound with skill, and m
arthalamkaras (figures of speech such as metaphor,
simile etc). He says: “The beauty and force of
many of his similes and metaphors must be re-
eognised by any one who appreciates poetry.
Characteristic is the carrying out of the simile in
precise detail, in striking contrast to the Homeric
“manner where the detail is given as a picture but
parallelism is not sought.”” He praises also the
poet’s “attribution of life to things inanimate.” He

K. 3
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says also : Of the other figures Kalidasa makes free
and happy use, especially marked is his skil in the
Arthantaranyasa, which consists in expressing in a
general proposition an idea exhibited in particular
form in the preceding three lines of a stanza.”

In his recent great work on A History of
Sanskrit literature, in which he has, with remark-
able range and keen critical acumen, presented the
panorama of the growth and development of Sans-
krit Literature, he says that “in Kalidasa we have
unquestionably the finest master of Indian political
style,” and(*‘he has the fundamental merit that he
prefers suggestion to elaboration.” He refers also
to “‘the width of Kalidasa's knowledge and the
depth of his observation of nature and life.” He
says further with cqual truth and justice : *‘Of the
figures those of sound are employed not rarely but
usually with skill. Of figures of sense Kalidasa
excels in Indian opinion in the simile, and the praise
is just.”

I think that the best way of describing the
excellences of Kalidasa's poetry is to discuss them
from the standpoint of Indian poetics i.e- rasa, guna,
alamkara etc. and to mingle therewith the discussien
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.of the form and content of his poetry in the manne,
familiar to western criticism. Each method is supple-
mentary to the other and is sure to give us a harvest

.of fine ideas.
-

I shall first take up his presentation of the
cmotions (rasas). | have already Qated that he is
supreme in the delineation of love (Sringara), and
that he excels also in the representation of pathos
(Karuna), heroism (Vira), the marvellous (Adbhu-
ta), and peace (Santi). | am discussing Kalidasa
as a poet of love in a later chapter. He does not
excel to a high degree in the delineation of the gay
and the comic and the ludicrous, though even here
his performance is by no means inconsiderable. |
may observe here that humour of the finet flavour,
th'e true Attic salt, is not found in Indian literature..
It requires abounding animal spirits, a keen percep-
tion of the oddities and incongruities and of the
magnificences and miseries of life, a commingling of
pity and laughter, a willingness to take life as it is
with all its pettinesses and potencies, a resoluteness
of will never to take lile toc seriously, a readiness
and willingness to let a laugh go against a man as
readily and willingness to put another out of face,—
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1n short a thorough sanity and sweetness and balanced'
tenderness in relation to the totality of human life.
Then only will comic literature become a spectrum:
of the cosmic Joke—a display in iridiscent language
of the fundamental laughableness of life. Great
comic literatare in prose and verse requires also a:
language which has been used during generations
tor comic purposes and which has acquired thereby
a power of infinite comic suggestiveness, a capacity
for bringing distant fa@s and ideas together in spark-
ling contragt, and other elements which are needed
for keeping up the campaigns of wit and humour.
The English and the French languages excel in these
characteristics, and the English-speaking and French-
speaking races have the traits described above. The
result is that in English and French literatures we
have had wonderful conquests of the comic spirit.
The Sanskrit Prahasanas alternate between vérbal
tours-de-force and broad farce and occasionally
descend into vulgarity and obscenity. It seems te.
me that the Sanskrit language has been so disciplined
into the grand manner that it has never had the
lightness and deftness and delicacy of touch and
tread needed for magerpieces of humour. The
Vernaculars of India—anrd especially the Tamil
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language—have the above elements and are living
tongues and have a Store of proverbial wisdom full
of delicious comic touches. The Indian, though he
may not have such high spirits and such a keen comic
sense as his French or English brother is in his own
way full of vitality and verve and can laugh in a
-gay and wholesome way in the presence of the
-oddities and grotesque incongruities of life. He has
an advantage over his French and English brethren
m that he has greater balance and detachment and
sanity and sweetness and sympathy in his nature and
-cen hence excel even more in humour than in wi.
It is no doubt true that the caste arrogances and
quarrels and the religious animosities of Indian life
have ceused in recent times an exaggerated and false
sense of cafte honour and se®arian honour, and
peqple feel or seem to feel as if a raw nerve is
roughly touched whenever an imaginary being of
this or that caste or religion is the subje of comic
description or treatment in a work of art. This isa
very unfortunate feature which is fatal to the comic
art. No comic arti&t can excel if he is always in
fear of press thunders and libel suits and prosecu-
tions. It must be further admitted that our men
who are full of bloated self-importance cannot bear
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a laugh againgt themselves. In the west the tallest
and highest and proudest in the land do not try
to injure or kill the critic or the comic writer or the
cartoonist or the caricaturist who holds them up to.
good-humoured and clever, as opposed to malici-
ous and malignant and cvil-hearted and libellous,.
ridicule.  In spite of all these defects the great fnture
Indian comic artists in words or in colours have vast
unconquered realms for conquest and annexation. To
return from the digression, Kalidasa’s peife arustic:
sense which was his good genius throughout his life
and which enabled him to do perfedly what he
could do and not try at all where he could not achieve
perfection whispered to him to control and limit
himself when he came to the land of laughter. But
we see enough from his works to see that he had a
keen sense of the comic aspe@s of life and that such
bew comic pictures as he has given are excellent and
attractive.  His strength and his delight lay clse-
where and he was right in not trying to do all things

equally well—which means only actually doing all
things equally 1ll.

Thus Kalidasa’s humour is limited in range and

1s never supreme. | may refer here to a few of his.
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eemic pictures. (The Jests and comic remarks of the
Vidushaka in Malavikagnimitra are of really high
quality. He is a more interesting figure than the
comic characters in the other two plays.) 1 have
referred in my earlier volume to their chéracteristic
comic remarks and reflections. !n the midst of the
most scrious affairs of life they break in with their
calls for food and drink and creature comlorts) The
Vidushaka in Vikramorvasiya sees the moon to be
Kke a sweetmeat.

&1 &1 W1 Uy WoSAIZHATA IRAT U THAr o

The scene where the queen’s maidservant extracts
the secret out of him 1s very well described. He
says further that he is ugliness par excellence, just as
Utvasi is loveliness par excellence.  When the king
asks him for the letter of Urvasi, he tells the king
that it flew up to heaven with her. He tells Chitra-
lekha that heaven is by no means so lovely and
desirable as the earth and that there is nothing to
eat or drink there and that beings live there like
fish with unwinking eyes.

Wala Fh ar @iy eqasq | @ aF |Ed T 919
FHagararavEIHiaqIsISF=aT |)
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He tells Prince Ayus that the boy was already fami-
Kar with monkeys in the hermitage and could hence
find him to be a familiar object. Madavya’s descrip-
tion of hunting in Sakuntala is clever and witty. He
tells the king that in his passion for the forest maiden
he was like a man who got tired of date fruits and
sought for a change in tamarind fruits. He requests
the king to save Sakuntala from falling into the
hands of some ascetic with dirty matted hair. When
#he king tells him about Sakuntala’s bashfulness, he
replies : “Would she on seeing you for the first ime
come and sit in your lap?” The Vidushaka in
Malavikagnimitra is clever and resourceful and full
of wit and humour. His inciting of Haradatta and
Ganadasa, his description of Parivrajaka as having
tresses like moonbeams, his clever ruse to get the
aueen’s signet-ring, and his part in other scenes
in the play show the clever way in which the
poet has worked out this humorous character i»
the play. Besides these comic elements we have a
few other comic scenes in the plays. Some of the
maidservants in the plays are witty characters.
Special mention should be made of the witty remarks
of Bakulavalika in Malavikagnimitra, Chitralekha
s Vikramorvasiya. and Priyamvada in Sakuntala,
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1 have referred to this fact in my expositions of
those plays. In canto V of Kumarasambhava’
we have a masterpiece of humorous discription i
the disguised Siva’s delineation of God Siva. In
the same poem have also a humorous description of

the dances by Bhringi and Kak.
QBT (A BSIFHAF:
g37gT: gBTarengos: |
HAIAIL: | g TH
aenl f3AIIE [qa IF ||

FOSY I IGHAIGHISI
FEIFUBHARTUTEA |
nidq a9 qgur g
FISI FeAeq qg 1947 |
(IX, 48, 49).
(With tossing tuft and fearful twists of body, and taH
with a white lank face, Bhringi danced for the
amusement of Parvati in response to a commanding
1ift of the eyebrow by Sankara. Commanded by

the happy husband and for the pleasure of his
ibride, Kali danced with high-tossed skulls strung
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round her neck and with a face fearful because of
her projecting teeth'.

Kalidasa's representation of the emotion of
pathos (Karuna), though it is not so supreme as
in Bhavabhuti’s masterpiece Ultararamacharita,
1s a high achievement and is remarkable for its
reticence and effectiveness. The sorrows of the be-
reaved Rati are depicted in Kumarasambhava in an
elegiac poem which is as remarkable as the canto in
Raghuvamsa describing the sorrows of the bereaved
Aja. We may well say in regard to the effe@t of
these descriptions 3119 @iar GiRiF A7 gSid awey ggd-
(even a Slone will weep and even the heart of a
diamond will break). All the wild confli@t of feelings
—of grief, of seclf-torment, of self-abasement, of
yearning for following the beloved through the gate
of death, of anger with death for inflicting the torture
of killing one half of a single personality and leaving
the other half to writhe in pain, of the sorrow of all
in the sorrow of one, of the mystery of death, of the
unavoidability of separation by bereavement, of the
vanity of all things, of the utter emptiness of life
after the passing of the beloved—which torment the
brea& when one is face to face with the sundering of
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life’s dearest ties and the extinguishment of life’s
truest joys is described with a truth and delicate and
masterly touch in these cantos. The agony of love’s
longing when temporarily separated from the beloved
by a cruel decree is described in Meghasandesa.
Equally fine is the delineation of the pain afflicting
the hearts of true lovers when the beloved is put by
owing to Rama’s fear of personal odium and run
of public morals and owing to Dushyanta’s forgetful-
ness caused by the sage’s curse. In both these
cases the heroines come out of the purgation of
suffering like pure gold tested by fire. The sorrow
felt by Pururavas on losing Urvasi became the very
madness of grief which is depicted in a most poetic
way in Act IV of Vikramorvasiya. The very
essence of the emotion of pity and sorrow is thus
expressed by the poct in Raghuvamsa VI, 43 :

STNARRAISIY WMES WHA BT B4 AANG W

Kalidasa has embodied his ideals of heroism in
Raghu, Rama, and Kumara. Raghu was an ideal
son and an ideal ruler and an ideal warrior. His
Jaitrayatra or Digvijaga (career of conquest) 1s
vividly and admiringly pourtrayed in canto IV of
Raghuvamsa. The description of his fight with
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Indra is a magnificent piece of word-painting.
Raghu’s gift of all his belongings during his unique
Visvajit sacrifice is equally well described. This
description shows us how Raghu was as great
a Dana Vira (full of the heroism of munificence) as
he was a great Yuddha Vira (full of the heroism of
military prowess). Kalidasa describes Dilipa as a
great Daya Vira (full of the heroism of compassion).
Dilipa says in noble language that a Kshatriya is he
who saves all from harm and pain.

FARBS NIT 5T QAeq TEq YAY &e: |

Dilipa asks what is the use of sovereignty blemished
by the ill-fame of inability or unwillingness to give

protection.

UsEA % afgadiaga: qoeImaaGEaal 1

\Rama 1s incarnate God as well as the ideal
man in all respects and Kalidasa depicts him with
delighted devotion. The poet’s highest rapture of
love of heroism is found in his description of God
Subrahmanya. His delight in depicting heroism
in boyhood is seen in his pictures of Bharata and

Ayus. It could be and was given full opportu-
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nity and satisfaction in depicting Kumara. When the
gods vied with each other in backing out of heaven
lest they should encounter the demon Taraka,
God Subrahmanya replies with fearless looks : “Do
not be afraid. Enter heaven without fear. 1.et the
demon face me even here”. He goes to the battle-
ground as to a playground and frees the world from
oppression as if he is playing a pleasant boyish game
of skill.

Zg1 quIAzgAA(aA| GATT
S qWZ(ALEIIANRNET: ||

1 may mention further here that Kalidasa has
given us a sweet and subtle and suggestive delineation
of Vira rasain Sakuntala. In Sakuntala, I, 10
and 11 the poet suggedts that the true crown and
glory of heroism is'the protection of the oppressed
(endam).  He suggests also that a child con-
ceived in the peace and purity of a hermitage and
brought up in simplicity in the pure domain of
heaven and then brought into the seat of power,
like Bharata, would be the true hero, the Happy
Warrior. He alone will be pure and radiant
and full of prowess and glory like the sun (a7a®i -
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A 9q8 F qad Act IV, verse  18).
He alone will be unparallelled in might and will
conquer and rule the world. (sigfey Act 1V,
verse 19— g wqgiat wufg aggmsi@e: Act VI,
verse 33). He is in fact Sarvadamana (all-subduer)
first and Bharata (all-protector) afterwards. Thus
though it might seem an astounding view, it seems
to me that, though the play is primarily devoted te
Sringara (love), there is an under-current, a minor
(note, of the sentiment of heroism in the play, because
that love alone is noble love which not only gives

the largesse of exquisite delight but is also the creator
of the spirit of heroism.)

Kalidasa’s representation of Adbhuta rasa (the
marvellous)—which competes with Sringara in our
Alamkara works for the position of the premier
tasa— abounds in beauty and sublimity. All his works
axe replete with it. He however had too keen and
vigilant an artistic sense to allow the emotion to rum
riot. He never fails to purge it of all violent extra-
vagance and to relate it to human life. The Kum-
bhodara episode in Raghuvamsa, and the Raghu-
Indra night and the Kusa-Kumuda fight in the same
poem, are interesting. The description of Alaka ia
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Meghasandesa is itself a piece of marvel. Vikramor-
vasiya and Sakuntala abound in delicate touches
depicting the marvellous. Vikrama’s valour, the
aerial flights of Chitraleka and Urvasi, and the
Tiraskaiini Vidya and the Sangamaniya gem in
Vikramorvasiya, and the flight of Menaka taking
Sakuntala with her, and the Hemakuta incidents in
the last Act in Sakuntale are very delicately and
attractively described. But it is in Kumarasambhava
that we find a whole universe of marvels ard

wonders.

Kalidasa excels even more in the delineation of
peace (Santi) and bhakti {devotion). The ortho-
dox number of rasas is eight. Santi Rasa was
admitted as the ninth later on. Bhakti Rasa won
its seat later. | have discussed all this in my work
on Indian Aesthetics.® 1 am describing Kalidasa’s
religious ideas later on in this work. The Santt
casa i1s beautifully described in cantos I and V and
VIII of Raghuvamsa, in the description of the
penances of Siva and Parvati in Kumarasambhava,

and in the delineation of the hermitages of Kanva

* Indian Aesthetics by K. S. Ramaswamy Sastrigal,
Cr. 8vo. Rs. 2. Sri Vani Vilas Press, Srirangam.
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and Maricha in Sakuntala. The hymns to Brahma
in canto !l of Kumarasambhava, and to Vishnu in
canto X of Raghuvamsa and to Siva in canto XII
of Kumarasambhava and the many and marvellous
individual verses in praise of God in the poems and
the plays in many places breathe a lofty spirit of
exalted devotion. The very heart of each of these twe
emotions is expressed in Kumarasambhava, VI, 55.

o [

72 gl gHiARaaay |
qARAAAEE a7q 9I3FAEIT N

(By your grace 1 feel like an ignorant man dowered
with wisdom, like iron transformed into gold, and
itke a man lifted from earth to heaven).

The poet’s representation of the Raudra (fury),
Bhayanaka (fear), and Bheebatsa (Disgust) rasas
is slight and occasional and rare. He depicts the

- Raudra rasa in relation to Rudra Himself when he
reduces Kama to ashes. The other two rasas are
described in a meagre way in the 15th and 16th
cantos of Kumarasambhava. But the poet’s emphasis
was always on the higher and nobler rasas of the soul.

I have already referred to Kalidasa’s power of
). In my earlier

s

suggestiveness (dhvani or vyangya



H18 GENIUS, IDEALS AND INFLURNOE 49

volume [ have shown the manifestations of this
wonderful power in each individual work. Kalidasa
has not only the power of evoking secondary and
suggested sentiments in individual stanzas but also
the power of compressing and concentrating the
entire artistic significance and emotional intention of
each poem and play in the opening passages or
verses. | shall show later on the instances of such
power in his plays. Un Meghasandesa, as already
shown by me, he has packed the very quintessence
of the poem in the words ®17ar, AMATAGRAI, FTE-
aqgqrearagediz®y and UaRiAY which occur in the
very first tanza. Equally significant and suggestive
are the words Devatatma and Mana Danda in the
fré& stanza in Kumarasambhava. The noble verses.
in the first canto of Raghuvamsa descriptive of the
kings of the solar race contain in essence the signi-
ficance of the expansive narratives in the later cantos.
At the same time he does not fall into the error—
so frequently seen in later poets—of 4raining after
secondary meanings to the detriment of the primary
significance. The Vyangya (suggested) sense must
follow and transcend and sweeten the vachya
(expressed) sense and not hustle or subdue or
suppress it.  In Kalidasa the element -of dhvani is
K. 4
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like the secondary rainbow which co-exidts with the
primary rainbow and adds an clement of evanescent
and:spiritual grace, and which is be&t described by
his own words in Meghasandesa, because Dhvam.
shines with the iridiscent irradiation (sphurita ruchi)
of the rainbow on the dark rain-cloud of speech and
is attractive like the plume of peacock feathers on the

head of Krishna.

=~ . o~ . ~ NN
g9 A FIUAAU H[AFIRIARAT q |
NN ~ ~ NN ~ N
AENT *HITAR(AAN MITITIG (qvA T ]
Proceeding now to consider Kalidasa’s poetry
from the aspec of Gunas, it is easy to realise that
the higher and rarer gunas (qualities) of his poesy are
remarkable in their fulness and attractiveness. The
gunas of poesy have been thus described by

Vidyanatha :
W qAEGTAT g GHAIAT |

ssafasyIted aqr wisaggraar |
ausrsgea.aat SwAr A 13 fReats |
AN PN % ~

QqIY: QIgFanmig 99 Aiae agqr |
aifas aar qH dfasreAR@Ar 0
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The list of gunas, like the list of alamkaras
(hgures of speech), went on growing with the growth
of time and the development of aesthetic theory in
India. The earlier writers on Aesthetics reflerred
to ten gunas. Bharata, Dandi and Vamana des-
cribe them as Ojas, Prasada, Slesha, Samata,
Samadhi, Madhurya, Saukumarya, Udarata, Artha-
vyakti, and Kanti. Dandi says that these ten
gunas are of the essence of the Vaidarbhi riti (style).
'In Kalidasa’s works these qualities abound, and they
;ncrcase the attractiveness and charm of his poems
and plays)) He excels particularly in Prasada,
Madhurya, Saukumarya, Udattata, Arthavyakii and
Kanti. (Simplicity, sweetness and distinctness of
words, euphonious softness and gentleness of sound,
glory of descriptive phrase, clarity of thought and
expression, and splendour of style).

He excels in Alamkaras or figures of specch.
This again can but be briefly indicated here, If 1
were to take up each figure of speech and show
how he has given perfect stanzas illumined by that
figurative expression, this portion of the book
alone will swell into a volume. It wil be a
delightful task for one interested in Rhetoric and
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Aesthetics to write a separate book on Kalidasa as a
master of Rhetoric. Kalidasa specially excels in
the four most important of the figures of speech viz.,
natural description (svabhavokti), metaphor (rupaka),
simile (upama) and poetic fancy (utpreksha). The
description of the flight of the deer and the speed
of the horse in Act | of Sakuntala are deservedly
famous. The poct’s descrintion of the phenomena
of nature will be referred to by me in the next
chapter. 1 shall here refer only to a most life-like
and vivid description of a dove in canto 1X of
Kumarasambhava. 1 have not come across any
description in any literature which can come any-
where near 1.

GHFAABFIMATIIH R A-ARTLAITHAT |
TEFNAAAAATEYS HFYEG-AAINEISST |}
AYFS qQRAGTaAAATA=TNF q3a |
PRI FRITLHAEAA ROTSHATAG ||
yfafgataa walwaA« gargaan sfwugamg )

. o

A drea BN F AUABIAT TR NGB0

(With sounds sweet like the inarticulate cries.
of delight of a damsel in her nuptial night, with red
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eyes rolling gently this way and that, with its shining
neck expanded and contracted and arched and raised
and bent, with its tail gracefully wagged up and
down, unfettered in the movements of its wings
with graceful steps full of sportive pride, white and
radiant like the moon, with tufted forefeet, flying
around in graceful circles, and shining like the foam
newly thrown up during the bath of Kama and
Rati in a pool of nectar—there appeared a dove to
the delight of the mocn-crested-God). Kalidasa’s
supreme greatness in metaphor and simile is so well-
known and universally admitted that we need not
pause to show it. A familiar Sanskrit saying is I7a1
#itwgraes  (Kalidasa is supreme in handling the
simile).

-3qar FISFrEET AXALANEG |
ziVeA: ggwifecy wa dfFa 41 qar: |

The originality, appropriateness and beauty of
his similes are truly remarkable. The similes are
drawn from the entire range of the beauty of creation
including within such creation both creations of
nature and creations of art. We see in him that fine

frenzy of the poetic vision which is able to find by
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mtuitive processes' of imagination the inner nearness
of things which seem far to others, the innate affini-
ties of entities which seem to other minds and eyes to
be disconne@ed, the inborn resemblances of things
which appear to others to be dissimilar and alike.
Things which are sundered by space and time are
brought together into nearness and unity in the fusing
heat of his imagination. Such a &yle so rich
metaphor and simile is seen nowhere else in the
world’s poetry except in Shakespeare. Kalidasa
further equals Milton in the learning and sublimity
shown in the use of metaphor and simile. It hLas
been well said : *““But it is the range and variety of
his similitudes which is all the more amazing. He
derives his similes from all conceivable objects,
patural and supernalura], imundane and ulira-
mundane, earthly and hcavealy, real and imaginary,
subjective and objective, concrete and abgract.
Even language, science, grammar, sruti and smriti
are indented upon for this purpose. In fact similes
spring up like flowers before his tread, come out like
singing birds from the thicket, or grow like clouds
upon the sky.” It is invidious and difficult to attempt
a selection when there is such a bewildering abund-
ance. | shall however give a few examples here.
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AT FEAEGISATH (A=sqary famionig
ufEs3yRg Aual hag aas |
' (Meghaduta I, 19)

N ~ ~ o s s
easdiyd gai@ss aloi af sam |
AN oA Hafury A FIETAQUEHEG 1)
(Do. I, 31)

. e ~ . N re
AT EdHISI: AFZ(T TFT AagMg ﬁv‘:ﬁﬁrqriqmaz ]

fanY Lo

RAGIRMGIIARS T4 ArBAARIXAL: 1)
(Kumarasambhava 1, 30)

HAYA WOSAAFATCATAAIET BT ATeq |
HIWER 35954 (AT CHAY TSI G119 192 992 ||

LS o S SRR o S e~ ~ ~
serfifed qiosaa (a3 gaighaiisaTgy |
‘FT AEAAGCEATN FITRT [gaiaaa 0

(Do. 1, 31 & 32)

AW TEAGAPIA § ARIAARATANT |

AqcY-AYSIN{AFBTe7N AIgiFa=A 14T arsqqTar1 U
. (DO.’ . l, 45)

A FAIA & weagaagia Jwteaquid gsaq |
(Do. 1, 51}
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AYBATAARIGAEAAUTRATIAGAF |
WEAANT HGAT [AUAIMIEESEINA qiqy )

(Do. 111, 48)
naARAdar |r 9% LAY |
AAFEANEHUIIA I FT9LqU |

(Do. VI, 49)

d agreaaEd ¢ AYEALAT AT A |

ARG {§ FGaAT AISIY F-g/LSFHLRH
(Do. VIII, 16)

el w9 gAY AHEIT AT 97 |

o~

q¥a fregaaraEguIard qrqAasgAREeEr |

>

(Do. XI, 26)
RSy FAARransl a0
Q015 FHI BOAT WIRHSHI |
A AWAGSEAT ANY:
atqifts feadaRAEatay |
(Do. XVII, 47)

. gL ag@ FEAAFIAS |
B GERRCTT R = R TE TR )

(Raghuvamsa, I, 1)



HI8 GENIUS, IDEALS AND INFLUENCS 67

LS

quAr FATEER AASRAAGRAT: |
qulf aWEHHIN gAEAFIdQ T afas o
(Do. I, 4)
Aqeaar wgArw AR WAAMT |
ATAFAE ITFATHIT: INFIS-ANAT 1)
(Do. 1, 11)
SRARTT JAN @ ArCAT ATBAAEN, |
AERANGGIAIRY i 16 A 0
(Do. 1, 18)
@ |Ai Hgdl HT g8 AUTIRAY |
T gARETAST AFnHT WINIA: )
(Do. 1V. 30)
A BEAOIRAITEHIY T Talhar £19 g7 qq9Uq
(Do. V, 37)
SN Q9@ A q q s4AIA™ SfAIY 9@r |
AGIANNE T4 998 RAIOArd @ @ Yads |
_ (Do. VI, 67)
29T ([ Aiw=qar a1 SFIai ywdAgar |
srasasaEh: 9Oy ageiy: ¢
(Do. XII, 61)
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TSl q@A@AITIIE QfUFgUEILITIFA |
w=qIfE W ANTHOS T SoSTAT YA 1|
(Do. X111, 48)
AT WHARY TR AT 7T |
¢ ¢~ .~
AFIETATTABGSTAR (ZAMZ0A637 gAqaAToN H

(Do. X1V, 3)
qUIAY (AT aigAGNE A |
(Do. XVI, 41)

AFSIFHAL AT HUAFA AQINAT |
a4l (AT TUASTIEHTATAT ||
(Malavikagnimitra, Act I, verse 14)

N ~

WMIARARITAIENEZAEa W@ NTQTATHT |
~ A ~ ~ a
grIfaaraifg Jad-1 awiaEsiong |
(Do. Act 11, 11)

SRR Tt aaar g=amET u-
Jmenfigays 33 fwyfaggar
ARArFaITAGIA I3 GHFSAT
AFT UTFAAFSIT JZATT AR )
(Vikramorvasiya Act, I, Verse 9)
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ATTRGATCT GHGHIOT: agegHr |
Q@RI J9% SANN: MEATIAT 1)
(Do. 1, 14)
acagagT giafgasinisa
fAmg=dT %4 qaafia aanesq |
SFAG AT e@fEARNTAT IGH
AiIrEAAT gAwasHIar gioar ||
(Do. Act 1V, 52):
HIANGAET QA ArA gAraessqr
qQeadr ag AR [wgaa: |
sqrafraraaE s TAAIISAT
FaT6q IPA FAMAFIRAAISA |
(Do. V, 16)
AW ag(y arxg eInga @A |
(Sakuntala Act I verse 24)
asgi gu @i @i aRgEgd Xt |
SYRIPHAT FaAl: Qg @ |
(Do. 1, 29).
Srmd 9o FasaAgA BInE-
TATNE A Ay aq@arERaE |
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wQUE goAIAi BelHa ¥ aggaad
qA WA AW FAg agIMRAE @ W
| (Do. 11, 10)
$iggaqugaadl arfdaegeadravar |
A% aqgARi (HaSAMT AOFIAAT |
(Do. V, 13)
AYIAINT TIAfFEHIiRa
TEAIRTA €A FGsATEAT |
WAL g4 QA1 grrasaquil
q 9 @y qGNFg Ay 9w grgg |

(De. V, 19)
HIFRAAGITAIHIGT

fa=rdat gafeai ag asawAmE: |
qraragi 9 (MBI AB@AATE
Wia: 9@ GOFIFFAGRABA 1)
(Do. V1, 16)
~ ~ N A o o . =
SYBRT ABA-TAISAIATBA: TWT: FIN /S |
qra: & AGHAT QINRATAIGS (5 aqs |

N . (Do. VI, 36)
S@vAqEgAoTATATAT

A sRATYAIgE: T |



HIS GENIUS, IDEALS AND INFLUENCB 61

HBFIIAIFATaGUIAr
ARG (WAHAIBIBA ||
(Do. VII, 16)
I must stop here because this search for the
best among many first-rate examples of metapher
and simile is an oppressive weight on the mind.
If one wants to realise Kalidasa’s perfection of
taste in his metaphors and similes and poetic
fancies one cannot do better than compare two
verses—one by Kalidasa, and the other by Bhava-
bhuti, who was in his own way a great poet and
play-wright and one of the greatest masters of style.
% wsEAAAAGT Y-
9. |arag a g=Ita |
g¥ @ igicasaaarear
afirgat SFIRsITE@ 1
(Sakuntala I, 16)
Asfimrgavo: ggae fagr |
qia Rafaq gesEargany |
(Bhavabhuti.)

I shall take up here for illustration only one
another figure of speech (viz., poetic fancy—Utpre-
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ksha). About this figure of speech, it is said in
works on Aesthetics : It gtia €aed ¥ IR
(Utpreksha captivates the mind like a young
and fair new-wedded bride). Very, very rarely in
Kalidasa’s works do we come across elaborate
conceits which do not contain real beauty or charm
and show a mere trifling with thoughts or @ dallying
with words. His rich and glowing and vivid
mmagination and his wonderful sureness and delicacy
of taste and his ever-active artistic vigilance enabled
him to give us a succession of apt and appro-
priate and attractive poetic ideas and fancies. 1

give here a few illustrations.

o It qReReaasaa
®AFIA AAA1 f¥09A FAT G |
HEAGERU Fi@Wid ar &
UPTFAAF AT ag4 3€ar: ||
(Sakuntala, 11, 9)
Al sgded i /iR adfwin |
genFIAUSISIaA Frad@ Aigd g |
(Kumarasambhava, VIII, 63)
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wagsgiaadiansad AigaRANT TEY |
GHIZIZFUTATAT Rrga FYIA0 fqF=901q 1

(Do. Do. 70)
w§ qIggiEdIaaar gsaa aw@i¥an a9t |
AT AIZITATHEIA] FeAA3 AT5RAT TG 1)
(Do. Do. 73)
o * N ~n
FRIZESEHAES ASUAEAIN]
FFl: HEAT GOLFAAEATQIATANET |
XA o by ~ . ~ -~ . Y
Aidia® gpfeEat ar FgET w1
* = N~ \ A
g1 BATENABUE-GSANAZET ||
(Meghasandesa I, 50)
@leEF INAR T1 AATFIGRI
A e Tl A QASH FEEE B |
hat ~ ~. D Y .}
qr a2 FS 450 AISSIELGI(AA0-
W NSATATARE HIRATIIRFAT |
(Do. 1, 63)

Kalidasa excels in other figures of speech also
but I must curb my desire to illustrate further. He
specially excels in that figure of speech which
Ruskin has described by the name of pathetic fallacy
and which shows nature to be in sympathy with
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and in response to the human moods. The most
extraordinary example of this is in the IV Act of
Sakuntala.

Kalidasa excels not only in figures of speech
(arthalamkaras) but also in verbal graces of style
(Sabdalamkaras) such as Anuprasa, Yamaka etc.
Though he never descends to those tricks of style
which aim at novelties of sound resulting in parono-
masia and pun and double meanings and which are
not in union with beauty or nobility or originality of
thought, yet he is a master of assonance and allitera-
sion and inter-linked harmonies of sound. The 9th
canto in Raghuvamsa is a splendid example of thrs.
Rhyme is of little importance in Sanskrit poetry.

({ Kalidasa is also a master of metrical expression
and harmony of verse. Sanskrit poetry rejoices in the
possession of a considerable variety of metrical forms.
Kalidasa has pressed into service the most beautiful
of them. The Sanskrit metres are mostly regulated
by the number and position of syllables and contain

provision for the ceesura pause (41@). Some of them
kave a quantitative basis. Kalidasa’s favourite

metres are Upajati, Mandakranta, Anushtup and
Arya. Upajati includes the Indra Vajra and
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Upendra Vajra metres. It enables the poet to
combine variety and melody. A western critic
remarks : “In these particulars, no poem in any
language can compete as regards singularity, charm
of originality, and highly wrought finish,—with the
Raghuvamsa, Meghaduta, and others... And yet the
grand sonorous lines echo through the gallery of
time with & rhythmical vibration, which can never
be forgotten. Even the great Homeric hexametres
read tamely by the side of the Indra Vajra lines of
Kalidasa, whose exuberant genius runs riot in the
unlimited use of melodious homephones”. His
Anushtup and Arya metres are memorable for
dignity and cadence. About his use of the Manda-
kranta metre Professor Wilson has well said :
*“The metre combines melody and dignity in a very
extraordinary manner and will bear an advantageous
comparison in both respects with the poetry of any
language living or dead.” About the metre as used
by him it has been said well : “It dashes along like
the racing billows of the sca. It swells into fulness
like the tide; and the ocean-roll of its rhythm majes-
tically moves on from the beginning to the end.”

One te& of the greatness of a poet's work is

K. 5
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the extent to which it has gone into the national
-consciousness and his wise and lovely words have
become a portion of the ingrained wisdom of the
people as a whole. 1 have already shown in my
earlier volume how Kalidasa was a poet’s poet and
what was the extent of his vast influence over his
successors. | have shown also how he was a
philosopher’s poet as well and how the great Kuma-
rila refers to him. But Kalidasa is also a people’s
poet and many are the expressions which have gone
into the hearts of the people and become a portion
.of their intelle@tual and emotional and moral and
spiritual being and life. In this respect also, as in
other respects, he resembles Shakespearec who not
only influenced poets and thinkers but the people as
.a whole. The following are a few illustrations of
this superb power of Kalidasa :

3 @ HA FOAGT agaar |
(Malavikagnimitra, Act, I)
gfRraisiy aa: QN fsnEr wafy |
(Do. Do.)
RE ARG TG AW gsqfy |
(Do. Act, 1)
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~ e~ o~
taqatagurs f§a: (Do. Act, II)

AGUAT AFUAN TALSAL | (Do, Act, 111)

[

FAIIAMN [wan@dia: swa: 1(Do, Act, 1V)

uia @y SBTAMT: AENUGE @ A ga-

qAAA™T FAFATS | (Do. Act, V)

Sg! TANITIFTAA FE;AT | (Do, Act, V)
AFeA: QG [ABAISFICL |

(Vikramorvasiya, Act, I)

ARF TR ARAT | (Do. Act, 1)

N~

FgaiqAd GrAKRGE agAIqN |
fAETE AT AT AR {§ (qANT: 1)

(Do. Act, III)
733N WG A4S GFAWE: | (Do, At 1V)

FrmAgTICAT A | (De. Do.)
AMATONA a3 TS q AEIAAETNE |
(Sakuntala Act, 1)

HIH] &qat I79(q | (Do. Act, 1)

a4 FAWEATT T | (Do. Dea.)
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g Iag | (Do. Aet, 1V)
H@AFSTAT @Y qASAAT (Do. Act, VI)
;aramHotarE af | (Do. Act, VII)
Fratgumi a0 | (Do. Do.)

QTATACAN ATHCII ATIN SIAFIAT |
(Meghasandesa, I, 6):

ArATEa: FYAATA AMAAT AFAA_ )
da @@ AMAETE AR  E N (Do. 1, 10)

SRS quaad Faar g 5y

(Do- 1, 29)
qra: Aal WA BRMIAUZFIUAT |
(Do. 11, 32)

FOABred gE@AIIA g @AR(=AAm ar
r) C ~ o “~ A -
Sy NeTYAN I g| IFHAAHAN )

(Do. 11, 48).
FErAg: (Haia (g sifae g
i3 FegrqATAL FAUAATE 1)

(Do. Do. 51).
qeq (% SMig |ARICITATRAT |

(Do. Do. 53)
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)

A

AN’ FRIosIArE: ||

(Kumarasambhava 1, 3)

GRS J4 [0l g99 qAA@YN: iwai adia |

(Do 1, 12)

SAEFAATAFHAN GIFHICAEETHE SCATBEAASY ||

(Do. 1, 52)

ARFAHATHICN ATHAT FHA4: 1 (Do. [1, 40)
AIIQAISA QT Q4 FAAKIAIT ||

(Do. 11, 55)
SAAANITAT Y07 TaqS NLAFHIY N
(Do. 111, 1)
scqafag awe & JArAAEqarqLoHT H9 )
(Do. 111, 19)
AT GRS (497 oA
quSgEr fPags: 93| 0 (Do. 11, 28)

A gTaEArEa: sMAgsmty SiF AdanAq
(Deo. 111, 63)

WA § grawgar MIagAATHATAT 1
(Do. 1V, 26)
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gfiaraaaied i @ @g 59 99 gENA H

(Do. 1V, 28)
F SrqAARATEAY qA: 94N iwANNGE 941~
qq 1) (Do. V, 5)
7 g4Iy 99 wHiEad || (Do. V, 16)
FOHWE |G 979997 || (Do. V, 33)
[ wanlFasafy @iad & a0 (Do. V, 45)
ARIFATAFAN| - TEIS
fgul*a as3paied AgRETT 1 (Do. V, 75)
ARIANAFE FARA F sragraagiadiagg b
(Do. V, 82)
qA F9¢ A1 AGAISTNING FWTS a&gy a: &
qIIATE | (Do. V, 83)
$I: ®IA § gAARET RIT N (Do, V, 86)

~

Srgarfagareiugd & Ak qang |

(Do. VI, 12)
i @g qFgial aadl BT |

(Do. V1, 13)
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sqrsar g fig: 741 agINraanar |
(Do. VI, 79)
S {Furdiswer % 49: 0 (Do. VII, 22)
[afsar 7 @3 SN MABIHAY RAAFAT |
(Do. VIII, 65)
@A A gEd | (Do. X, 9)
FEASTITAFINY (MG @THIAT | (Do, X, 25)
fragr aftygan & savata Fafagqu
(Do. X, 35)
gAY AIAF 1 T NI | (Do. XI, 17)
AF(AINT e 9 a¥al FrBATEA |
ATFANGFIAIAT 1§ 1d WH: 0
(Raghuvamsa, I, 18)
SRIAT (AAIGRIZFNFINRN |
"w faar Navai v Seagaas | (Do. 1, 24)

. ~ N

aafa: gadwar i 9wg § aqN | (Do, 1, 69)

R{ATANG & wa: gFAqAEAIFAL U (Do, 1, 76)
wHI=Arysaiay Atgarat [odsTarEr @g Wi -

g N (Do. 11, 57)
fRarasqaied gHigia | (Do. 1. 29)
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9{ GXN AOREA 1) (Do. 111, 62)
GATIHETAATHT § | (Do. V, 10)
ATIATUYESFHIIT SATACSALT FT=gqd7 ud: |
(Do. VI, 22)
fRaniEIg s are-ga A aeEal T )
(Do. VI, 29)
fassiaig i%: | (Do. VI, 30)

faeueagd sMgIad a1 [AsTeEzar |
(Do. VI, 46)
qWI THA: AT [ qPasiqagsad g9 |
WUAIAGT FAAY AgAG SAKAQL |
(Do. VIII, 87)
N gavaa: MEwE g asaariag |
facdiey a3 A-aq FUSELAAN AFFIL
(Do. VIII, 88)
awaf iy @ aq: adreasy | (Do. XI, 1)

asirqarar /g ag ada: | (Do. X1V, 35)

Kalidasa had some pet and beloved expressions
of his own. They are not only beautiful in themselves
but they also won his affection and were repeated
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by ham in his works. The following are a few
llugtrations. |

ABNTE Sr6: | (Raghuvamsa, VI, 30)

~ N ¢
HARIART | (Malavikagnimitra, 1 verse 4)

-

WAANTBATST FAUT B |
(Raghuvamsa IX, 67)
VAR nfeassa Haged graan |
(Vikramorvasiya, 1V, 22)
ARIAFAACAINT | (Vikrmorvaisya Act, 11)
AarEamatT ATy |
(Kumarasambhava, V, 64)
Ridragsarfasarsar: |
(Raghuvamsa, XVIII, 45)
faiegeqifasaigaal |
(Kumarasambhava, I, 41)

Such is the wonderful charm of Kalidasa's
Sanskrit gyle. So far as the Prakrit used = Kali-
dasa’s dramas is concerned, we find that he uses
Sauraseni for the prose portions of the dialogue and
Maharashtri for the verse portion of the dialogue
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In the Sakuntala Act V the police officers and the
fishermen speak in Magadhi but the King’s brother-
in-law speaks in Sauraseni. It has also been observed
that Sauraseni is used also in the verses in Sakuntala.
Kalidasa's Prakrit style, Iike his Sanskrit style, is
simple and terse and idiomatic and is perfectly suited
and apposite to the character, and does not contain
the leagt vestige of cumbrousness or ambitiousness or
artificiality.

I have thus far dealt with the characteristics of
Kalidasa’s poetry from the standpoint of the princi-
ples of literary and artistic criticism current in India.
I am going to discuss in later chapters in great detail
such aspects as modern western criticism has made
familiar to us in regard to the exposition of poelry
as a criticism of life. 1 shall now describe here only
a few general aspects which are worthy of considera-
tion in regard to Kalidasa’s work as a poet.

It has been well said: “The principal char-
acteristics of Kalidasa’s drama and poetry are his
naturalness and simplicity, his felicity of expression,
his tenderness of fesling, the melody and dignity of
his verse, his deep sympathy with nature and her
loveliest scen=s, his marvellous power of delineating
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human character, his deep human interest, his
originality of conception, his wonderful command of *
language, his intimate knowledge of the human heart
his wide range of imagination, the beauty and
appropriateness of his similes, the rosy hue of his
pictures, his tender pathos and his complete fulfil-
ment of poetic intentions”. | have described and
exemplified some of these already and shall describe
and exemplify the others below. The aspects which
I am discussing here are only those which western
art-critics regard as those of supreme importance
and value in regard to the masterpieces of the
literary art.

Kalidasa’s originality is one of his most marked.
characteristics.  Like Shakespeare he was content
to take his themes from the miaes of thic past. But
his superb originality lay in that subtle craftsmanship
which enabled him to convert the rough and dull ore
into the smooth and coruscating gem of many facets
and rainbow tints and scintillations. In my first
volume | have shown how in each work of his he
has added to the borrowed stories those incidents
and characters which transform them into perfect
works of art in which the demands of reason and
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imagination and peetic justice are amply and ade-
*quately met. In this respect he shows matchless
eriginality of conception and fertility of invention.
Ritusamhara and Meghasandesa and Vikramor-
-vasiya are absolutely original works in matter as
well as in form.

An equally remarkable feature is the range of
his ge\ﬁius) Other poets in the world have excclled
in lyric poetry or in epic poctry or in dramatic
poetry but none except Kalidasa has excelled so
well and in so unique a degree in all of them.
Shakespeare may excel him in drama; Valmiki and
Vyasa may excel him in epic poetry ; and Jayadeva
may excel him in the lyric. But if we take the
entirety of a poet's work and have regard to the
amplitude of the range of his genius, it seems to
me that the palm and the crown must go to Kalidasa.
Mr. R. E. Robinson says well about him: “His
eye singled out like a prism all the rich glowing tints
of life’s colours, and his brain, receiving them, as if it
had been a palette, translated them into descriptions
of jewel-like beauty”.

\Another remarkable trait of Kalidasa is his
imaginative powers, His sensuousness and concretis-
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ing power enabled him to see truths in a succession
of images and impart them to the minds of his-
readers in a concrete way by a succession of glowing
images. His naturalness, his simplicity, his universal
appeal, his power of realising the innate affinities of
things, his clearness of perception and representation,
bis ever-fresh ways of looking at things and delinea-
ting them, his passion for glowing colour and pro-
portion and harmony, and his equal intimacy with
and magtery of the beautiful and the sublime are all
the result of the plastic force of his imagination
which brought before his inner vision ever-new and
ever-true pictures of the world of nature and the
world of the soul.

LHis perfection of insight was due to the per-
fection of his imagination. He knew the message
of nature and he was a master of the language of
the human heart. He is a madter of the emotion of
love because he had an intuitive insight into the ever-
changing moods of lovers and the mingled pain and
rapture of love. In the same way he entered into the
mood of pathos and other moods of the soul. The
excellence of his delineation of the Rasas is due te
this faculty of insight and intuitive vision. Though
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he is thus a master of the human affections and
passions, he delights most and shines best in depict=
ing the tenderest aspects of life. Tenderness of
feeling is his special glory. He describes chaste and
pure and affectionate love; his pathos is &t and
'subdued ; his pictures of the marvellous are free
from violence and extravagance ; and his delineation
of dispassion and devotion is full of a holy calm

““quiet as a nun breathless with adoration.”

His imagination and insight and intuition give
to his interpretation of life its unique value and glory.
Life according to him is not merely the life of events
and emotions in the world of man. He knew that
man reaches the fulness of his stature only by love
.of Nature and by love of God. Social service, love
of nature, and devotion to God are the tripods on
which rests the self-realisation of the soul of man.
Kalidasa has sung nobly about love. Mr, Ryder
has said well : “No other poet in any land has sung
of happy love between man and woman as Kalidasa
sang". True and tender and chivalrous and roman-
tic love, in all its joy and grief, and face to face with
life in all its variety of joyous and tragic elements
is described in his works. At the same time he
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showed nature as responsive to the heart of human
beings as well as in its own glory of scenic panorama.
He knew and communed with the soul which
activates naturc as much and as well as the world
of human life. He knew that nature-poetry be-
comes warm and palpitating with life when linked
to human life and the life divine. Over his poetry
of human life and poetry of nature is shed “the light
that never was on sea or land, the consecration and
the poet’s dream” of the life divine which inter-
penetrates, in a manner unseen but intimately felt,
the world of nature and the world of man, and
gives both a grander interest and a more far-
reaching value and glory than they would have
either singly or even in mutual combination. Thus
1 would regard as Kalidasa’s greatest trait his inter-
prc‘tation of the life of man and the life of nature
and the life divine, though his nature poetry has its
own limitations and defects.

(It must be next pointed out that Kalidasa's
intellectual virility and power are equally remarkable
traits. ) He is often represented as a sensuous poet
imagining and revelling in pictures of outward loveli-
aess, and giving them a beautiful setting in soft and
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sweet speech. Bat this statement errs by emphasis-
1ing one aspect of his nature at the expense of the
other. He saw life steadily and saw it whole and
his intellect grappled and solved all the problems of
life. 1 shall show this adequately in the later
chapters of this volume. Mr. A. W. Ryder says
well about him : “‘Poetical fluency is not rare;
intellectual grasp is not very uncommon ; but the
eombination has not been found perhaps more than
a dozen times since the world began. Because he
possessed  this “\mrmonious combination,) Kalidasa
ranks not with Anacreon and Horace and Shelley
but with Sophocles, Virgil and Milton.”

Next must be mentioned his power of dramatic
delineation of character. He has given us a great
gallery of immortal portraits which will live for cver.
The greatest of all the gifts of a poet is the gift of
breathing life into his creations. It is by this power
that he rises to kinship with the divine creative energy
in the universe.(lt has bezn well said: s ®=gaER
LAEEC sumfu'ér:')l (In the infinite cosmos of poesy, the:
poet is the creator).  Power of narrative, power of.
song, emotional appeal, felicity of expression,—are
great gifts but they are subordinate to the supreme:
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gift of creation of chare@ers. \Hc has got Shake.

peare’s magical power of making his characters
universal yet {ull of individua]ity.) About the power
of chara@erisation of later poets in India it has been
said:  “All herces are cast in the same heroic
mould ; all love-sick'hercines suffer in silence and
burn with fever ; all fools are shrewd and impudent
by turns; all knaves arc hcaitless and cruel and
suffer in the end ; and there is not much to distin-
guish between one wartior and another, between
one tender woman and her sister”. But this
cannot be said of Kalidasa. | have dealt in my earlier
volume with his power of characterisation as reveal-
ed in his description and delineation of each character,
Mr. Ryder says well : “1 know of no poet, unless it
be Shakespeare, who has given the world a group
of beroines so individual, yet so universal ; heroines
as true, as tender, as brave as are Indumati, Sita,
Parvati, Yaksha’s bride, and Sakuntala. Kalidasa
could not understand women without understanding
children. It would be difficult to find anywhere
lovelier pictures of childhood than those in which
our poet presents the little Bharata, Ayus, Raghu,
Kumara”. Mr. Ryder is however wrong in think-
ing that “*he never does more than glance at a little
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gitl”.  The lovelieq pi@ure of girlhood in all the
world is given to us in Kumarasambhava.

\Kalidasa's power of vivid and ornate descrip-
tion is another great trait of his poetry,) | am dis-
cussing and illustrating later on his poetry of nature.
The special feature of his power of description is its
combination of concreteness and abstraction, its
correlation of the parts and the whole, of express
statement and suggestiveness. His eyes singled out
wilh unerring sureness the most altractive and
prominent clements of the object or the situation or
the event described, and his imagination threw a
robe of splendour over the nakedness of things.
His artistic self-control and his delicay of taste
prevented him from losing the whole in the parts or
the parts in the whole. It is difficult to pause, and
make a selection by way of illustration when his
gallery of descriptive touches is so full of finished
full-length portraits. 1 shall however refer to a few
of them which will find a place here more appro-
priately than in later chapters. In Raghuvamsa
Canto | verses 48 to 53 he describes the hermitage
of Vasishtha as it appears in the glow of the evening
sun.
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(The hermitage was getting filled with ascetics
who returned from the forest with fuel and grass
and fruits and who were received with the house-
hold fires. It was filled also with deer which were
acclistomed to be fed with grain and which pressed
into the doors of the huts there like the children of
the ladies of the hermitage. The maidens then
had just left the hermitage trees and plants after
watering them, so as to induce the confidence of the
birds which would drink the water there. The
place was full of the deer which sat in the corn heaps
gathered up in the evening and which quietly chew-
ed the cud in the verandahs of the huts in the
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hermitage). The picture is so clearly and vividly
drawn and so full of essential details which alone
are given with due regard to the unity of the whole
scene, that a great painter can usc it to give us a
magical creation in colours to match thc poct’s crea-
tion. An equally fine description is that of the
king wandering in the forest in the course of his
service of the cow. It occurs in canto 11 verses 9 to
14 and is another fit subject for the canvas of a
great painter. | have long wondc-od why the
Indian painters of to-day have never thought of
going to the two greatest scene-painters in words—
Valmiki and Kalidasa—for scenes and suggestions
and inspirations. The modern South Indian schools
of painting do not show beauty of idea. The modern
Bengal school of painting is lacking in great themes.
Both aim no doubt at Indianness of landscape ‘%nd
setting and scene and idea but are limp and nerve-
less in execution and are deficient in that combina-
tion of originality and intensiveness and exlensiveness
which alone, when united to great and vital @sthetic
and spiritual ideas, can bring glory to the artist and
gladness to the natioa. In Canto Il verses 9 to 14
the poet describes the trees which seemed to utter
by the sounds of birds crics of “Victory to the King.”
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The creepers shed flowers on his head as the city
maidens would scatter fried rice on the royal head
1 the course of his triumphal progress. The deer,
assured by the love and compassion in his eyes
despite the bow in his hands, gazed at him with
fearless tenderness. The winds careering through
the holes in the bamboos evoked sweet tones and
seemed lo praise his greatness. The cool and
gentle and fragrant breeze soothed his limbs. The
fore&t fires faded away and receded, and a sudden
wealth of flower and fruit shone on trees, and the
animal foes forgot their enmity in his presence.

One other fine picturesque verse also may be
eited here.
AAgEAARTAGD
FYAEINRL-AFA q: |
IeFAGASAl: 9FAIGS:
fpaed: awdita @i 1 (1X, 35
(The garden creepers sang through the sweet
sounds of bees and shone with flowers as their bright

teeth and rendered emotion by gesture by tender
{eaves as their fingers which kept time to music.)
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The number of such word-painted scenes of
exquisite beauty abound in Kumarasambhava. In
the whole range of literature we have no pictures
to rival the two companion delineations of Siva and
Parvati in penance.
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(111, 45 to 50)
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Which painter of genius is destined to paint

such Mahatapas (great penance) on canvas for the
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glory of India? The marriage of Siva and Parvati
is another wonderfully pourtrayed scene in the
poem. The devasiated Svarga and the battle bet-
ween Taraka and Kumara are equally vividly
described. In Meghasandesa each verse is a finished
piture and if we could have a Meghasandesa
gallery that would by itself be a national treasure-
house of art. Equally beautiful are the description of
the dance and the dohada and the other scenes in
Malavikagnimitra. The acnal carflights and the
coming of Chitralekha and Urvasi and the wander-
ing of the disconsolate King in Vikramorvasiya
arc equally fine. But perhaps the poet’s picorial
power reaches its culmination in Sakuntala. The
descriptions of the bce and Sakuntala, of Sakuntala
watering the trees, of Sakuntala ard her [riends,
of Sakuntala writing her love-letter, of Sakun-
tala in the king's audience-hall, of Sakuntala taken
to heaven, of the king’s remorse, and of the reunion
mn Hemakuta are absolutely flawless and perfea.

\ Equally wonderful is the poet’s knowledge of
the human heart) He is a mader of all the secret
thoughts and ideals and delights and dreads and
agonies of the heart. He has sounded the entire
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gamut of human passions and affections and emo-
tions. I am dealing with the poet’s ideals of beauty
and of love and of life later on and shall show in
those chapters many aspects of his perfect know-
ledge of the heart. I shall mention here only a few
in&tances to show that he knew the whole range of
the joys and griefs and the graces and the sanctities
and the profundities of life. In Raghuvamsa, VIII,
87 he says that death is the rule and life is the
exceplion and that we mugt render thanks for every
breath of life. He says and shows again and again
that the real value and joy and glory of life consists in
love and service and rcnunciation.  All the wonder-
ful variety of sentiment and situation which glitters in
his pages enforces that one and supreme lesson. The
love of man {or woman and of woman for man is
perfectly described in his poems. Equally well arelthe
love of sons described in Sakuntala and Vikramor-
vasiya and the love of daughters in Kumarasambhava
and Sakuntala. The service of teachers and holy
men in a spirit of affectionate reverence abounds in
his works. The importance of social unity and love
and the abiding mutual affection of king and people
1s stressed in work after work by him. The poet is
not content with purifying the soul by love and
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service and renunciation in the concerns of earthly
life but takes it again and again in moods of love
and renunciation and service and devotion and
adoration to the lotus feet of God.

Last, but not least, should be mentioned Kali-
dasa’s golden beauty and felicity and melody of
style. Mr. A. W. Ryder says well : “The total
effect left by his poetry is one of extraordinary sure-
ness and delicacy of taste.” It is true thal mere
magic of style cannot lead to immortality. Beauty
of thouglit, refincment of fceling, and vivid force of
imagination are the primary passports to poetic
glory. But these by themselves will not give the
poet a universal entrance into the human heart. It
1s the perlection of manner—which combines melody
of language, aptness and felicity of phrase, power
of word-painting and never-failing grace—which is
the chief passport to an eternity of fame. In him
we find perlection of sound as well as perfection of
sense. Style and sentiment are fused in his works.
nto something greater than either or both. Kalidasa’s

_manner is worthy of his matter and his matter 1s
worthy of his manner. To use the words of Mathew
Armold he has both profundity of thought and
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natural magic of dyle. It is the perfe® union of
manner and matter which is Kalidasa's greatest charm
and the surest guarantee of his immortality and which
can be best described only in his own immortal
words as being a unity in duality and a duality in
unity—the union of Vak and Artha, of Parvati
and Parameswara.




CHAPTER IL

Kalidasa as a Dramatist.

I have described in the previous chapter
Kalidasa's special merits and excellences as a poet.
Those characeristics are found in his plays as much
as in his poems, and all that was stated by me in
regard to his poetry apply to his dramas also. Indeed
the poetic clement n his plays constitutes one of the
chief elements of their charm. They contain
some of the most beautiful and memorable of his
verses. hese stanzas besides being most appro-
priate in Lheir setting have an 1independent value of
their own. Kalidasa always avoided mere purple
patches and was fastidiously cconomical in the use
of words and avoided descriptive diffuseness. The
verses in the plays grow out of the situations therein.
But they show all the characteristic excellences of

his art and contain his ripest and mellowest wisdom.
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Kalidasa has been often called as the Shakes-
peare of India. At the same time no less a person
than Mr. T. Gopala Row is said to have stated:
“Out of a part of Shakespeare's brain, you can create
a Kalidasa”. With all respect to him I must say that
he was wrong in his view. Shakespeare had certainly
a wider range, and a greater variety of dramatic
achievement than Kalidasa  He had a tragic
intensity and a vivid power of dramatic presentation
of history which Kalidasa could never be credited
with.  But there are directicns in which Kalidasa
has achieved more than Shakespeare. His delinca-
tion of nature and of the intermingling of the life of
nature and the life of man is more natural and
beautiful than the achievement of Shakespeare. His
grip over the spiritual elements of life is more assured
and convincing.  Further, in Sakuntala he has given
to us an idealised and yet individualised heroine
who is on a thrope apart.

I do not think that it will be fitting that I
should enter into a discussion here about dramatic
ideals in general or about the ideals of Indian drama
or about Indian dramaturgy or about the rise and
growth of the Indian drama. 1 have done this work
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m my book an Indian AEsthetics and elsewhere.
I shall hence make here only a very cursory reference
to those topics only to the extent to which they will
illustrate Kalidasa’s excellence as a dramatist, be-
cause my aim in this work is to confine it to an
exposition of Kalidasa.

The dramatic art has been practised in India
from the most ancicnt times. Bharata’s Natya Sastra
is of very great antiquity. Indian drama was of
indigenous origin and was not a literary form
borrowed from Greece. Tlic word Yavanika has
been shown to throw no light whatever on the alleged
Gereek origin of the Indian theatre. The prologues in
Indian plays show that they were closely connected
with our spring festivals and religious festivals. Thus
the Indian drama was a product of the Indian genius.
Mr. Mac Donnell says in his Sanskrit Literature :
“The improbability of the theory is emphasised by
the still greater affinity of the Indian drama to that
of Shakespeare..«......The Indian drama has had a
thoroughly national development,land even its origin,
though obscure, easily admits of an indigenous ex-
planation.”  The structure of the Indian plays has
little in common with the structure of Greek plays.
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The rigid distinction of tragedy and comedy is not
observed in Indian drama. The rigid attention of the
Greek drama to the three unitics of time and place
and action has no counterpart in Indian pleys, though
the Indian dramatists certainly observed unity of
action. In all these respects the Indian drama differs
from the classical drama and resembles the modein
romantic drama. In one respect the Indian Diama
is unique. It never bowed its head to the doctrines
of Fate and Nemesis as Greck drama did. The
doctrines of Karma and of Grace give to Indian
drama its peculiar flexibility and scicntific concatena-
tion of cause and effzct, and its gentleness and its
sweetness. The Indian drama is as surely an
efflorescence of the Indian ideals of life as the Greek
drama is the outcome of the Greek ideals of life.

In regard to the alleged Greek origin of the
Indian drama, we have also to bear in mind the
very important chronological fact that the earliest
Indian dramas belong to the 6th century B. C.
whereas there are no historical data showing that
there were any cultural relations between the Greeks
and the Hindus prior to Alexander’s invasion of
India. Though Professor Weber puts forward the
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.theory that the Sanskrit drama had its beginnings
“in the influence the Greeks wielded on the
Hindus,” he admits that “no internal conncg}_ion,.

. e 1]
however, with the Greek drama_gxists.

"Thus Indian drama is a home-grown art. It
probably began as musical recitation and gesticulation
and dancing on occasions of religious festivals and
grew inlo a litcrary form after the introduction of
the dramatic dialogue and the representation of life
in action. Indian tradition has given Art, and especi-
ally Drama, an exalted place—that of an Upaveda
under the name of Gandharva Veda. Bharata’s
great work on Natya Sastra is a mine of ideas on
asthetics and poetics and dramaturgy and has not
been surpassed even to this day. The Vedas and
the epics contain valuable dramstic materials and
situations which will be valuable for all time and
ean be worked into ever-new forms of loveliness
from age to age. The Ramayana refers to Natas
“and Nartakas and Natakas (Ayodhya Kanda, 67,
 |5 and 69, 3). The word Vyamisraka in the
Ayodhya Kanda, I, 27 refers to dramas in mixed
languages. The recitations and expositions of the
Puranas and the Itihasas formed a source of the

X. 1L 7
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drama as a literary form. Mr. A. B. Keith has in
his excellent volume The Sanskrit Drama suggesied
that “the term Bharata, which is an appellation of
the comedian in the later texts, attests doubtless the
connection of the rhapsodes with the growth of the
drama.” He suggedts also that “the term Kusilava,
which occasionally denotes actor, is apparently
derived from the Kusa and Lava of the Ramayana.”

We find mention made in Panini about the
Natasutras of Cailalin and Krisaswa. Modern
scholarship assigns the sixth or the fourth century
B. C.to him. Patanjali, who is assigned to the
second century B. C. clearly refers to dramatic
compositions dealing with the stories relating to the
subjugation of Bali and the slaying of Kamsa. Mr.
Keith says : “We seem in fa® to have in the
Mahabhashya evidence of a ftage in which all the
elements of drama were present; we have acting, in
dumb show, if not with words also; we have
recitations divided between two parties. Moreover,
we hear of Natas who not only recite but also sing™.
The Harivamsa expressly refers to dramatic per-
formances. Thus from the earliest times the con-
nedtion between Indian religion and Indian drama
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was intimate and vital. The Buddhigic sacred
books also refer to Buddha’s disciples having
witnessed certain dramatic representations.

Mr. Keith has elaborately shown the untena-
bility of the theory that the drama arose out of
popular mimes and was secular in its origin and that
the Prakrit drama preceded Sanskrit drama. The
Prak.it pocms and dramas were undoubtedly later
arrivals and developments. The Kavyas and the
Natakas arose ot of the epics and had religious
-origin and religious associations, and their final and
ultimate source was in the I’edas. Among the earliest
dramatic works extant is the famcus play Mriccha-
katika. The dramas of Bhasa have been published
but a controversy is raging yet about their genui-
neness. Kalidasa’s works are later than Bhasa’s
works and form the culmination of the classical
Indian drama, Mr. A. B. Keith says well : “He
is simple, as are Bhasa and the author of Mriccha-
katika, but with an elegance and refinement which
are not found in those two writers”.

There are some special features about Indian
dramas which are worth noticing and recording
here. On the one hand it is true that the Indian
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dramatit was more constrained by Indian @stheticak
rules relating to the dramatic art than his compeer
in the west. But the rules about Nayakas and
Nayikas and Bhavas and Rasas and the directions
about dramatic construction $teadied the second-rate
dramatic poets without hampering dramatic genius
too much. Further, the rule that the parakiya or
the wife of another person should not be made the
subject of a dramatic intrigue and the rule that
amorous exhibitions and indecencies should not be
indulged in on the stage introduced an element of
purity and delicacy into the dramatic art. H. H.
Wilson says about this prohibition that ‘it would
have sadly cooled the imagination and curbed the
wit of Dryden and Congreve.” Wilson says further:
“The loose gallantry of modern comedy is unknown
to the Hindus, and they are equally strangers to the
professed adoration of chivalric poetry ; but their
passion is neither tame nor undignified. It 1s suffici-
ently impassioned not to degrade the object of the
passion ; while at the same time the place that
woman holds in society is too rationally defined for
her to assume an influence foreign to her nature,
and the estimation in which human life is held is too-
humble for a writer'tc elevate any mortal to the
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honours of divinity...The love of the Hindus is less
sensual than that of the Greek or Latin. comedy and
less metaphysical than that of French or English
tragedy.” Mr. A. W. Ryder says: *“Indeed
nothing regarded as disagreeable, such as fighting or
.even kissing, is permitted on the stage ; here Europe

may perhaps learn a lesson in taste.”

I shall now describe briefly the framework of
the Indian dramas. The principles of dramatic
composition are elaborately discussed in Dasarupaka,
‘Sahityadarpana, Prataparudriya and other works on
Indian Asthetics. The all-important elements of
a play are Vastu or the plot, neta or the
hero, and rasa or the sentiment. (The prologue
.consists of the Purvaranga or the introductory
portion which includes Nandi or the opening bene-
dictory stanza and an account of the author and a
reference to the work and an appeal to the favour
of the audience. The conclusion of such Prasta-
vana (or prelude) prepares the audience by means
of some reference to the manager for the entrance
of one of the characters in the play. The story of
the drama. consists of five elements : the Bija or the
circumstances and incidents out of which the action
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pourtrayed takes its origin; the bindu or the develop-
ment of secondary incidents which give a clue to
the event of the play ; pataka, which means an
episode ; prakari, which means an episodical
incident in which the principal characters do not
bear a part, and karya i.c., the object or the end.
The drama is developed and constructed by means
of Scenes and Acts. The five stages of a play are
Arambha (beginning), Yatna (effort), Praptyasa
(desire of success), niyatapti (certainty of attainment
by removal of obstacles) and phalagama (attain-
ment of the desired object). The combinaticns of the
incidents are the sandhis. They are five i.e. Mukha
or opening ; pratimukha i.c. secondary event cal-
culated to promote or obstruct the denouement ; the
garbha or the covert prosecution of one’s purpose
apparently giving way to impediments but in reality
realising the original idea ; Fimarsa in which an
effect is produced contrary to the cause or an ex-
pectation baffled ; and upasamhara or nirvahana i.e,
the denouement. Such parts of the story as need
not be actually represented on the stage are narrated
by means of interludes which are called Vishkam-
bhaka and pravesaka. A Vishkambhaka shows

the conmection between the past events and the
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future events in the play by means of a dialogue
between the minor characters. A Pravesaka comes
between two Acts and indicates the future event
through the conversation of inferior characters in
Prakrit. A Pravesaka can never open the first
Act. The play must close as it began ie. with a
benediction or a prayer, called Bharatavakya, by
one of the chief characters in the play. The rami-
fications of the rules of dramaturgy are many and
complicated but the above is a bare and brief outline
of a Sankrit drama.

Thus the Indian critics and @gtheticians knew
well that while a poem appeals to the ear alone the
drama appeals to the eye also and has a powerful
purifying and uplifting and educative value. The
ordinary term for a drama is Rupaka which implies
primarily the obje@ of vision and secondarily the
diversity of the impersonations. The drama (natya)
is distinguished from the dance (nritta) and the
mimetic art (nritya). [t is the addition of speech
and song that rounds off nritya into natya. Nritla
1s based on time and rhythm ; Nritya is based on
the expression of bhava or emotion ; and nalya is
based on rasa or the prevailing sshetical mood.
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The plot may be taken from Puranic tradition
(prakhyata), or invented (utpadya) or a combination
of both (misra). The works on dramaturgy lay dewn"
various rules about the hero and the heroine in plays.
The drama should evoke a rasa i.e. sthayibhava
(a dominant and pervasive ®$thetic mood) by the
union of vihhava (determinant elements of fecling),
anubhavas (consequent elements of feeling) and
vyabhicharibhavas (transitory clements of feeling).
The dramatist must aim not only at perfection of
plot and characterisation and sentiment but must
aim also at appropriateness and perfection of style.
In respect of the stage much attention was bestowed
on ahhinaya or the art of representation of emotion
by gesture aided by voice. Thus the technique of
the drama attained a high state of perfcction in India.

Mr. A. B. Keith says : “This art was essen-
tially aristocratic ; the drama was never popular in
the sense in which tha Greek drama possessed that
quality.” This is not a correct estimate at all.
Indian drama aimed at appealing and did powerfully
appeal to the popular mind. It was a natural
development, even according to Mr. Keith, of that
powerfully democratic art i.e. the art of Puranic
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recitation and exposition. Mr. Keith says further :
“The drama bears, therefore, essential traces of its
connexion with the Brahmins. They were idealist
in outlook, capable of large generalizations, but
regardless of accuracy in detall, and to create a
realistic drama was wholly incompatible with their
temperament. The accurate delineation of facts
was to them nothing ; they aimed at the creation
m the mind of the audience of sentiment, and what
was necessary for this end was all that was attempt-
ed.” This again is a remark which errs by a love
ot antithetical overstatement, a desire to beat the
Indians with the transcendental stick and advise
them to be good boys lest the god of the ferule
should whack them well. The Iudian mind 1s a
harmonisation of realism and ideslism. The dramas
of social realism are a creature of yesterday in the
west and were unknown to Greece and Rome. Mr.
Keith says further : “‘It follows from this principle
that the plot is a secondary -element in the drama in
its highest form, the heroic play or Nataka. To
complicate it would divert the mind from emotion to
intellectual interest, and affect injuriously the produc-
tion of sentiment.” This again is an unjust remark.
{t was a wise rule to keep one high and exalted
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form of dramatic composition (the Nataka) from
intrusive and ugly realism and overweighted intel-
le@ualism. But plays with original plots and dramas
auming at social cadtigation were allowed and were
written and faged. In the Natika, Prakarana,
and Prahasana every variely of realism can be
represented. Mr. Keith is further wrong in thinking
that there is some inherent incompatibility hetween
the emotional 1aterest and the intelle@ual interest.
The dramatist was wisely asked to look more to the
former than to the latter. The overweighted intel-
le@ualism of the plays of Shaw and others is not the
last word in dramatic perfection.

Mr. Keith has no doubt rightly criticised the
Indian theatre for the absence of tragedy therein.
Bhasa's Urubhanga is a tragical play despite Keith's.
critical opinion about it. But the tragedy as a great
literary form did not arise in India. But surely
Mr. Keith is going too far when he says: “The
emotions which thus it was desired to evoke were,
however, strictly limited by the Brahminical theory
of ife. The actions and status of man in any
existence depend on no accident ; they are essentially
the working out of deeds done in a previous birth,
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and these again are explained by yet earlier actions
from time without beginning. Indian drama is thus
deprived of a motif which ‘is invaluable to Greek
tragedy, and everywhere provides a deep and
prolound tragic element, the intervention of forces
beyond control or calculation in the affairs of man,
confronting his mind with distach es upon which the
greatest intellect and the most determined will are
shattered.”” Mr. Keith, like other Western ex-
ponents of Indian culture, is unable to understand
the heart of the Indian doctrine of Karma. It is
the wise golden mean between freak and fate. It
could be the source of true tragic teeling in a play
if the overwhelming force of events or the dismal
failure of will is shown as the result of the operation
of the nexus of cause and effect. Take for instance
the death of Abhimanyu or of Ghatotkaja or Karna.
There is nothing in the Indian aesthetic or religious
doctrines which prevents a playwright from drama-
tising such excellent tragic material. The Indian
mind did not accept the Greek theory of a blind
fate or nemesis.  All honour to it on that account !
The modern mind does not accept the theory of a
blind Fate and is not tragically deficient on that
account. On the other hand the absence of the
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doctrines of Karma and of a God of Beneficence in
Greek tragedy or in modern realism has emptied
them of the highest purgation of pity and true
tragical and spiritual feeling.

M. Keith says with a veiled sneer ““that the
sentiments which are to be evoked by a Sanskrit
Nataka are essentially the heroic or the erotic, with
that of wonder as a valuable subordinate element,
appropriate in the denoument”. In fact the senti-
ment of heroism was expanded so as to include a
dana vira (heroism of munificence e. g. Karna),
and a daya vira (heroism of compassion e g. in
Nagananda). There is nothing to prevent its
further expansion into heroism of patriotism and
other aspects of the heroic spirit. Indian Asthetics
rightly stressed the dominant and permanent asthetic
moods but did not prevent new applications and
expansions of dramatic sentiment and emotion. As
for the wonderful, it has a limited place in Greek
drama and no place at all in modern drama. The
more their loss and our gain! Life is a mystery and
a wonder and a glory, and not mere eating and
sleeping and love-making and fighting. and’ dying.
Art should make us realise this fundamental fact,
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and all honour to Indian Art that it has kept God’s
banner flying when Art elsewhere did not know
God well or sought to deny or forget Him.

Mr. Keith is further in error in criticising the
Indian dramatist’s refusal to permit of a division of
sentiment. He says: “ldealist as it is, the spirit of
the drama declines to permit of a division of senti-
ment ; it will not allow the enemy of the hero to
rival him in any degree ; nothing is more striking
than the failure to realise the possibility of a great
dramatic creation presented by the character of
Ravana as the rival of Rama for Sita’s love.” |
am afraid that this remark is unfortunate for more
reasons than one. The best Indian dramatist
represent Ravana’s character with insight and power.
They do not describe him as a merely “boastful

B

and rather stupid Villain.”” They could not make
him as interesting as Rama, consistently with asthetic
or ethical propriety. Even Milton has been criticised
for making Satan more interesting than God and for
unconsciously exalting him to the level of the true hero
of Paradise Lost. . To treat Rama and Ravana as
rivals for Sita's love, and regard them as resemb-

ling Menelaus and 'Paris, is the height of absurdity.
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Mr. Keith proceeds then to generalise in a
peculiar fashion of his own. He says: ‘“How serious
a limitation in dramatic outlook is produced by the
Brahminical thecry of life, the whele history of
‘Sanskrit drama shows. Moreover, acceptance of the
Brahmanic tradition permits the production of such
a play as the Chandakausika, where reason and
humanity are revelted beyond measure by the insane
vengeance taken by the sage Visvamitra on the
unfortunate king for an act of charity.” It is not
reasonable to {ather the literary excesses of an author
upon an entire community. The Brahmanical theory
of lhfe indeed ! Why should it not be called the
Hindu theory of life ? The entire attitude of the
Hindu people towards life is naturally reflected in
their drama. Their attitude is at least as noble and
as worthy and as rational as the attitude of any
other race towards life. Mr. Keith proceeds further

with his tirade and says : “To the Brahmin ideal
individuality has no appeal ; the law of life has no
room for.deviation from type ; the caste system is
rigid, and for each rank in life there is a definite
round of duties, whence departure i1s undesirable
and dangerous. ‘‘The drama likewise has no desire
for individual figures, but only for typical characters.”
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This view is as untrue as regards the Indian drama
as it 1s as regards the Indian outlook on life. The
{ndian temperament harmonises the individual and
the universal. It is not a slave of any type and is not
rigid at all.  The caste system is a nexus of duties
which certainly involve rights, but the aspe@ of duty
is rightly emphasised. The Indian drama has been
praised by other competent critics for its fine pre-
sentation of character in all its variety of individua-
lity. Mr. Kcith’s view that it contains only typical
(he evidently means by this wooden and colourless)
characters is a mere travedly of the truth.

Mr. Keith 1s not content with such biting

criticism.  He is eagar to probe deeper. He says ;
“The world which produced the classical drama

was one in which the pessimism' of Buddhism,
with its condemnation of the value of pleasure, had
given way to the worship of the great sectarian
divinities Siva and Vishnu, in whose service the
enjoyment of pleasure was legiimate and proper.”
This again is a half-truth which is worse than an
untruth. The Hindu mind in its best moods and
moments knew the value of pure pleasure though it
always sought to rise above the mutually chasing
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and clashing pain and pleasure into the uncloying
glory of spiritual bliss. Buddhism was but a
temporary springing away inlo pessimism and
agnosticism. The national mind came back to the
ancient and eternal ideals again. The drama furnish-
ed innocent and noble pleasure and hence appealed
to the Indian mind which had returned to its ancient
love. Mr. Keith brings in Vatsyayana's Kama
Sastra and suggests that the ideal which gained
sway was one of pleasure and libertinism. He says
about the man about town (nagaraka) as sketched
tn Vatsyayana's work : “The luxury of polygamy
did not suffice such a man ; he is allowed to enjoy
the society of courtesans, and in them, as in Athens,
he finds the intellectual interests which are denied
to his legitimate wives.” This again is a mordant
untruth. He says further : “The 1deal of a romantic
love between two persons free and independent,
masters of their own degtinies, is in great measure
denied to them, and they are reduced to the
banality of the intrigue between the king and
the damsel who is destined to be his wife, but
who by some accident has been introduced into
his harem in a humble position.” The creators of
the noble and romaatic figures of Urvasi and Sakun-
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tala and Sita certainly deserve a better treatment
than this. The Western drama which includes
the works of Plautus and Terence and the comic
dramatists of the Restoration and the modern play-
wrights devoted to the delineation of morbid anrd
unlawful love is nowhere near the purity and the
nobility of the Indian plays. Even Vasantasena is
better than Mrs. Warren. The Indian drama has
no reason to hide its head in shame before the
literatures of the rest of the world.

Mr. Keith is wrong in proceeding further with
his cadtigation of the Indian drama and saying : “For
the deeper questions of human life Kalidasa has ne
message for us; they raised, so far as we can see, no
quedtion in his own mind ; the whole Brahminical
system, as restored to glory under the Guptas,
seems to have satisied him, and to have left him at
peace with the universe. Fascinating and exquisite
as is the Sakuntala, it moves in a marrow world,
removed far from the cruelty of real life, and it
neither seeks to answer, nor does it solve, the riddles
of life”. Thisis clever but unjust and inaccurate.
1 am aware of the limitations of Kalidasa and am
referring to them in a later chapter. But what is

K.11. 8
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-the wisdom of seeking for a thing which is not aimed
-at all in the play? We may as well abuse Shakes-
peare for not making tragic the greal romantic play
viz. the Tempest—which, as Sakuntala was in the
case of Kalidasa, was the crown and consummation
of his genius at its most of attained and realised

peace and harmony and idealism of attitude to the
universe.

It has been well said that a play must have a
soul of its own and that it must work from within
outwards. The great defe@ of most plays in the
East and in the West is that they have no unifying
and controlling inner idea and are merely patched-
up scenes containing imaginary conversations. 1 he

plays of to-day are, further, overweighted with
social purpose'and make a fetish of social revolt.
In the case of most plays it is the players who
carry the play with them and it is not the play
~which carries the players withit. In some plays
the controlling force is neither the play nor the
players but the scenic artist. Sometimes it is the
tailor or the greenroom artist=—=that glittering king
of :paints and powders—who leads all the rest.
In low-level Indian plays all these have to yield the
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palm to the omnipresent buffoon.  All these defects
are absent in Kalidasa’s plays. His dramas have
an inner controlling idea and carry the actors with
them. In them plot and incident and dialogue and
characterisation and poetry and spiritual purposive-
mess are in harmonious combination. They inspire
the actors and the audience alike. In them all the
elements of dramatic effec are in evidence and a&

under the sovereignty of the soul of the play.

Kalidasa's great excellence as a dramatist con-
sists in his faithfulness to the stri@ rules of Indian
dramaturgy and his concurrent power to delineate
human passion in manifold action. 1 have already
stated how his modesty and nobility of nature shine
well in the prologues to his three extant plays.
But the more important element in Kalidasa's drama
is not his conformity to the rules of Esthetics but
his power of poetry, his power of incident, his
power of dialogue, and his power of characteri-
sation. I have already referred to the wonderful
wisdom and beauty of thought contained in the
verses scattered throughout his plays.  They
grow in a natural way out of the play like roses
en a rose-plant; and they are apprepriate and
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memorable.  Mr. A. B. Keith says well : “Skilled
as he 1s in description and ready as he 1s to
exhibit his power, he refrains from inserting any
of those ornamental stanzas which add nothing te
the action, however much honour they may do to
the skill of the poet.” Iike Shakespeare, Kalidasa
was content to take his plots from the older sources.
In Malavikagnimitra alone he went to contemporary
life as the source of the story. But like Shakes-
peare he so enriched and even transformed his
borrowed materials that in his hands they become a
new creation altogether. I have shown in my earlier
volume how by subtle yet natural devices and by
the introduction of supplementary minor characters
and incidents he gives us a new creation by the
magic of his genius. His dialogues are equally
wonderful. His unerring artistic instinct induced him
to economise werds and to suit them to the character
and the situation. He knew that brevity is the
soul of wit and that artistic effect depends on con-
centration. But his chief excelience lies in his
power of characterisation—a quality in which he
excels even the immortal Shakespeare, though he
has not got as wide a range as Shakespeare in
the creation of characters. Sir Monier Williams
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tightly refers to “his profound knowledge of the
human heart, his appreciation of its most refined and
tender emotions, his familiarity with the workings
and counter-workings of its conflicting feelings.” I
have already while discussing his dramas separately
tried to assess his power of characterisation as
revealed in each of his plays. But in [the entire
heaven of his dramatic creation the presiding deity
is certainly Sakuntala.

The most permanently valuable traits of his
dramatic work are his presentation of the eternal
and immortal social and spiritual ideals of India,
his delincation of the intermingling of the life of
nature and the life of man, and his pourtrayal of the
mo&t fundamental and deep-rooted and eternal
elements of human nature and aspects of human life
and passion. He had a vivid sense of God’s im-
manence and transcendence and of God as Law and
Love. He revered the Vedas as the treasury of
the God-revealed truths of the super-life. His was
a pure and devout nature and he kindles in us an
equal punty and devotion. His pourtrayal of the
Indian ideal of Tapasya is of the greatet value
to India as well as to the world at large. At the



118 KALIDASA

same time he showed how the worldly life, if lived
under the impulse of duty, is itself an austere and
consecrated life of penance. His religion is se
spiritual and so synthetic that it alone can heal the
religious scars of India and smooth her schisms.
Further, the Indian temperament has always delight-
ed in seeking solace and tranquillity and ennoblement
from the life of Nature. No dramatist has kindled
and stimulated this delight so well as Kalidasa.
Further, he enters the universal heart by the twe
gates of sincerity and sympathy, and his delineation
of the eternal longings and passions of the human
heart is so true and vivid and complete, that his
creations will live for ever and appeal to all hearts

in all times and climes.

I have already compared Kalidasa with Shakes-
pearc. In a later chapter I shall compare him with
the great modern Indian poet and playwright
Rabindranath Tagore. I may here uselully compare
him with his next great successor Bhavabhut.
Both are great masters of style and great interpreters
of the human heart. But Kalidasa is supreme in
the delineation of the emotion of love just as Bhava-
bhuti is supreme in the depicting of the cmotion
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of pity and tenderness. Kalidasa has more fancy

and imagination than the later poet and his style has

greater simplicity and brevity and charm. Kalidasa .
is more suggestive ; Bhavabhuti is more expressive.

Both are great masters but Kalidasa is undoubtedly

the greater poet and dramatist.

| only wish to add a word of tribute to Kali-
dasa's architectonic skill. His knowledge of stage
technique is as remarkable as his dramatic skill
construction of plot, and delineation of character,
and beauty and appropriateness of slyle. He has a
vision of the close of the play before he opens it.
Throughout the play we have subtle touches indica-
tive of and leading up to what is tocome later on.
Even at the very commencement of Sakuntala the
hunting scene suggests the pursuit of pleasure to the
point of hurting innocence, There is also a hint of
coming trouble in the words : Qane: WAFS wH-
fag gmdie wa: (Kanva has gone to Somtirtha to
propitiate the gods who are adverse to Sakuntala).
I have already referred to the significance of the
early benediction pronounced on Dushyanta in Act
I verse 11 that a Chakravarti should be born
to him. I have referred also to the subtle way in
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which Indian ideas of omens are introduced to indi-
cate coming events. In Sakantala, 1V, 2, there is
a reference to the agony caused by separation from
the beloved. In Sakuntla V, | thereis a subtle
reference to the bee forgetting its beloved mange
blossom. In all the three plays we find remarkable
mstances of his subtle and wonderful and infinite
power of artistic suggestiveness and arthitectonic
genius.

Thus Kalidasa, while his range as a dramatic
artist is limited, has given us some of the most
wonderful creations in the heaven opencd to the
world by the hand of poesy. He has had and has
deserved the ccnvergent homage of all countries and
all generations. In his own immortal words, the
diversely sweet spectacle of life is seen in his plays
and they universally charm the manifold tastes of
all human beings.

Yodizana ARG ARG TIAA
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CHAPTER 1V.

Kalidasa’s Limitations.

'x have thus far dealt with the various aspecs of

Kalidasa's greatness as a poet and as a dramalié
and as an interpreter of India and a revealer of
universal truths. 1 mu$ now proceed to point out m
what respecs his art is open to criticism and what
are its deficiences and limitations.

In Kalidasa we cannot expect to meet and do
not mcet the carly freshness and the natural sweet-
aess of Valmiki’s work or the moral grandeur and
epic sublimity and the supreme moral and spiritual
value of Vyasa's equally famous epic poem. I shall
discuss the respective merits of Valmiki and Kalidasa
Jater. In Vyasa we have an all-comprehensive
mind, a universal genius, who was cqually at home
in the real and the ideal, in the family and the Qate,
in politics and religion. His realisation of the
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supremacy of the moral law is perhaps the noblest
ever known. At the same time his realisation of
the truths of the spirit has had no parallel. His
canvas is the mo& crowded but yet the mo& in-
dividualised and alive in the world. Though he is
not equal to Valmiki in presenting finished portraits
and in general poetic charm and though Kalidasa
excels him in pi@orial fancy and in the graces of
poetic figures of speech and in the beauties of
versification, yet he cxcels them in his massive
strength, his social and spiritual ideals, and his.
ethical and spiritual vision.

But Kalidasa belonged to a more sophisticated:
age. Between the time of the great earlier poets
and his time, Buddhism had come and gone. Great
and unifying empires had risen and fallen. In the
realms of learning India was codifying her achieve-
ments and summing up her realisations in the realms
of the ideal and the rcal. Luxury had increased.
Gereat cities were growing up. The fine arts and the
indudtial arts were more consciously and successfully
pursued. Life had become more complex and
complicated and conventionalised and sophigicated
but at the same time it became more graceful and’
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gracious and decorative, and devoted to, and success-
ful in, the attainment of pleasure.

That is why, despite Kalidasa’s greatness and
originality and innate power, there is an element of
conventionality about his ideas and expressions. The
grace of his work is undeniable and wonderful. But
he lacks freshness and freedom and force. In the
hands of a lesser poet and in a pettier age this
quality would have easily degenerated into mere
prettiness—a riot of quaint conceits dressed in the
gold brocade of trope-tinted speech. But we muét
remember that he belonged to a great epoch of
national political liberation preceded by a great
period of spiritual reform and purification. Great
kings had ruled the country and given it a new
unity and a ncw grandeur and a new self-awareness.
The great Sri Sankaracharya succeeded Kalidasa
and freed the Indian mind from the double
incubus of agnodlicism and superstition, and there
was a [ree circulation of the rich arterial blood of
an cthical and philosophic and practical religion
coursing and pulsing through the life of the nation.

Thus the above defect of Kalidasa’s art was,
due to the age. There were some defects which
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were due to his special and peculiar artistic tempera-
‘ment and endowment. Great, nay supreme, as he
was in many respe@s, he had a limited range. |
have already shown how his range is limited in
comparison with the range of Shakespeare. He
mever created any tragedies. But this was due as
much to the genius of the race and to the rules of
adthetics as to his own outlook on life and his innate
temperament. The racial genius is in the direction
of equilibrium, balance, and tranquillity whereas
tragedy implies loss of equilibrium, an unbalanced
mental &tate, and violent emotion. The a&hetical
rules also did not favour the composition of tragedies.
Tt has been said well about Sanskrit dramas: “They
.are mixed compositions, in which joy and sorrow,
happiness and misery, are woven in a mingled
web :—tragi-comic representations in which good
and evil, right and wrong, truth and falsehood are
allowed to blend in confusion during the firt ads
of the drama. But in the lat Act, harmony is
always restored, order succeeds to disorder, tran-
.quiblity to agitation, and the mind of the spectator,
no longer perplexed by the apparent ascendancy of
the evil, is soothed and purified, and made to
.acquiesce in the moral lesson deducible from the
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plot.” Itisto be noted that though Kalidasa’s
dramatic range is less than that of Shakespeare, he
has achieved notable things in epic and lyric poetry
and 1s thus above Shakespeare’s level in respect of
his artistic range as a whole.

But even taking the entirety of his achievement
into consideration, his range is limited in various
ways. His humour is limited in its range and
brilliance. He did not give great historical plays,
as Shakespeare did, which could kindle into a bright
fire the patriotic feeling in our hearts. The more
stormy and violent emotions of life are unrepresented:
in his works. Everything is smoothed and softened
and presented in a calm and gentle and unperturbed:
manner. He has not tried to pourtray the stern
and tragic scenes and aspects of life. He did not
try to tramsfer to his eanvas all the immense variety
—puzzlingly variegated as it is—of the social life of
India. Hc never tried to enter into the life of the-
peoples outside India and present their inner hfe in
his plays and poems. In this direction Shakespeare’s
catholicity and variety of achievemert form note-
worthy features of his unique genius.

Mr. Keith refers in his Sanskrit drama to-
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“the narrow range imposed on Kalidasa’s interests
by his unfeigned devotion to the Brahmanical creed
of his time.” 1 have already adverted to his mental
spproach towards Kalidasa’s dramas from this wrong
angle of vision. Kalidasa was, and could not but
be, an incarnation of the genius of his race. He
would be uninteresting and would have no message
“to his own or other times or to his own people or
other races, were it otherwise. The Hindu view
of life was and ts one¢ of remarkable balance and
harmony and co-crdination of the real and the ideal,
and is evident in its perfection in Kalidasa. This
is a merit and not a defect or limitation at all.

One noticeable defect is Kalidasa's treatment
of Godhead. Beautiful and true as it 15, he has
humanised the divine too much. Poetry no doubt
is the realm of the concrete, but the life divine
should not be concretised too much if it is to be a
means of our spiritual uplift. In Kumarasambhava,
VI, 77, he even describes Parvati as having pers-
piration owing to the blissful tremor caused by the
nuptial touch of Siva. This is against our concep-
tion of Godhead as free from perspiration and
other human physical defects. His description of
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the nuptial bliss of Parvati is another instance of
ever-humanisation and over-concretisation.

It must be further mentioned that, though
Kalidasa’s soul was finely alive to the influences and
graces of the spiritual life and though he was welj
versed in the sublime religious lore in India, he has
not given to us devotional lyric poems and songs of

-palpitating and pregnant sweetness. He had
mspiring models before him in the marvellous hymns
and poems in the Upanishads breathing the loftiest
fervour of devotion. His poems of spiritual life are
comprehensive and beautiful but lack the authentic
note of religious fervour and spiritual sweetness.

Thus the few defects of Kalidasa were due
partly to himself and partly to his age. But what
are they in comparison with the positive graces and
qualities of his art. Well may we say of his as he
said of the Himalaya in the Kumarasambhava:

Q! 1F 9 qNERUT
faasd g1 R Iag: | 1, 3)

(One fault is immersed and lost among a multi-
tude of graces. Just as the dark spot in the moon
is lost in the splendour of the lunar rays).



CHAPTER V.

Kalidasa as a Poet of Nature.

have when dealing with Ritusamhara, described

some of the general aspects of Kalidasa's nature-
poetry and dealt with some of the conciderations
applicable to it. [ shall now deal in greater detail
with the special beauties and excellences of his
poetry of nature. Mr. A. W. Ryder says with
true insight and justice : ‘I have already hinted at
the wonderful balance in Kalidasa’s character, by
virtue of which he found himself equally at home
in a palace and in a wilderness. | know not with
whom to compare him in this; even Shakespeare,
for all his magical insight into natural beauty, is
primarily a poet of the human heart. That can
hardly be said of Kalidasa, nor can it be said that
he is primarily a poet of natural beauty. The two
characters unite in him, it might almost be said,
chemically. The matter which 1 am clumsily ea-
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deavouring to make plain is beautifully epitomised in
the Cloud-Messenger. The former half is a
description of external nature, yet it is interwoven
with human feeling ; the latter hall is a picture of a
human heart, yet the picture is framed in natural
beauty. So exquisitely is the thing done that none
can say which half is supericr.  Of those whojread
this perfect po~m in the original text, some are
moved by the one, some by the other. Kalidasa
understood in the fifth century what Europe did net
learn until the nincteenth, and even now compre-
hends only imperfectly, that the world was not
made for man, that man reaches his full stature only
as he realises the dignity and worth of the life that
15 not human.”

The acute and sympathetic critic referred to
above has seized with insight the central fa@ in
Kalidasa's Nature-poetry but he has not realised the
rcal source of Kalidasa’s excellence or the real extent
of such excellence. (Kalidasa derived his attitude
and outlook from the genius of his race. To the
Indian mind human life is but a link in a series of lives
and in the totality of creation. Human life derives
its value and significance only when linked to the

K. 19
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life of nature. It is equally true that the life of
nature has no significance or value when viewed in
itself and out of relation to human life. ! In fact but
for the eye of man the phenomena of lighl would be
but one set of vibrations of energy and the pheno-
mena of sound would be another set of vibrations.
It is the senses and the mind of man which turn the
vibrations into sensations of delight. Every soul is
thus a centre of transformation whereby mere encigy
1s transfigured into a higher ordcr of values and lifted
to a higher plane of being. The Indian has gone
turther and found out the centre of divine radiance
in which light alone both man and nature derive
their value and illumination and live and move and
have their heing. He rose to the height of the
Upanishadic declaration 37 giesafa dwaa: (Lit by
His glory the sun shines) and aea wrar as@é tauria
{By His radiance all this seen universe shines). He
ctied out in a passion of overpowering vison of truth
to the sun : “By thisgolden disc of the solar orb the
face of Truth is hidden. O Lord, remove this
golden disc so that my vision ef the glory within
may be unobdlructed.”  Gather thy blinding burn-
g rays and put them by. Let me behold thy
eternal and auspicious and effulgent form. Lo!
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The soul of the solar orb and my soul are one.”

@onda aPm ayentid gag | awd
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Another equally famous description of the sun shows
how the sun has become all the manifold variety
that we see all around us, how hc is the adored of
all and the teacher of all and the refuge of all, how
he is the supreme vivifier and illuminator, and how

he is the life of all.
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It is thus clear that the Hindu never thought of
Wan and Nature and God as being apart from one
Smother. In Kalidasa’s work we see the poetic
mood passing with a lightning quickness from the
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love of man for nature to the love of nature for man
and from the love of both to the love of God.

To underﬁandfﬁKalidasa's Nature-poetry we
mu$t have regard to its evoluticn along with the
growth of his genius. In Rifu Samhara we have the
work of a youthful poet who loves nature much bu:
who loves woman more.  Woman is too much in the
foreground in the poem. Her dress and decoration,
her beauty and her gracefulness, and her love and
her delight run through all ilie seasons. But in
Kumarasambhava we find the hifc of Nature and
the life divine in mutual relation. The scene of the
poem is laid in the mo& sublime spot in creation.
No other poem in the world has soared so high or
dared so much. We find the hLoly father of moun-
tains made holier by the penance of God Siva and
by the even more wonderful penance of Goddess
Uma. Again and again occur in it verses {ull of
throbs of ecftacy in praisc of the holy Ganges. The
personages that fill the poem are gods and sages and
above them all are God Siva and Goddess Uma and
God Subrahmanya. The presence of ordinary men
and women—mortal and of limited purity and
loveliness—would be an intrusion and a desecration.
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But in Meghasandesa we find the poet beginning
to link up Man and Nature in a new and ormginal
manner. The interlinking of the life of nature and
the life of man is shown to be a necessity and a
delight. In the firgt part of the poem the love-lorn
lover lingers over the loveliness of cieation and finds
a balm to his bruised heart. In the second part of
the poem which is fuil of the recollected delight and
the anticipated bliss of human love we have a joylul
and serene back-ground which seems to be a
guarantee of a joylul and screnc consummation of
the lover’s yearning. When we come to Raghu-
vamsa we find the poet’s art has risen to a higher
planc and has assumed a wider range. The life of
nature is shown in the very fir@ canto in relation
not only to individual human life but to the larger
life of the date as well. The poet hints at the
auspicious results which would flow from the inter-
linkedness of town and fapovana, of social and
super-social ideals. He makes the poem end in
urbanisation and drink and debauchery to show how
the life of man cut off from the life of nature and
the life divihe is sure to end in individual devitalisa-
tion and social wreckage and political disaster.  But
it is in Sakuntala that we find the poet’s mellowest



184 KALIDASA

music and message. This great play is full of intense
‘human life and is yet feeped in the life of nature.
Kanva is represented in the beginning of the play
as having gone to a spot of natural purity and beauty
and holiness to avert a catadrophe threatened to
Sakuntala. The very firg At describes the inter-
linking of the life of the individual and the life of
nature, of town and of tapovana, of the life of the
senses and the life of the soul. After the fitful
fever of the love of the senses is over, we are lifted
into the higher heaven of natural beauty and spin-
tual life. \We are left in the la¢ A@ in the mid-
heaven of Hemakuta and in Maricha’s hermitage,
when the reunion is not only the reunion of the
lovers but also the reunion of the life of the indivi-
dual and the lfe of Nature in her grandeq and
noblest manifestations. |

It is not my purpose here to trace the growth
of nature-poetry in western literature or to show
the course of the attempts by western poets to link
up love of nature with humanism or with the note
of philosophy or religion, because my main objed
here is to describe Kalidasa’s attitude to nature.
But I may point out briefly the course of the attitude



HI8 GENIUS, 1DEALS AND INFLUENCR 135

of the western poets towards nature. In Shakespeare
there are brief and exquisite descriptions of nature
but his chief interest and delight were in the
exploration of the resources of the human heart
and the delineations of the affections and emo-
tions and passions of men and women. His
philosophical and religious outlook comes out only
in flashes if at all. In Milton also we find only a
few sketches descriptive of nature, though they are
of exquisite delicacy and loveliness. It is only in
Thomson, Wordsworth, Coleridge, Shelley, Tenny-
son and the later poets that we find nature studied
with minute care and attention and love for her
own sake as well as in relation to the human soul.
In Thomson we have a poem solely devoted to the
seasons but though his poem excels in describing
mass effes we do not find exquisite poetic and
imaginative touches as in Shakespeare or Milton, or
a sense of a brooding companionable soul which 1s
described by Wordsworth and Shelley as animating
Nature and pouring the balm of peace on the
agonised and travailing human spirit or that minute
observation and scientific accuracy of description
which delights us in Tennyson and the later poets,
Wordsworth’s great distinction is that he saw and
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sang about the soul in Nature.
hving presence was “felt in the blood and felt along
the heart”’.
with tranquil restoration”.
nature became a flaming passion of calm ccstasy

KALIDABA

m which

He

“We are laid asleep

In body, and become a living soul :

While with an eye made quiet by the power
Of harmony, and the deep power of joy,
We see into the life of things.”

sings :

“"For | have learned

To lookon nature, not as in the hour

Of thoughtless youth ; but hearing often-times
The 4ill, sad music of humanity,

Nor hersh, nor grating, though ef ample power
To chasten and subdue. And I have felt

A presence that disturbs me with the joy
Of elevated thoughts ; a sense sublime

Of something far more deeply interfused,
Whose dwelling 1s the light of setting suns,
And the round ocean and the living air,
And the blue sky, and in the mind of man :
A motion and a spirit, that impels

All thinking things, all objec@s of all thought,
And rolls through all things™.

By him such a

It passed “‘even into my purer mind,
To him the love of
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This famous passage shows us the “master-light of
his seeing”.  This realisation calmed and enraptured
him into moods of tranquil blessedness; they
“flashed upon his inward eye which is the bliss of
solitude,” and made him realise how ‘“‘our noisy
years are moments in the being of the eternal
Silence” and enabled him to have “sight of that
1mmortal sea which brought us hither”. It was the
special glory of Wordsworth to have given a new
orientation to Nature-poetry in universal literature.
What in him was the animating principle of Thought
in Nature was conceived by Shelley tofbe the princi-
ple of love. Shelley delighted in describing tempests
and storms and the ocean and the empyrean. He
pictured i his concept of the union of Prometheus
and Asia the communion of the spirit of Man and
the spirit of Nature. In later English poetry the
domination of science added the note of pessimism
while it added the note of accurate observation and
description. A similar development of idea is found
in other literatures in the wedt as well.

But nowhere else do we find the sublime height
of l\‘ature-poetry which we see in the Vedas and
specially in the Upanishads. The imperishable and
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mfnite Bliss which is immanent in Man and Nature
and is yet “transcendent has been sung there in
passionate verse which throb and quiver with .the
uncontainable and uncontrollable rush of spiritual
emotion. This idea of an immanent and transcen-
dental soul which ensouls the totality of creation and
which communes with the human soul in Nature’s
spols of perfet beauty and sublimity and solitude
is not prominently seen in Kalidasa. We could
and should expect it in him as a great original poet
who was a child of his race and soll and who was
one of the great culmination-points of the Hindu
genius. His sensuousness, his love of human emo-
tions, his unwillingness to go away from the world
of man to lose himself in the world of nature were
responsible for this deficieney in his poetry of nature.
In fa@ he 1s more preoccupied with the phenomena
of nature than with Nature as a whole; and even
in regard to the phenomena of nature he deals not
with mass effects but with individual manifeQtations
of loveliness ; and even there he is fond of detecting
human feelings and activities, and relating such
phenomena to the world of human emotions. We
do not find in him sublime descriptions of the ocean’
in all its moods of calm and @orm, or of the wild
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tempesls in their mad career of destrucion, or of the
gorgeous pageants of sunrise and sunset in the eastern
or western skies, or of the sublimities of the heaven-
kissing mountains in their speechless but eloquent
loveliness by which the mind is rapt into a tense
mood of joy and lifted above itself, or of the vast
tingling silences of the stupendous forests of the land.

" But there are certain general aspects of his
nature-poetry which are noble and beautiful and
unique. He knew each of the great menifesta-
tions of Nature. Indian philosophy and religion
besides affirming the interpenetration and illumina-
tion of thc cosmos by the supernal light of the
Universal Soul say also that each of the major
phenomena of nature is ensouled by a deity who is
a cosmic functionary to whom God has allotted and
assigned a function for the welfare of beings.
Kalidasa says that the Himalaya is a Devatatma i.c.
ensouled by an animating divine principle. He says
in Kumarasambhava canto VI verse 58 that the
Himalaya has a living form as a deily and an
inanimate form as a mountain (G&v@a & ag:). The
Ganges is described by him again and again as a
river and as a goddess. Spring is both a god and



149 KAT IDASA

a phenomenon of rejuvenation. His lifelong bosom
friends are Kama and Rati—the animating princi-
ples of Love and Delight which rule the realm of

the human heart.

Thus he is fully aware of the aliveness of
Nature, though he does not thrill and make us thnll
with the vadinesses and sublimities of nature or with
a sense of the principle of Sachchidananda ensouling
the entirety of Nature. In canto Il of Kumara-
sambhava we are given a charming description of
the new rejuvenation of life in Spring.  The respon-
siveness of Nature to the human soul is admirably

described in A@ 1V of Sakuntala. The Vanadevatas
(forest-deities) bless Sakuntala and give her gifts of
shining silks and radiant jewels. A cuckoo’s note
conveys the message of the foredt to her. Nay aerial
voices carry to her the blessings of the forest deities
lo their beloved darling. The poet says further :

sgfeazasae gan ail@sadar aqu:
HIGANUZIA F@FAAN A FAl: |
(Sakuntala, Act IV, verse 11)

{The deer ftand aghagt with their mouthfuls of grass
dropping out of their mouths; the peacocks have
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given up their dances; the creepers shed their
midleaves and they seem to shed tears). Nature s
once again described in Act VI of Sakuntala as
bearing and applying its balm to the wounded spirit
of the penitent king. In Meghasandesa the des-
cription of Naturc as imagined by the disconsolate
lover gives him a new calm and a new courage.
(Thus in these masterpieces we find Kalidasa's nature-
poetry reaching a higher level than in Ritu- Samhara)
But perhaps the highest height is reached in Aa
VII of Sakuntala. We reach there a sublime height
where we have neither the travails of carth nor the
pleasures of heaven but the whole place is full of
calm and peace and penance and adoration, and

the king cries out in joy : ““ samgfugal fajiazqan i
srgaggmaramaisiq o ( (This place is higher than

even heaven as a seat of peace and bhss. I feel as
if 1 have had a plunge into a pool of rectar.) The
description of such a respensive thrill of Nature te
the soul of man cannet be called by the words
“Pathetic fa"acy applied thereto by Ruskin. Such
a thrill is onc of the great realities of life and the
poets describe a reality and not a phantasy when’
they describe it in glowing verse.
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I must stop such general discussion here as |
wish to deal at some length with the poet’s
specific descriptions of nature. Mr. R. E. Robinson
says well : “His eye singled out like a prism all the
rich glowing tints of life’s colours, and his bran,
receiving them, as if it had been a palette, translated
them into descriptions of jewel-like beauty.”” Even
such an able commentator as Mallinatha, excellent
as are his endowment and discernment, has failed
to understand the poet’s heart, evidently because
mere book-learning fails when we have to under-
stand the power of vision of a greal imaginative poet.
In Raghuvamsa. 11, 17, the poet says : w@mEziana
ganad 9334. He refers to the blue haze of the
denser forest scen from a distance towards nightfall.
But Mallinatha says that the poet refers to the
darkness duc to the existence of boars, peacocks etc.
Without a kinship of emotional mood, we cannot

realise the beauty of Kalidasa’s descriptions of nature.
v
In Ritusamhara we find a series of five

sketches of nature in the course of the revolving
year. They are so vivid that a%ipainter can keep
steps with the poet and create a companion painting
to Hlustrate each picturesque verse. Though I have
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referred to the poem in my earlier volume, 1 may

group together here the initial stanza relating to each
season.

QFUSEA: IO AFIZHIS
AIMEHATI LT |

FaraEqr scgam=aas
FAErrESisagaaa: & |

HAFIFAIAIFHC
@iEaaIRISTATIqS |
&¥WAal ASIggAYA-

Ay ~ ~ ~ S
AWTH: H[INHIAFTA: 199 |}

FYHI TBIITAVTIFA
IFRITE ATITITRATHEAT |

AMHEJ{RFRU aGTAAE:
SIAT TLATLRA &34 ||

AFIFIBIZAARTAL
IFFSIA QIIBUBs |

AgiRgg: TvagI
BHATIS: QgINTaISAY ||



144 KALIDASA

i
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(O beloved, here is come Summer in which
the Sun 1s fierce and the moon is adorable, in which
pools of water are incessantly disturbed by eager
bathers, in which the day is delightful only at the
close, and in which love is full of langour.

O beloved, here has come the rainy season
beloved of lovers, with splendour like a king, with
elephant-like clouds, with banncr-like lightning, and
with drum-like thunder.

Ltke a new bride in her beauty has come
autumn with her dress of kasa flowers, with the
lovely lotus as her face, with the sounds of swans
as the sounds of her anklets, lovely in her ripeness
of corn ,and slender in frame.
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Now comes winter with sprouting plants and
blossomed Lodhra - trees and ripened harvests and
shut lotuses and falling snows.

O beloved! hear about the dewy season
which is lovely with the brightness of ripened grain,
which is sweet with the sounds of krauncha birds
hid in near trees, in which love is in the ascendent,
and which is loved by women.

O beloved, here comes the warrior Spring,
with the mango shoot as his keen ‘arrow and with
the string of bees as his bowstring to strike at the
hearts of lovers as his target.)

Kalidasa's other poems and plays also abound
in fine descriptions of the various seasons. Spring
is beautifully described in canto 11l of Kumara-
sambhava and in Act 11l of Malavikagnimitra :
In Act 11l verse 5 he says that the asoka flower
surpasses the paint on women’s lips in crimson
loveliness and that the bee-sipped tilaka flowers
conquer the tilaka (caste-mark) on a woman’s fore-
head in beauty and that hence Spring looks with
disdain on a woman's decoration of her face. (graga
gasgaradt Waiast aiwai). In Vikramorvasiya Act
Il Verse 7 he describes Spring in its beautiful ripe-

X. i 10



146 ‘ KALIDASA

ness between its girlhood and matrenhood. Summer

.15 described in Sakuntala Act I.  The rainy season
m all its variety of coolness and charm 1s described
_in many places in a marvellous maaner in Megha-
sandesa. The autumn is described in Raghu-
“vamsa, 1V, 17, as having the lotus as its royal
umbrella and the Kasa flower as its yaktail [an
(Foedisaqed AwgEMINT).

Kalidasa describes the phenomena of the sky
with ever-recurring delight. Here again it is not the
. mystery of the totality of the sky and the sun and
the moon and the &ars that fires his vision but their
individual glories flash on him and on us through his
words. There is not to be found in his work such a
superb invocation to the sun as s found in the Upani-
shads or as is found in the glorious stanza of Bhava-
bhuti (#3qnat @nta agai wrad @4qd). The ever-
old and ever-new wonders of suarise and sunset with
their symphony of ethereal tints are not rendered by
him with adequate power. Moonset and sunrise
at the same time is described by him in Sakuntala
Aa 1V verse 1. Noon is described with effe@ in
Malavikagnimitra A 11 verse 12 and Vikramor-
vasiya Act 1l verse 22. The swans close their eyes
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beneath the shadow of loturs flowers; the deves
desert their holes ; the peacocks seck to drink the
spray from the fountain or fand at the {oot of trees;
bees pierce the karnikara buds and rest nside ; and
parrots in their cages crave for a drink of water.
Thus these pictures are clever but somewhat con-
ventional. The calm of sunsets appealed more to
the poet. In cantos 1 and 1T of ‘Raghuvamsa and
m Vikramorvasiya Act Il verse 2 we find fine
descriptions of sunset life on earth but not of the
sunsets themselves. In canto 11 verse 15 he describes
the sunset as being red like a tender leaf. In cante
VI verse 54 of Kumarasambhava he describes it as
being red like a bloody batilefield. Nor do we
find but rarely in his poems the solemn feelings
evoked by the glory of a hushed starlit night. The
cloudland is well-described in Meghasandesa. The
poet describes a raincloud as resembling a playful
elephant or a detached peak of a hill (Part I verses
2, 14). The cloud is illumined by the rainbow
which shines like a setting of gems (verse 15). It sees
with its lightning-eyes and speaks with its thunder-
voice (Part 11, verses 20 and 37). In Raghuvamsa,
1V, 5, he describes how white rainless clouds scatter
and disappear before the path of the sun. In canto
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XVII of Kumarasambhava the poet describes the
massing of rainclouds and the downpour of rain
when describing the Varunastra. It is, however, in
regard to the moon, that we find the glow of love
and passion in Kalidasa's descriptions. He 1s par
excellence the poet of the moon. In Raghuvamsa,
VI, 22 he says that even though the night is adorn-
ed by stars and planets, it 1s glorious only because of
the moon (AGFAUSEAFSISA FAsAAT F=ZAGT W:).
I have shown already that he describes how the
moon’s light 1s fed at the glory of the sun and
glows mere and more and with a ftuller and intenser
glery every day. A beautiful invocation te the
moon appears in Vikramorvasiya Act 111 verse 7:

vawima aat e
gaar aqaq fqg-guig |
qaal Wil gsgai g3
geRifafkaraa ane 1|
(Adosation te thee, who mingle thy beams with
those of the sun. Se that holy ceremonies may be
-performed then, who gladdens with nectar the

spirits and the gods, who slays darkness to help
shose who suffer n utter darkness, and who shinest
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-on the head of God Siva Himself). In Act Il
verse 0, of Vikramorvasiya the fleeing of darknese
from the rays of the moon which is yet below the
horizon is beautifully described. But the mest
passienate and exquisite description of the moon is n
.canto VIII of Kumarasambhava :

Aredanaiad Freadr e 9 gIa | 9ua; |
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qagsgivaiadciy dAigagaiag TNLEq |
FTHNIRRUIAF AT (WG FYIAT FAgewa1T )

uy FIGGRE Fugaar geaa at@iasgar agfi |
QIFRIGUIATFETT] F-AAT AT I
(VI verses 56, 57, 63, 65, 66, 68, 70, 73).

(The eyes have no way up or down or around
or before or behind. In this dark night the world,
surrounded by darkness, lies like a child in utero.
In it the pure and the impure, the fixed and the
moving, the crooked and the straight are made
equal. Thus doth the might of the wicked abolish
all distinctions. The Moon, holding back as it were
the black tresses of Night with his rays as fingers,
seems to kiss the face of Night while the lotuses of
her eyes are shut into bud with delight. Very soon
the lunar orb has cast aside its tinl of scarlet passion
and has become full of a radiant whiteness. Thus
the change that comes over the pure owing to the
evil influence of time doth not persist long. The
moon’s splendour shines on the uplands but dark-
ness fills the lowlands. Thus hath the creatgr
assigned suitable fortune to the high and the low.
The moon, by his beams splintering through the
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shadow of the leaves of the tree, seems to attempt
to string a necklace of pearls with a string of black
silk. The kumuda flower blossoms suddenly from
its bud state with a cry of joy expressed through
the sound of the released bee, as if it could not
contain the sweetness of the lunar radiance which is
drunk in full by it. The moon is now united to a
quivering star, just as a young bridegroom is wedded
to a shy and trembling bride.)

let me now descend from the. skies. 1 have
already stated that Kalidasa does not attempt to
describe sweeping gales and devastating tempests.
The one exception 1s that which occurs in cante
XVII of Kumarasambhava where he describes the
use of the magical weapon presided over by the
God of mind. He says that at once there arose a
terrific roar as if the end of the world were at hand.
The sky was filled with dust and the sun was hid.
The white royal umbrellas held over the heads of
the gods were wrenched away and were scattered
in mid-air like a scattered group of swans. The
white flags and pennons of the armies of the gods
were swept away and filled the sky with the radi-
ance of the Gangetic flood.  But such a description
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1s a rare thing with him. He delights in describing
the cool and fragrant and gentle south wind in
spring time. He says in Malavikagnimitra Act
11 verse 4 that the southern breeze seems to touch
him gently like the touch of a soft and cool and
loving hand. In Sakuntala Act 1V verse 4 the
king 1s described as seeking the cool and perfumed
southern breeze to soothe his fevered limbs. In
Kumarasambhava, I11, 25, the poet says that the
southern breeze that blew over the Himalava then
was the sigh of the queen of the South when the
sun left her palace and went away to the queen of

the North.

The ocean does not figure much in Kalidasa’s
works. There is a description of it in canto XIII
of Raghuvamsa but it has not got the swell of the
tide of joy and inspiration. He describes the sea
as the source of rain and the birthplace of the
moon and the couch of Vishnu. He describes the
whales blowing clouds of water through their noses-
He speaks of conch and coral. He says further ia
two fine stanzas ;

at qrAaeai Sfyqqa Rgd g saIeq QAT ATKAT |
fAsniTAnaIAaroligHicsar &ARgqar ar |
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QEGNY THATTH 3qF ATFIRIIATES |
MASTQIAT-TFSAZIA: (IGAGT Graqd ¥ 14+: W
(Verses 5 and 9)

(Its form, like the form of Vishnu, is infinite n its
variations of being and fills the ends of the eath
and cannot be defined or limited in any manner.
‘When his faithful wives—the rivers—Idt thewr
mouths to him with love, the Ocean-God imparts and
receives kisses with the tidal wave as his mouth),

Kalidasa is more at home in mountains—and
especially in his beloved Himalaya.  The Ramagin
and the many hills on the route of the cloud and
Kailasa are described in Meghasandesa. Hema-
kuta is described in Vikramorvasiya and with a
wonderful wealth of descriptive power in Sakuntala.
But it is in Kumarasambhava that we have raptur-
ous descriptions of Himalaya and Kailasa. Even
here the vast and stupendous solitudes, the crown of
snows, the flush of sunrise and sunset on the cternal
peaks, the cataracts and the avalanches and the
glaciers, the uplift and leap of the spirs when face
to face with loftiness and grandeur and sublimity are
sot sung by Kalidasa with hushed and reverential
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voice. We hear rather about the gems in the moun-
tains, the clouds on the slopes frightening the siddhas.
to the tops, the hunters hunting lions, the wind sound-
ing through the holes in the bamboos, the luminous
plants giving light to the lovers in the night, the
darkness in the caves, etc. But yet the description
is attractive and beautiful so far as it goes. The poet
loves the mountain scenery and the forests and the
hermitages there and kindles an answering Jove in
our hearts. The penance-spots of Siva and Parvaty
are described with evident delight and adoration.
The forest-hermitages are described with equal love
in Sakuntala also. In Raghuvamsa he describes

the still forest bathed in morning dews (XV, 66).

But when Kalidasa goes to the river the
Ganges, he loses himself.  The love of the Ganges
was a haunting passion with him. He returns to it
again and again. | shall quote here only a few of
the wonderful verses in Kumarasambhava about the
Ganga. In canto X!1I of Raghuvamsa he describes.
the Ganges in a marvellous stanza in versc 48 and
the confluence of the Ganges and the Jumna in many
fine stanzas. But the Kumarasambhava verses are

in a class apart.
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ST ARG AR |
QRIAIEIZIEIN ghaion |

RegIFISEanasl aamigd )
Q/UEATAGHATSITAT SR 1}

 FASIAIZIRHIFEA( AMSIHIGINAT |
i arastEar garan gaaaaq
AFIAUO HIAHIRTOT ARIHCR |

@ Al @AY w9 guami® afn )
(X 29 to 31 and 36)

(The Ganga is the ladder unto heaven. She is
the deity presiding over the route to paradise. She
frees us from cven the blackest sins. She enables us
to cross the Samsara. She resides in the matted hair
of Mahesvara, She destroys all sins. She gives the
bliss of liberation even to the lineage of the man who
is immersed in worldliness and desire. She is the
support of Dharma. Sprung from the foot of Vishnu
and come from the world of Brahma, she tirelessly
purifies the three worlds. Bathing in her waters
which are the cause of auspiciousness and which
soothe all langour and fatigue and which gives merit
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to all and is the saviour of all, he attamed the
heighest delight).

Animals and birds come in for a great deal of
eareful and minute description in Kalidasa’s works.
I have already referred to his marvellous description
of the dove. In Sakuntala A@ | we come across
the classic descriptions of the flceing fawn and the
pursuing horse and chariot. War horses are des-
cribed in Raghuvamsa 1V, 56. Two fine descrip-
tions of the elephant appear in Sakuntala Act I and
in Raghuvamsa canto V. The whale 1s described
m canto XIII verse 10 in Raghuvamsa. A special
mention should however be made of the very beauu-
ful description of the cow in Raghuvamsa I, 83 to
85. The Sarasas are described in Raghuvamsa, |,
4, as flying so as to form a supportless festoon. But
it 1s the bees and the cuckoos that figure most in his
works. The classic description of the bee in Sakun-
tala, I, verse 20 is well-known. I shall quote only
ane verse descriptive of the cuckoos.

AT WATS T9 (AEET AU 7§ gL AT |
A o ANAN -~ -~ : .
QUgATTATEEia (HAXA Ay T e agtdts |}
(Raghuvamsa 1X, 47)
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(“Give up your indignation. Enough of dispute.
The season of youlh and enjoyme'nt once gone never
returns”—thus sing the cuckoos, conveying the ediét
of Kama. The maidens hear it and enjoy the bhss
of love).

Kalidasa takes a special dclight in desciibing
particular trees and especially in singing the lovely
and (ragrant realm of flowers. His verse is of course
full of the lotus and Neclotpala and the Kumuda
flowers. In A@ V of Malavikagnimitra he refers
to Kusuma Lakshmi and Kusuma Sowbhagam (the
glory of the flowerland). In Vikramorvasiya Aat
Il verse 7 he describes the kuravaka and asoka and
mango flowers in an aecurats and minute way. The-
karnikara flower 1s described in Kumarasambhava,
111, 28. The wealth of flowers in spring is in fa&
most fully and beautifully described in canto 111 of
Kumarasambhava. The decoration of women by
fowers is finely described in Meghasandesa, 11, 2.
He is the only Sanskrit poet who has described #he
saffron flower that grows in Kashmir (Raghuvamsa,

1V, 67).

I may refer alse to a few oﬁl)er features of
Kalidasa's description of Nature. The flming of
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glass by humid air is described in Raghuvamsa,
X1V, 37.  The spreading of oil on water is des-
cribed in Raghuvamsa, X1V, 38. I may in con-
.clusion refer here to Vikramorvasiya Act IV where
many aspects of forest scenery are beautifully des-
cribed in great detail including birds, animals,
greams etc.  One fine verse describes that Urvasi
must have been transformed into the impetuous
foaming river.

qEF IAFT givaragasivrgar

Awd-al w4 anafey qatafey |
T3fE ardl w@izanisara aga
A IGT gIqARRIAT GRNAT 1)
(Act 1V verse 52)

{With wave as her curved eyc-brow, with the dis-
turbed group of birds as her wai@-band, dragging the
foam with her as her cloth loosened at a sudden
rush, and fleeing along with irregular and faltering
&teps, she, the impetuous one, has been evidently
transformed into a river).

Mr. Ryder whom I quoted at the begnning of

this chapter says again: “‘Rarely has a man walked
owr earth who observed the phenomena of living
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nature as accurately as he, though his accuracy was
of course that of a poet, not that of a scienti¢,......
Fully to appreciate Kalidasa’s poetry one mug have
spent some weeks al lca? among wild mountams
and forests untouched by man; there the conviction
grows that trees and flowers are indeed individuals,
fully conscious of a personal life and happy in that
life. The return to urban surroundings makes the
vision {ade ; yet the memory remains, like a great
love or a glimpse of my$ic insight, as an intuitive
conviction of a higher truth. (Kalidasa’s knowledge
of nature is not only sympathetic, it is also minutely
accurate.) Not only are the snows and windy music
of the Himalayas, the mighty current of the sacred
Ganges, his possession ; his too are smaller &reams
and trees and cvery littleg flower. It 1s delightful
1o imagine a meeting between Kalidasa and Darwin.
They would have understood each other perfectly ;
for in each the same wealth of imagination worked
with the same wealth of observed fact...No doubt
it is easier for a Hindu, with his almost instinctive
belief. in reincarnation, (lo feel that all life, from
plant to God istruly one; yet none, even among
Hindus, has expressed this feeling with such con-
vincing beauty as has Kalidasa”.



CHAPTER VI

Kalidasa as a Poet of Beauty.

T is a natural transition of thought {rom the
consideration of Kalidasa as a poet of nature
to that of Kalidasa as a poet of beauty. The search
for beauty is a natural instinct of man and 1s a
poignant passion with poets. But however much
beauty appeals to the eye and the mind and the
heart and the soul, it is difficult to realise in a clear
and vivid manner what it is and what are its elements.
and what are its meaning and its message and its
value to the soul. It is even more difficult to state
in a clear and intelligible way to another what is
felt to be truth in regard to such beauty.

Kahdasa knew the real secret of that wonde.-
ful and evanescent phenemenon. He knew that
the radiance which lights up form and face in men
and women—and especially in women—is a portion
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of the splendour that is seen also in nature. While
the splendours of the sky are unvarying, the beauty
of the tender leaf and flower is full of transience and
charm like human loveliness.  He frequently com-
pares the beauty of women to the beauty of tender
leaves and blossomea creepers.

stafsiar (B sawrsat
s <
AT AT I/ATHUAY |
TATARAFATHITART
waIfof egfar @da 1
(Kumarasambhava, 111, 54)
(Bent slightly by her budding breasts and wearing a
garment bright like the rising sun, she came lile a

moving crecper bowed by the slender weight of
blooms).

AGT: (HABAT: BAZAZNGATCAT T0F |
FPAAT ST AxAAqEY dagq |
(Sakuntala, Act I)

(Her under-lip is red like a tender lcaf; her

arms are like the lovely branches of a tree: and

youth, desirable as a flower, is present in her limbs).
K. 1L 11
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~

ArFANT GEEGHIH: AYGH |
@ Bl qus saita: fik@Ed |
(Vikramorvasiya, I, 14)
Till this affectionate lovely-browed lady meets ker
affectionate friends like the affectionate beauty of
Bpring meeting the eager creepers).
Fiazagusasdl AfaqiegEadaoar |
AqEA AQUTAT PHARATHT UVFIHATY 1\
(Sakuntala Act V, verse 13)
{Who is this veiled lady whose beauty of person is
not very apparent owing to the veil and who shines

amid& her ascetic companions like a tender leaf
among dried white leaves?).

Similarly when describing the beauty of leaf
and flower, the analogy of human loveliness is
brought in by the poet.

JUNGIBT FANBINT W& AYARaST THITH |
W AIFFAFAST JATHIBIPASIBIL N1
(Kumarasambhava, 111, 30)
The Beauty of Spring made her forehead lovely with

the bee as a tAaka (catemark) and beautified her
mango-leafl-kp with a redness bright as that of dawn).
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qiqeaeq ¥ AIGAET q GQ@ ASY wYHis i 1)
(Vikramorvasiya, A, 11, verse 7)

‘The Beauty of Spring is midway between girthoed
and youth),

~ Kalidasa says about the season of youth and
beauty :

HeTd NOZANFARCATAAI@A HLO AL |
FIHEA QRASA{ATCBAE ISAIT A1 192 742 |}
(Kumarasambhava I, 31)

{8he attained that season of life which is next te
girlhood, which is the natural jewel of the willowy
form, which 1s the non-vinous intoxicant of man’s
senses and mind, and which is the arrow of Cupid
more powerful than his arrows ef flowers).

The poet thus knows and says that the radiance
which lights up the human frame is a portion of the
general radiance which robes the frame of things,
though in the case of living beings the radiance is
as evanescent as it is attraétive.

What, then, is beauty? A well-known Sanskrit
fanza says :
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- ~ N~ N . L
0T G AAFAI YN =T ® Y IHO[FArare

(Whatever becomes ever-new from moment te-
moment—that is the esscnce of Beauty).

Beauty is a dynamic quality and 1s the dynamic
outward expression of the slatic bliss of the soul.
It 1s not merely skin-deep. i is not a mere sexual
maya {or purposes of race. Soltness, symmetry, and
splendour arc among its characerifics but are not of
its essence. It 1s soul-deep, aud it is {ull of ever-new
and ever-fresh surprises for its worshipper. It fills
him, when 1t is truly itscif, with humility, purity,
longing, and delight. It is an end in itself and is
not a means to an end. The soul delighls i it
because the bliss-element of the soul has the {fulleg
play 1 its presence and under its power. But the
element of bliss is different from that of pleasure.
Pleasure is of the body, but bliss is of the soul.
Pleasure implies a keen conscious call of the body
but bliss implies a thorough absence of self-conscious-
ness and a negation of the consciousness of the body.
Beauty 1s a manifetation of the bliss of the soul and
evokes the bliss of the soul. That 1s God is called
by all the names Ananda, Prema, and Saundarya
(Bliss, Love and Beauty). He is deseribed in the:
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Upanishads as Santam Sivam Sundaram and
Anandarupam amritam yad vibhati.

It is therefore necessary to bear in mind that
Kalidasa's concept of beauty is a spiritual conception.
It was this spiritual attitude that urged him to des-
.oribe beauty as being in alliance with purity on the
one hand and with love on the other hand.
‘Sakuntala A& Il verse 9 he says :

In

o~

N3 A397 qiTsisTaazagqmar
®AIFAA AHEAT (IAAT FA1 G |
AT AFAAT 40 q

argiageaagivsa a9= a&4n |

(She mu9t be the mental creation of the Creator
who by his mental power transferred the tetakty
of loveliness to the painting of the loveliest of
women and then endowed the picture with life.
Remembering the Creator’s power and the beauty
of her form, I think that she is feminine creation of

a different order altogether from ordinary women).

In Vikramorvasiya A& 1 verse 10 the poet
goes even a step further and says :
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sear: AnfRay TRORGLER g Hibaa
NFIFTE: @5 g AZAT AMAT G QAR )
YT Y @ [AVIATARIGEST
Aty sARARTE & O giu i

(In ereating hLer the Creator should have been the
splendour-flinging Moon or Cupid who is love
incarnate or Spring who is the abode of blossoms.
How could the ancient sage who had become dull
with scriptural study and whose longing had turned
away from lovely objed@s, have created this heart-
stealing form 1)

Thus in these verses the poet hints that beauty
has the freshness and glory of a piuic or a mental
ereation and is not of the earth earthy and partakes
of the elements of splendour and charm and softness
and steals our hearts away.

Kalidasa gives us a clear and original vision of
the vital and essential elements of beauty, Flawless-
ness is a fine element. In Malavikagnimitra Aa 11,
he says : @€l aaiqaer@aggar &76q { How flawless
is beauty in all its attitudes !) He says again in the
same AQ': ¥ wIesWG WA wAf G | (In
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all its ‘attitudes beauty has erescent splendour).
The splendour is natural and net artificial (siige®N=a
—Sakuntala Act V verse 19). In Sakuntala A&l
verse 22 he suggedls that supreme beauty is semi-
human and semi-divine and is the child of asceticism
and divine loveliness and delight. Sakuntala is the
daughter of Visvamitra and Menaka.

WGy FA AT EAITHT BIET 9T |
A avEeE sAfissfa agaEs o

(How can there be such a manifestation of lovelinass
among mortals > A luminary aquiver with radiance
does not spring up from the earth).

He refers to the elements of @@d (quivering
splendour) and rekha (eye-rivetting charm) m
Sakuntala Ac VI verse 14. He peints out alse
that beauty does not depend on external aid fer ue
attractiveness.

adasagieg AN =g
~ ~ ~n_-\¢ -
AT@ART RHITSEH IFHAT aaAlT |
FIN(ABRAIH ATHIAISTY A=Al

o~

fetia & sguai aveq argatay i



168 KALIDASA

(A lotus flower is lovely though surrounded by moss.
The dark spot in the moon makes for loveliness.
Thus she, with her dress of bark, is all the more
charming. What does not set off and decorate the
loveliness of those who have the sweetness of beauty?)

He says further that jewels are as much de-
eerated by beauty of person as they are decorators
of such beauty.

WA PINIFARGYT TGN YINLEINIA: |

(Kumarasambhava canto I verse 42)

In Vikramorvasiya he says in Act Il verse 3 :
ST TATIATING TAIGATFAT: |
IFUIAEANT g AGIai ageaEan: |

€Her form is the ornament of her ornament and is
the decorator of her decorations. Objecs of similar
beauty in creation should be compared to her higher
beauty and not she to them).

It seems to me that the verse which expresses
be& the very essence of beauty and which 1s ore of
the greatest verses of Kalidasa is the famous 10th
verse in Sakuntala Act 11.
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HAITT ged fFagANGA FoGE-
TANIE & qY AgqA#FNFAA |
HAUE gUAIA] FSUT AZIAAA
A AN WG Biag T4I™EAT [=q0a: (|

(Her faultless form is an unsmelt flower, a tender
leaf unhandled by fingers, an unpierced gem, new
and yet untasted honey, and the full fruit of virtuous
and meritorious a@s. | do not know whom the
Creator has designed to enjoy it).

We find in this verse a crescendo of similitudes.
The flower and the leaf are fair and fresh but very
frail and evancscent. A gem has a lasting splendour.
‘Sweet honey has an added element of attraction.
The simile of the full fruit of goodness has a psychi-
cal element as well and shows that beauty has not
enly loveliness and softness and freshness and radi-
ance and swcetness but is the gift of God to purity
and goodness and devotion.

We find also in Kalidasa’s works an assured
.conviction that beauty and baseness will not go
tagether.  In Act Il of Sakuntala it is said :

N\ o~

J qrEml WISTAraner qOEUSAr watT |
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(Such nobility of appearance will not be opposed te
nobility of soul). In Kumarasambhava canto V verse
36 the poet says:

4399 9@Q 9sgaU
X waRFsalaiC agas |
Far & 3 segzraad
awleaqregaysai aag 1

(O Parvati, the saying that beauty will mot walk
in evil paths is perfectly true. O beautiful one, thy

purity is a guide even to ascetics).
In the same spirit Shakespeare says in the Tempest :

“There’s nothing ill can dwell in such a temple”.

(Act V scene 2)

Kalidasa is not content with delineating human
beauty alone. He takes us step by step to higher
and more glorious forms of beauty. In Sakuntala
the radiant beauty of a child of a mortal and an
immortal is delineated. In Meghasandesa he depicts
the Yaksha (semi-divine) type of beauty. In
Vikramorvasiya we are taken to the beauty eof.
the world of gods (gw@mg=zd) Act Il verse 21.
The beauty of incarnate Lakshmi is described i
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Raghuvamsa. But it is in the Kumarasambhava
that the poet has lavished all the resources ef his.
wonderful art in delineating the supreme mother of.
the universe —the Goddess Uma who is the arche-
type of ‘all loveliness and the presiding deity of
every glory of body and of soul.

Such, according to the poet, is the nature of
Beawty. He has described equally well the power
of beauty over the human soul. In Raghuvamsa
he sings in Canto VI about the mesmeric and fasci-
nating beauty of Indumati and its effect on each of
the assembled kings. In Kumarasambhava, canto I,
verse 28, he says that supreme beauly is not only an
adorner but is also a purifier of life just as a flame
adorns and purifies a lamp and as the Ganges
adorns and purifies the three worlds and as perfest
speech adorns and purifies the speaker. The peet
says also that the disappearance of beauty from our
vision is the setting of our auspiciousness and the
end of the joy of our heart and the closure of the
gale of leroism.

WREEEANATA NN AgREATAARE |-
KIUQ‘JU;NRQ qaq'q a*’-"”ﬂ(‘*“m’(q i
(Malavnkagmmltra Act 1] verse 11).
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Kalidasa delights in describing the loveliness of
-girls and women. He has surpassed himself in des-
eribing the girlish loveliness and grace of Uma m
canto I of Kumarasambhava. The verses describing
Uma's beauty are too many to quote here but they
begin with the wonderful verse :

<@ ~

Sedifed QFAT 199 YAGATATHIIWATZT |
3

T3 awrﬂg{amm agfda Aaqrgaa |
(Verse 32)

(Like a fine painting Iit with colours by the brush
and like the lotus opened by the rays of the sun
her form was touched by dawning youth mte
all-round loveliness).

Innumerable are the verses of Kalidasa des-
eribing in a perfe® way the beauty of women.
Malavika during the dance and the dohada 1s des-
oribed in memorable verses. In Vikramorvasiya
Chitralekha herself says about Urvasi’s loveliness :
&y arrgaa g&ear wagmmta (I wish that I might
myself be Pururavas), This recalls a famous
Sanza about the beauty of Draupadi. Sakuntala
watering the trees is described in a perfe@ verse in

A& I verse 26. The love-lorn Sakuntala is described
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in an equally perfect verse in Act I, verse 7.
The Yaksha’s wife is described in a fine verse
(verse 21) in the second part of Meghasandesa.

The handsome looks of boys and men alse
are vividly described by Kalidasa. He says that
the tender palm of the boy Bharata was like a
half-blown lotus flower blossoming at the touch of
the young dawn,

ASEAT AU RGUTAT
[atear (WAmaIEIEIg ()

Prince Ayus also is finely described in Vikra-
morvasiya. The poet describes King Dilipa as
having a broad breag, the neck of a bull, the height
of a sala tree, and mighty arms (SJZiwesr gaeseq:
wizgigagrgs:).  Similarly Raghu is described thus:
ga1 gueqgaaigias: snaygn qagsea: (111, 34).
Dushyanta is described in Sakuntala, Act 11 verse 4
as tall and slim and strong (Pranasara). But the
poct, though he was comparatively reticent about
the beauty of men, let himself go when he began te
describe the great God Siva in his bridal form ia
the fifth canto of the Kumarasambhava. Even more

 wonderful.is the description of God Siva in Kailasa
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in the twelfth canto of the same poem. The beauty
-of old men in thek glow of calm and benignity and
spirituality is described in the delineations of Kanva
.and Maricha in Sakuntala and especially of the
sevem holy sages in canto V1 of Kumarasambhava.

But the poet never regarded beauty by itself
as the real culmination of life. A poet 1s naturally
very sensitive to charm and loveliness and takes a
kcen delight in singing the attractiveness of beauty

of facc and form and fgure. Bui Kalidasa knew
well the real place of beauty in hfe and in super-

life. If beauty fills us with reverence and delight
and with a feeling ol deep thankfulness to the
Creator, if it inspires us lo moods of heroism and
self-sacrifice and service and chivalry, if it takes us
out of dullness and deadness of heart and selfishness
of spirit, if it quickens a mood of divine self-forget-
fulness in us, if, in short, it releases the God within
us—then it is an uplifting power. If, on the other
hand, it increases our bondage to the semses, if it
.mcreases our earthiness, if it inflames our evil
passions, if, in short, it releases the brute within us——
then it is a degrading force. Kalidasa loved and

glorified the uplifting type of beauty. He says m
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sante VII verse 22 of Kumarasambhava that the
fruit of feminine beauty and adornment is the joy of
the hushand’s eyes. In showing the failure of Uma’s
beauty to captivate the heart of God Siva and the
success of Uma’s penance in achieving that end,
Kalidasa has made us realise that beauty should lead
to devotion and that devotion would lead te God.










CHAPTLCR VIL

Kalidasa as a Poet of Love.

KALIDASA’S poetry of l.ove i1s even more

remarkable than his poetry of Nature or his
poetry of Beauty. The poet says that the fulfilment
of beauty is in love. (g diwgsa & Ti&ar,
Kumarasambhava, canto V verse, 1). The highe&
fulfilment of the human personality is in lave;
and a poet’s title to the reverential love homage
of the universal hecart depends largely, if not
exclusively, upon his treatment of the eternal and
eternally intereting theme of love. Love is the
sock-in-trade of all poets. But the ordinary poets
merely givems.rosewater showers of fine words such
as spring and flower and beauty and passion and
sweetness and bliss. It is only the great poets whe
have a true vision of the very heart of love and
bring to us the mo& intimate essence of love's bliss
and blessedness.



H18 GENIUS, IDEALS AND INFL,UENCE 177

The problem of sex has always, next to the
problem of the soul, been the mo& urgent and
msiflent and rperplexing of problems. Men and
women, being the descendants of men and women,
have each a percentage of masculinity and femini-
neness i their natures.  Fach human being is thus
in reality epicene in type. Do we not sce the subli-
mation of this concept in the divinc figure of
Ardhanarisvara > But the modern man—and for
the matter of that the modern woman also,—do not
know what is the true baiance of the two elements
in each human being.@t 1s one of the lagting glories
of the Hindu mind that it knew the secrets of the
preblem of sex @s well as it knew the secrets of the
problem of soul.

-

It has been found out by modern science that
the sexual act is not one of the necessities of life.
Dr. Mayer says: ‘“No peculiar disease nor an.
abridgement of the duration of life can be ascribed
to continence’’. Unrefirained sexual thought and
appetite are the bane of civilised man. We do net
meet with such a phenomenon in the animal king-
dom. While the sexual pleasure is one of the
deepest pleasures of the human system, it is not of

K. 11, 12
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the essence of love but is a concomitant of love. It
has been well said : “Sexual desire is primarily a
mental state which it is within their power to control.
The less thought that is given to it, the happier will
be the marriage”. In modern times over-sexuality
has brought about pessimism in life and literature.
Man mut know how to curb his false sex-appetite
of to-day and to become more chagte. The modern
freedom of divorce and the still more modern heresy
of companionate marriage are the rocks on which
modern civilisation will split and go to pieces. The
modern riot of sexual indulgence leads to loss of
charm and magnetism and spirituality alike.

LUnless we realise these truths we can never
understand Hindu Poetics. Till then the Hindu
ideal of an unseverable union during life for the sake
of a life beyond life and the Hindu gospel of regard-
ing the husband as God would seem to me barbarous
and to be due to the continuous domination of man
over woman during the ages of universal history.)Till
then the Hindu glorification of continence (Brahma-
charya) and the Hindu rules about sexual intercourse
would seem to be a delusion and a snare. {The Lord
describes in the Gita that Brahmacharya is a physi-
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cal tapas or austerity) Is it not significant that the
same word Brahmacharya signifies both sexual
-eontinence and true spirituality ? The ancient Hindu
knew the inter-relations of vital force and mental
force and spiritual foice much better than the self-
laudatory modern man. Love-force and sex-force
are inter-linked but are not identical. In the animal
kingdom we see sex-force but not love-force but the
sex-force 1s regulated by instin® and rhythmical in
its operation and periodicity. In man it is linked to
love-force. But the higher element should not lead
to the perversion of the lower element. It should
preserve the values of the lower element and sub-
limate sex-force into soul-force. The Hindus knew
and proclaime that sensuality is not love. Their
declaration that marriage is for begetting offspring is
ene mode of declaring this truth.

It is in the excitable and impressionable period
of youth that young men and young women have
to be guarded with care against sensuality. In a
recent book on Sex-Force it is stated : *‘Physicians
and others who are in a position to know accurately
make the statement that ninety percent of all the
girls who marry enter the wedded state impure,
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especially in this country and in France; the
percentage is not so high in England where young
girls are still closcly chapererned”. The Hindw
doqrine of the so-called unfitness of women for
independence has of course b-en misunderstood and
misrepresented and reviicd. It is well-known that
Hindu women enjoyed in the past a very large
measure of independence and even now enjoy a
comparatively large measure of indcpendence.
There is no doubt that the circle of their liberty has.
to be widened having regard to the needs of modern
life. But there is as much common sense as senti-
ment, as much reason as custom, in the ancient
institutions of India which require a woman to be
dependent on her father or her husband or her son.
Such a rule of life saleguards purity and eukindles
protective affection. What modern woman gains in
liberty she loses in pure love and protective affection.
Who can cast the figures of the soul and prepare a
correct balance-sheet of mnner loss and inner gain ?

Thus in the true ideal of love, personal pleasure,
and racial instinct, and mental aflinity, and spiritual
union are important and vital {actors. [ shall show
presently how all these factors are stressed by our
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tmmortal poet. Personal physical pleasure is a strong
factor but is not at all the primary factor. There
1 in it, however refined it may be, an element of
grossness and sensuality and even animality. The
next higher sublimation of it is in the element of the
perpetuation of the racial life. We owe everything
to the past and we can never serve the past and
repay the debt excent by service to the incarnation
of the past in the future. But even the propagation
of the race is not the highest end of sex-life. The
a-sexual propagation of life is known in the plant
world. God surely intended the sex-life to subserve
higher purposes as well. 1t leads to a higher vitality
and magnetic power, and a more glorious life of
the senses aud the mind. It lLas been said well
““What really happens is that in this congenial com-
panionship between two members of opposite sex,
two poles, the positive and negative, are united
forming a magnetic battery through which magnetic
forces pour into both”. The good and beautiful
woman will unconsciously pull up her beloved into
a higher region of sense-life and mind-life. The
highest attainments in the fine arts have been due
to the unconscious charm and loveliness and influence
of woman. Last but not least is the upward leap
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of the spiritual life due to the influence of love.
A man under its influence becomes more kind to all,
more unselfish, more reverential, and more full of
devotion. The poet shows this mo&t perfectly in
Sakuntala. But let me not anticipate.

Even at the risk of appearing prurient, 1 wish
to State that the vital energy of man has the sexual
manifestation as only one of its many manifetations.
Its higher use is to get absorbcd in the system so as
to increase a man’s physical power and mental
power and power of will by which alone he will be
able to realise God in his heart. The sexual a®
should be regarded as a sacrament and should be
indulged in according to the higher law. It has beea
said well : “Sexual union should take place only
when therc is a desire for a child and then it should
occur only when there is complete unity of desire
and should be so conducted as to express gentlencss
and delicacy”.  Dr. Nichols says: “It is a medical
—a physiological—fact, that the be¢ blood in the
body goes to form the elements of reproduction in
both sexes. In a pure and orderly life this matter is
reabsorbed. It goes back into the circulation ready
to form the fine& brain, nerve and muscular tissue.
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This life of man, carried back and diffused through
the system, makes him manly, strong, brave, heroic.
The suspension of the use of the generative organs
is attended with a notable increase of bodily and
meatal vigor and spiritual life”. In Kumarasambhava,
111, 69, the glory of this self- control (i@ ) is des-
cribed in glowing terms. Once again let me not
anticipate.

In short, modern selfishness and modern luxury
and modern sex-mania form a trinity of demons.
Hurry and competition and strain are due to selfish-
ness. Liquor and drugs and spiced and seasoned
viands are due to luxury. 1 do not narrate the effects
of sex-mania in detail as the list would be appalling
and long but every one can draw it up easily enough.
It seems to me that a study of Kalidasa's ideals of
love will be a powerfal force making for the attain-
ment of sanity and sweetness and spirituality by
modern love.

The love poetry of each race is the truest test
of its innate refinement. Judged by this test the
Indian people occupy a very high place. According
to Indian thought, the senses are called devas or the
pure and shining ones. It is the mind that can rise
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, the heights of purity or sink to the depths of
ampurity. Itis in relation to sex that the mind
attains to lofty heights of purity or sinks to low
depths of impurity. The Hindus knew well that
the joy of sex-life is enhanced by the unobtrusion of
the sex-idea. /\They were as much experts in Artha
Sastra (science of wealth) and Kama Sastra (science
of enjoyment) as in Dharma Sastra (science of
condu®) and Moksha Sastra (science of religion).
They knew that the love-emotion during the separa-
tion of lovers has a higher purity and spiritual value
than even the love-emotion during the union of
lovers.) They knew, in short, all the subtle shades
of the emotion of love and its physical manifestations
and spiritual reactions. That is why Hindu love-
poctry is so exquisite and chaste and pure. Though
perhaps it does not rise to the heights occasionally
reached in the West in delineating the transfigura-
tion of the world during the romance of firgt love,
it has greater depth and amplitude and subtlety and
vision. Among the poets of love in India, Kalidasa
occupies the throne of supremacy by the acclama-
tion of all.

I shal] first deal with Kalidasa's ideals of love
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and with his description of the general aspects of
love and of the special and particular aspects of
love. Speaking about his ideals of love, it is note-

worthy that he always proclaims that love (Kama)

shauld never _override Dharma ln canto I

verse 6 of Kumearasambhava Cupld asks Indra
whether he should overwhelm the artha (wealth)
and dharma (rightousness) of any person.

v (weargat ag dian® fasRiEIET @ 918 )

Such a Cupid was reduced to ashes by God Siva.
It was only after Parvati’s penance won where her

beauty failed that the Lord revived Ctipid in

response to the prayers of the Gods.

Kalidasa has clearly taught that love is the result
of ante natal union. In afamous verse in Sakuntala
—which is one of the most beautiful vcises in all

literature—he says :
NG AgT AIUA (9T I,
ageg®! VAR AGraaIsi a=gs |
G9EN T FARAILT
wraferaifor saraLaEan i
(Act V verse 2)
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(The reason why even a happy man, when he sees
beautiful things or hears harmonious sounds, becomes
full of a vague melancholy is that his antenatal
eompanionships rooted in his emotional nature are
remembered by him without their rising to the
surface of his consciousness).

The same idca is well expressed in Rossetii’s
well-known sonnett :

“O born with me somewhere that men forget
And though in years of sight and sound unmet
Known for my soul’s birth-partner weli enough™.

Kalidasa expressly says in Raghuvamsa, VII,
15: adr & s=ardEaad (the mind knows the
attachments of former lives). In a famous stanza
in Raghuvamsa, (XIV, 66), Sita says that she will
practise penances so that she may attan Rama
again as her beloved but without any possibility of
the pain of separation.

q1§ a9 gAMATEIzEsT sqamicg afsy |
<
H

Ilﬂl' q41 q' sram.a(sm <Eﬂl5l H|at

[

ra i u

Kalidasa has taught also that it is the element
of pure emotion that is of value in love and that the
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element of physical union is a merely subsidiary and
subordinated element. Indian writers on Eroties:
and /Esthetics never stressed sexual pleasure as the
be-all and the end-all of love. They knew that
absence maketh the heart grow fonder and that the
passion of love shines better in separation (Vipra.
lambha sringara) than in union (Sambhoga sringara).
Kalidasa expressly says in Malavikagnimitra Act

I1L verse 15.
AATGUHVSAA: TRFLT
qapTRATe aa qf 9@ |
TR ATEAET
SECATRISIN ARIGUHAT: il

(I am not enamoured of the union between the
loveless and the passionate. Far better is the death
of two equally passionate lovers who have no hope
of matual attainment at all).

Kalidasa shows also how equally important
i love is the duty of handing on the torch of life
to the generations to come. Having received the
gift of life and culture from our forefathers, we can
discharge our debt (%) to them only by handing
on the heritage— undiminished and if possible aug-



‘188 KALIDASA

mented==to those who are to be our successors and
theirs as well. That is why he says in Raghuvamsa,
Canto 1, that the kings of the solar race entered
-upon the married state for the sake of offspring.
In Sakuntala the king mowrns that his ancestors
would be grief-stricken at the failure of the line.
Such an attitude towards love is not due to any
1nherent joylessness but is duc 1o a perception of the
higher and nchler and larger aspects of love .n
preference to its narrow and personal aspects.

Kalidasa proclaimed ia thrilling tones the joy-
«lement in love. None has sung about love’s bliss
mn more glad or eloquent er convincing terms. The
sudden investment of the werld with a new radiance
and a new sweetness when the lamp of love is light-
ed in th~ heart is repeatedly described by him in
his poems and plays. In Meghasandesa (11, 22),
the Yaksha vifers to his beloved wife as his second
life. In Vikramorvasiya Act Il verse 19 king
Pururavas declares that the sovereignty of the world
Is not so sweet as service unto his beloved. In
the description of Uma and Siva, of Aja and
Indumati, and of other ideal lovers, the poet is
never tired of describing the access of joy that comes
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to the heart with theg dawn of love, Nay in
Kumaiasambhava, V, 95 the poet says that even
God Siva was full of the impatient dclight of love
and asks : “‘If the desires of love can touch and
affect even God, will they not overwhelm ordinary.
men ?”

Proceedine now to deal with Kalidasa's
descnptlon of the general aspects of love, he points
out how the world is dark to love denied and
bright to love triumphant. In Vikramorvasiva Act
I11 verses 20 to 22, he says that the same lunar
rays and Cupid’s arrows which wcre a source of
agony to the unhanpy lover, are a source of joy to the
happy lover, that the joy of love gianted after the
pain of love denied is doubly pleasurable because
sweet is pleasure alter pain just as the shade of trees
is sweeter to the sunburnt man, and that the lover
would rejoice if during union the nights would be
as long as they seemed during separation. The
humility of true love is well expressed in Raghu-
vamsa, VIII, 49. There Aja laments that he must
have been a false lover because his beloved left him
for the world without any previous warning what-
ever. The poet says further that lovers look at
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everything through the eye of love and n relation
to their love’s happiness or unhappiness (##1 @t
gzafd.  Sakuntala, II, 2, See also Malavikagni-
mitra, 111, 10).

A special feature which has to be noticed m
regard to Kalidasa’s love-poctry is that he has
described often the later love of men but always the
frst and only love of women. It almost looks
as if lic was of opinion that man’s tenderness in Jove
is a later growth while woman’s tendcrness in love
is instincive, innate, and natural. But the later
leve of the good man is in its way as true and tender
and deep as the early and only love of woman. In
the description of Uma’s penance and bridal bliss,
he hints also that the passion of love which springs
up in the pure soul of a woman trained in ways of
austerity and renunciation is the sweetest and
noblest and highest thing in life.

It is also worthy of notice that the poet utters
a note of warning against giving the rein to sexual
passion under the sway of a youthful and beautiful
face. In Sakuntala, V, 24, he makes Sarngarava say:
uq: qlga ®ds4 (q@acand @: |
aWEEIIAd Swafy diggq
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{Hence secret union should be the result of delibera-
tion. The affetion born in hearts whose true
nature is not tested and known turns into hate).

In Sakuntala we see also how the play begins
m hunt and ends in peace. The hunt of love is a
delight but mere physical rapture leads often to
trouble and has to be spiritualised into the abiding
peace of emotional tenderness. In the story about
UTtvast's going away on seeing her son and about
Indra’s grace resulting in her stay in her husband’s
home along with tleir son, the poet makes us feel
that very often the brief romance of physical passion
and pleasure vanishes after the birth of a child and
that the best gift of Providence as the result of our
own self-restraunt and self-purification is the gift of
that higher and holier love which is in right relation
to the past and the present and the future and
which finds in love a fulfilment of life in all its
variety of a nexus of obligations. In Vikramorvasiya
the poet tells us also how Urvasi is won back by
the touch of the gem which was born from the
Goddess Gouri’s feet and thus tells us by a beautiful
symbol that even the ecstacy of first love has to be
rewon and recaptured in a higher and a helier mood
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if it is to be not a brief conflagration cf joy but a

steady glow of bliss.

I shall refer in a later chapter to love in its
domestic aspect when I deal with Kalidasa’s idcals
of womanhood. It may, Lowever, be mentioned
here that the truest love bases itself on dharma and
is rewarded with the highest bliss.) In Kumara-
sambhava, V, 38, God Siva tells Parvau that
dharma seems to him to be the essence of Trivarga
(dharma and artha and kama), because she took
her stand on dharma alone and sought it without
earing for wealth or pleasure :

N A ~ N
{wd HH: Wi ITRg #H
AN o

[qIaarG gaqfs anmal |
|Gl AAIARASIIASTar
A% UA ARTT G339 1)

Kalidasa thus emphasises the moral and spiritual
aspe\ds of love.] He says about Arundhati that
she appeared o be the incarnate {ulfilment and
fruit of husband’s penance. (Kumarasambhava,
VI, 11). He says also that faithful wives are the
fundamental cause of all righteous acts and duties’
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(rort &g qeqiaf qacd qasnq 1) In the same
verse hie says about Arundhati that when God Siva
saw her he desired to marry a pure and noble
women because the love of a pure and holy and
loving woman is the fulfilment of life (FzdTigEdang-
gr=grqaigi:— Kumarasambhava, VI, 13).

I shall now proceed to describe briefly the
poet’s description of special and  particular
aspecs of love. In Malavikagnimitra, 1l, 2 and
Sakuntala, 111, 3, we have the usual conventional
inveighment again$t the moon and again@ Cupid.
More interesting are Kalidasa’s observations about
the peculiarities of the emotion of love. He says
that true love is scornful of scandal.

- . ~ o ~ A o N ’
AHIF ATAHLE FAR4d 4 TIAIraIIATAAHTG |
(Kumarasambhava, V, 82).

He points out also that when love 1s ob&ructed,

it, like an obstruced river, chafes but pursues its
course (Vikramorvasiya, 111, 8).

The poet says further that the fir response of

a woman in love is not by words but by physical
manifedtations.
K. 1L 13
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SONHE anaasTa faA 5 fAg
(Meghasandesa, 1, 28).

His special greatness is his perfect and minute obser-
vation and deleniation of such physical manifestations
of love. He describes the growth of love in
Malavikagunimitra, IV, 1. Agnimitra says there that
the tree of love had its root in hearing about the
beloved’s beauty, that it put {orth its tender leal of
passion when she was seen. and that it had iisbuds
when his hairs flood on end thrilled by bliss at her
touch and asks when he could taste the fruit of
delight on the tree of love. He saysin Aa IlI,
verse |, that the body may become thin as the joy
. of embrace is denied and the eyes may be {ull of
tears as she could not be seen and asks why there
should be grief in the hecart because it is never
separated from her even for a moment.

-

The poet notes the difference between the
physical manifcgations of new love and love per-
fected by time. In Malavikagnimitra, 1V, 8 he
says that the woman full of new-born love desires
to see well her lover’s form but is too shy to do so.

gaeeaaly faaaaias sliwa )
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1o Raghuvamsa, 1X, 34 he say.s that her words
are few because of her bashfulness (afit@r ga graay-
#41:). Uma is described in Kumarasambhava,
111, 68, as fanding beforc God Siva with shy and
hall-turned face and bashful looks expressing her
Tove silently by her thrilled and eloquent frame. See
alto Raghuvamsa, VI, 81. A beautiful verse in
Raghuvamsa (V11, 23) describes this shy struggle
of young lovers to have a {ull view of each other.

n

“ ”~ ~
AAATg i A1l
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reATEqIRHAeand |
ghasamrarafi adig-
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HAFQ @IS [q2IFANA |

But the mod perfed exnression of such shy mani-
festations of love is in Sakuntala : (I, 20, 27; 1L
2, 11, 12,). 1 shall selea for special mention here
some of these beautiful stanzas :

o\

T A (WAat agfy qgLAhNe
o * ~
T G HEH A(E RSATA |
S q fag AyAaqge ar

qragA=3{¥39 a g e
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(She does not mingle her words with mine but she
lends her ears when I speak. She never faces me
but her looks are never away from me).

*

g afy agawiga

~ \

glazasaRfas 3ag )

~

{yaagtagiaivasan

\ b

a g 774 A4 9 933 10

QATFLN F1: §a LAFIIS

dat figar s(arags qqim e )
areiggaagar 9 AHITaAal

M@ G ASHIAADAT FHIMG |

(When I am in {ront of her, her gaze is withdrawn.
She smiles with delight as if she smiles at something
else. Her love, checked by her (bashfulness), was
neither revealed nor concealed). She stays a while,
saying that a grass pricked her foot, so that she
may have a farewell love-look at her lover; she
pauses to release her uncaught garment from the
branches of the tree so that she may gaze once more.
The most beautiful of all these stanzas is perhaps.
that describing Sakuntala writing her love-letter :
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”n

aﬂme‘ﬁsq\awmaman qRIiT (FEFALS |

) "~

F02{% 3w wyafy azagLEd FIBA U
(Aa 11, verse 12)

The yearning and steady love-look of the woman
whose love has been tested and perfeted by time
is thus described by the poet :

b Y N ~ N o~ o~ -~
qqr ﬁﬂqraawq-’umquqawanIT! SIAFRH 1)
' (Raghuvamsa, 11, 19)

(She drank her husband’s returning form with
unwinking eyes which seemed to be famished and
hungry for such sight of her beloved)-

The poet describes equally well the physical
manifesiations of love in men during the first gaze
of love, during marriage, and during later life. The
thrilling of the body at the first touch of the beloved
is described in Vikramorvasiya, I, 13, Raghuvamsa,
VIl, 22, and Kumarasambhava VII, 77. He
describes minutely the physical manifestations of
desire (Sringara cheshtah) in the assembled princes
when Indumati entered the hall of nuptial choice.

The poet describes also various other special
aspeds of love. Love’s dream is described in
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Kumarasambhava, V, 57, and Malavikagnimitra
IV, 11. Equally well are described love's moods
of day-dream and reverie and longing in Vikramor-
vasiya, 111, 15, and Act VI of Sakuntala. He is
an expert also in describing the messengers of love
and other elements of emotional value in relation to
the feeling of love as described in Indian Kama
Sastra (Erotics).

¢ The highest ideal of love is described by Kali-
dasa‘in relation to Uma.  All human love approxi-
mates to divine love tu the exteni to which it aims
at that noble ideal of beauly attaining bliss through
love perfected by pencrce. The poet seys that
Uma’s love rounded to {ull-orbed glory and attained
the perfection of winning one half of her lord’s
form as her own.

“ Y “\ . “ hal
FL HATFIGEIATT @YLAR0R AATFIET

(Kumarasambhava, VI, 8)

~

aaiiziR®ay a@H s aduded 1E |
(Do, 1, 50)

(NE
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her son as she was blinded by tears of joy but that
she felt him with her hands and experienced an
unspeakable and ambrosial delight.
SRIFACAFISAAT @ 7 d 77 QOHKAISA |
aftegmedi SIggASA gAFAL MY AT |
(Kumarasambhava, XI, 18).

In the same terms he describes the feeling of the
mothers of Rama and Lakshmana for them.
[FsIgAGIFIaar A T8 Q1] GAWAGRIISERI |
(Raghuvamsa, X1V, 2).
In the very sameterms he describes Dilipa’s love
for Raghu,
AL FALATA
geiqavEs g @iv
aqragdticaziaar u-

Raysgasagicamai adv i (Do, 111, 25).
Pururavas says about Prince Ayus that on seeing
ham his eyes filled with tears of joy and his heart
was full of yearning love and his mind was full of

a tranquil bliss and that he yearned with a quivering
frame to hug and fold the boy in a close embrace.
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sy {wafar qq ziedia.

sa[cqeqATFa g3 wAE: TQIT: |
FamavgiueRgadIgia

~_ ~ A * ~ -

=81 I3A74 IRGYSF: |

AAIFN: WP gaea (RS IA AIAAA |
SIGITIEq AIAGFHEIFFHI-AA ||
(Vikramorvasiya, V, 9 and 11)

Equally lovely is the description in Sakuntala Act
VII, verse 19. In verse 17, Dushyanta says that
luck) are thosc who have on them the dugt on the
persons of their children whose causeless smiles
disclose their pearling teeth and who lisp sweetly
and climb into the laps of their fathers.

AIREARFAGFSIATARAIH-
EIFHINLANTAXT. 999 |

AFIAAANAALAATFTEAT
FFRAIFATl Ai@AIqIAleq ||

Equally fine is the description of the love which
Prince Avus feels for his father.
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~.

afg gd™d ger fGar and garssAEAR |
Tcag gl ey A Ade |
(Vikramorvasiya, V, 10}

In Raghuvamsa, XVI{I, 11 the poet says that
obedience is of the esscnce of filial affection and
that longing is of the essence of paternal affection.

(S n Y n _ N Y
141 GATUTAGT QA guT |7 49T a4 |

qEEAaEASRERd 9 44 Al (RgAE T3 )

The boys described in Kalidasa's works are
of a winsome and atiractive type, Rama as a bey
1s described with cutlic Jasm in Raghnvamsa.  The
poet says about him “stai {& @ a71: @wigqd (in the
case of great and hcroic souls, youth is not counted
at all—Raghuvamsa, XI, 1). Kusa, Lava, Avyus,
Bharata, and Kumara form a wonderful galaxy.
They are handsome, gifted, heroic of soul, full of
reverence to elders, and experts in self-control.
Bharata was well called Sarvadamana (the tamer
of all). Bharata, hugging a lion’s cub in sport and
beating the cub’s mother despite its snarling, is a
fine subject for a painter and has been beautifully
painted by Ravivarma. There is a great deal of
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suggedtiveness in Kalidasa's description of Bharata
as conceived in a hermitage and as brought up in
heaven. He suggests thereby that only boys born
of self-control and trained in purity are fit to be the
rulers of Indra’s sacred land which has derived its
name from Bharata. Such children alone will be
the glory of the family and of the nation. In
Malavikagnimitra Act V Queen Dharini is praised
as being a Veerasooh (the mother of a licro). The
poet in describing the boyhood and youth of Raghu
idealises the youth of India.

Kalidasa gives us also noble idcas about the
methods and ideals of education. He points out

that he is the best teacher who has both learning

and power ol instruction.

kad

3191 iwar Hea (qgeadwn
amIFatasT ARIg |
N\ ’ ~
Qg | 9 [agHoi
g afamiafaasa Qa )
(Malavikagnimitra, I, 16).

Tn fact it is by teaching that learnt knowledge be-
comes one's own and one becomes an expert in it
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(gfeRaaisiy @3: I_Fa fswar waiw)— Malavikagni-
mitra, Act I). When a teacher has a clever pupil,
the latter so quickly learns what is taught and
improves upon it that it seems as if the learner teaches
the teacher in his turn, and the imparted instruction
becomes a thing of beauty, like the drop of rain
waler in an oyster becoming a pearl of great price.

~ ~ ~ Y
ageaqTNiANT WlAHFATRTAd WA aH |
AVFATHOUT SgRadia 4 q2gq N
QAN FqEd ToTEAL HAA (FedRNT: |

FLMT agzgel gwIseal qq3E ol
(Malavikagnimitra, 1, 5, 6)

Twar f§ asqagan 9€igi
(Raghuvamsa, 111, 29)
The test of a sound education is its power to &and
the test of competent judges. Life is the tegt tube
of education.
SRRW A gE @-awIIRAI: |
TAMIEY A YSAIG a3 FIAANIUG |l _
(Do, 11, 9)
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The pnet teaches also that children’s minds are
not a mere fabula rosa and that they come into the
world with inclinations and aptitudes and powers
and gifts and graces acquired in previous births.
He says about Uma :

&l gauIe: wFq gl
=ge AwFaraqE: )
MR AIGITABIS
qUTRT GIBARARALL |
(Kumarasambhava, I, 30)

(To her, who acquired knowledge with wonderful
grasp and assimilative power, the aspects of know-
ledge acquired in previous births came voluntarily,
just as the rows of suns haunt the Ganga in autmn
and the inherent luminous glows of crecpers return
to them during the night).

The Qudent should never quedtion the authority:
of the teacher or the propriety of his commands
(st g&ai mE=eiEr Raghuvamsa, X1V, 46). The
poet emphasises again and again the importance of
fudy and Brahmacharya. He says about the
kings of the solar race that they learnt all aspecdts of
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knowledge in their youth (frmasvatafigai—Raghu-
vamsa, canto | verse 8;—adir @gr:—Raghuvamsa,
I, 30). The acquired knowledge should be clari-
fied and perfec@ted by converting precept into practice,
‘(ﬁarlnxqa#?ra quiliigq%ﬂ{ -Raghuvamsa. I 88).

The true aim and ideal and value of education
are Stated by Kalidasa to be the puriiicauon as well
as the ornamentation of life. He says that [Himavan
was purified and _dorned by Parvati’s birth jud as a
lamp is by the flame or the three worlds arc by the
Ganga or a learned man is by perflect speech.

~

ad)  qas fgiag
(Kumarasambhava, 1, 28)

The true aim of education is thus not mere prepara-
tion for hivelihood or social life or even citizenship —
great as these ideals are—but the preparation for a
rich and full and pure life by which alone man is
led frem the unreal unto the real and from darkness
unto light and from death unto immortality (sf&ay
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&1 9g4T audl a1 Faian gelaT 954 Ty and Agar-
$qaAIgd—-to use the language of the Upanishads).

The poet teaches that only such youth who
are trained by such i1deals of education can attain
and realise the highest ideals of manhood and main-
tain and perfect and transmit the loftiest ideals of
Indian life.  As 1 am describing in detail in a later
chapter Kalidasa’s 1deals of life, 1 shall vefer here
.on]y to a few general features. The heroism of true
manhood is shown not only on the battlefield and
amidst the clash of arms but also during a hundred
occasions of secming triviality in daily life, “Peace
hath her victories no less renowned than war.”
Daily and ordinary life has her heroisms no less
renowned than an international war on a colossal
scale. Wordswoith’s Happy Warrior

“Is the generous spirit, who, when brought
Among the tasks of real life, hath wrought
Upon the plan that pleased his boyish thought :
Whose high endeavours are an inward light
That makes the path before him always bright,

Whose powers shed round him in the common
strife,
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Or mild concerns of ordinary life,

A constant influence, a peculiar grace ;

But who, if he be called upon to face

Some awful momeat to which Heaven has joined
Great issues, good or bad for haman kind,

Is happy as a lover ; aud attired

With sudden brightness like a man inspired”.

In the same tunc sings Kalidasa :
SIRITERT TT62d: HILATYNGIG A2 |
WRAFAAH &5 WAT af sIHA: )

SFATAIH: 9931 ATATT: |
AN ATF(CT: A(ETGTTIA:
(Raghuvamsa, I, 13, 15)

(Broad of chest, bull-necked, tall as the sala tree,
and mighty of arm, Dilipa looked as if he were the
kshatriya or protective genius incarnate m a form fit
for the high duties of life. His wisdom was in
harmony with his personal charm ; his learning was
tn harmony with his wisdom ; his endeavours were
in harmony with his learning ; and his achievements
were proportionate to his high endeavours). In
Dilipa, in Raghu, and especially in Sri Rama, and
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in a minor degree in the kings in his plays the poet
has given to us fine 1deals of manly hife.

In describing Dushyanta in Sakuntala the poet
hints and sugge L that & purc and noble and passion-
ate love glorifies and upiifts a man’s cntire nature
and fires him with the loftiest ambitions and ideals.
Till Dushyanta met Sakuntala he was an ordinary
monarch.  But his pure love for her revealed him
t6 himselt and to others in a new light. He felt and
said that his mind was ~rya (noble) and that men
of pure nature have their ways in life made clear
for them by an inner light.  After Lis love is tested
in the fire of sorrow, his pure and noble affection
for his pure and noble wife has increased his fund
of compassion and atiedion for all. He fcels
him the surge of A new protective tenderness and
has it announced by beat of drum that all who log
their nearest and dearest could turn to him as their
friend and kinsman. The poet represents the king
as becoming, after his great and holy love, not only
fit for discharging the highest tasks and duties of
life but also fit for the companionship of sages and
gods and destined to be the father of the ruler of:
the world.

K. 11 14
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In the case of true manhood, love is thus a
purifying and ennobling and uplifting force. Kah-
dasa is never weary of emphasising further that love
if it is to ennoble and divinise the nature of man
should never be free or licentious or illicit love. He
has no innocent adulteries or grand improper and
illicit passions in his poems and plays. He says in
Raghuvamsa X V1, 8: afwai g #a: wgiagas-
gra: 1 (the minds of the self-controlled kings of
Raghu's line naturally turn away from the wives of
others). Dushyanta, when he cannot recall to his
mind that he had wooed and won the fair Sakun-
tala, resolutely withdraws his attracted gaze from
her face, saying &@gui®id a3 (the wife of
another should not be gazed at).

He says further:
AT FMg: AR Agafa AT |
siEai f§ qeisgERsengyeE gf:
(Sakuntala, V, 28)

{The moon makes the lilies blossom and the sun the
lotus flowers. The minds of men of sell-control
Swrn away {rom the love of the wives of others).
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God Siva in his Brahmachari form is described
as in Kumarasambhava, V, 32, as looking at her
with @raight and unlonging looks ( ®ada @)
when he had to speak to her. In all his works the
poet insists on the fa®t that it is only purc and self-
restrained and noble and moral and spiritualised
fove that is capable of rousing all the latent energies
and potencies of the soul and enabling a man to
achieve the salvation of his country and his people
and also of his own individual soul by fitting 1t for
divine communion.

The poct describes with eathusiasm the readi-
ness of true manhood to take up all the manifold
tasks of life in. the riyht spirit and discharge the
complex duties of life in an adequate measure.
Throughout his works he shows how true manhood
1s ever ready to fling away life as a sacrifice if the
call of the country or its religion is to that effea.
In describing Sri Rama the poet idealises true man-
hood and shows how it is full of equipoise and
readiness and a sacrificial and consecrated spirit.

Such a manhood grows sronger ‘and sweeter
An spirit as it passes into old age. Kalidasa’s old
men are among the mo& altraciive of his creations.
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Raghu in his old age and Kanva in his hermitage
are described with evident love and revercnce and
enthusiasm. They are not sour or dour but are
full of a ripe and mellow sweetness of spuit and a
calm and balanced teud<iness and compassion for
all. Nay, the poct says that tle truest manhood
is that which 1s cc. ccrei! to the highest culture
in youth and devoted to the lofticst duties and
delights of fe th manhcod and & fell o the pirit
of meditation and icrunciation in old age and is

capable of giving up the bedy by Yoga.
Qs R 5.8 o N A WA
WA SEIFATITMAT AT (44 A mig |
AAH gRAFAAl Aaied ageaany i

~&

(Raghuvamsa, 1, 8)

In the appreciatjon of poctiy and painting and
music and architecture and sculpture the angle of
vision is of supreme importance. I have long felt
that, though in Sakuntala the sringara rasa (the
love-emotion) occupies a high place, the poet with:
that subtle suggestiveness in which he i1s an acknow-
ledged exp~rt makes us feel that he is giving us an
epic of Indian heroism as a subducd and secondary

note and that the play is a glorification of Vira rasa
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as well. I shall recur to this feature from another
point of view in my chapter on Kalidasa’s portrai-
ture of Indian civilisation. The poet introduces
into the play prophecies of Bharata’s coming and
predictions of Bharata’s glory. The hermits bless
Dushyanta by saying that he should have a son who
would be a great prote@or and rule the carth
(gnFgardd asIfaaaarg®). The sage Kanva blesses
Sakuntala by saying that her son was to be without
a rival (apratiratha).  When the boy is brought
on the scene, he is described as handsome and
brave and full of love and reverence. Nay, he
is given the name ol Sarvadamana (the tamer of
all).  The sage Maricha prophecies that he shall
be called Bliarata as L shall <protect the world
(Fwer wr.d ). [t is most fitting that such an ideal
boy so born and trained and so full of the spirit of
heroism and conquest (including the heroism of self-
conquest) should give his name to the ideal land.




CHAPTER IX.

Kalidasa’s Ideals of Girlhoed and
Edueation and Womanhood.

-

THE poet’s delineation of girlhood and woman-

hood is as charming and true as Lis descrip-
tion of boyhood and manhcod. Indeed orc can go
further and say that his insight into the woman’s
mind and heart and soul is even truer and mere
intimate and vivid than his insight into the nature
of man. None of the poets of India—excluding of
course Valmiki in his portraiture of Sita==has
excelled Kalidasa in the presentation of true and
real and yet idealised pictures of the higlest aspects
and graces of Indian womanhood.

Kalidasa’s most loving idealisation of girlhood
is found in his description of Uma in Kumara-
sambhava. It is even more attractive and charming
than his fine sketches of bovhood. He says that
her father’s attachment to her was even greater
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than his attachment to his son, and that he was
purified and adorned by her birth. The poet des-
eribes her girlish games and sports (Bala Lila or
Kreeda Rasa). His description of the growing
grace and loveliness of Uma is one of the finest
things in literature. Thus the poet’s idealisation of
Uma shows the hollowness of the charge that the
Hindus dislike the birth of girls. The preference
for boys 1s due to ceremonial and spiritual considera-
tions. But the call of the heart for a beautiful and
gracelul and gracious female child was felt by the
Hindus at least as much as by other races in the
world. In fact there enters into their love for girls
a finer and more intensive tenderness, because
the girl is but a brief light in the family and must
be taken away soon to light another home when
she becomes most loving and lovable and capable
of service and tenderness. The famous verses
Act IV of Sakuntala speak far themselves :

Al AT TFASIT §IA HEYYHTHISA!

FU3: *ax’inaﬂmgﬁmgﬁ‘mmm’ FAAq |
Y57 AA AANETAE WLIONFAL
e gigon 39 g aRarrARIgiEaa: 0
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(Knowing that Sakuntala shall leave to-day my
heart is full of yearning. My throat feels gripped
by unshed tears, and my eyes are bereft of the
power of seeing owing to my agitation of mind. Such
is the trepidation of myself, a forestzdweller, as the
result of affection; how much must dwellers in
homes be affected by the pain caused by their new
separation from their daughters?)

N~ o

HAT 1€ HAT IH(Y T
amE 9959 eAngig: |
A4 qAAIA (9493 96189

qA(qA=a18 FATFAUAT |}

(A female child is property belonging to another.
Having scnt her to her husband, my mind has
become calm and clear like that of a man who has
returned to the owner what was given to him as
deposit for safe custody).

Thus the two clements of Utkantha (long ing
and Nyasa (deposit) have united to make the rela-
tion of the parent to the daughter a relation of
peculiar delicacy and beauty and spirituality and
enderness and sweetness in India.
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The education of girls to fit them to become
incarnations of the Indian genius and the mothers
of the India of the {uture is not left untouched by
the poet.  Wlhen describing Uma’s education the
poet describes that the faculties and sciences of
which she was the mistress in the previous incarna-
tion sought lier and shone in her in the next incar-
nation (Kumarasambliava, 1, 30}, Even the forest-
.maiden Sukuntala was literate and was an expert
in the discharge of household duties and in the
excellences of courtesy. Nay, she could when there
was no other hel» defend herselt with spirit 1n a
public assembly against unfounded aspersions.  She
was tramcd so well that she was undepressed by
sorrow a. ! unclated by joy. The Yaksha’s wife
is desenbed o Meghasandesa as Feing dowered
with manv graces of mind as wcll as of body. She
was an expert in the fine arts ol painting and poelry
and music.  She had houschold pets which were
delicately and fondly reared by her. In describing
Malavika's education the poet describes in Mala-
vikagnimitra how she became quickly such an expert
in song and dance that her teacher felt that she
taught him by her assimilation of the teaching and her
improvement of it as much as she was taught by him.
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FufRIIH NI YAty ¥ W1 |

She acquired what the poet calls in A&t 11 verse 13
as Lalita Vijnana (beautiful arts). The poet says
also that women have not only a quick assimilative
power but have also an intuitive power of discern-
ment fraafagan: &3:—(Malavikagnimitra Aa 1),

Kalidasa says that marriage and motherhood are
not only the obligations of woman-hood but are alse
the privileges and graces and sandities of womanhood.
When a girl is given in marriage to a worthy husband,
she becomes the light of another home and a source
of new life and joy, without ceasing to be the light of

the home of her birth and the source of joy there.
Joy

A=Al {5 (9gs Bear agaRiawi(zar |
(Kumarasambhava, V1, 79).
In verses 85, 86 and 88 of canto VI of the same

great poem, the poel says that in matrimonial matters
men look through the eyes of their wives and that
women dictate only the desires of their husbands,
and that a girl is given by God to be given as a
love-offering (Bhiksha) to her predestined lord.

Kalidasa has taught again and again that such
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marriage conceived in such a sanctified spirit is net
at all a hindrance to the culture of the soul but is on:
the other hand a help in psychic evolution. In:
Kumarasambhava, I, 18 he describes Mena, the bride
of Himavan, as one worthy of reverence even by
saints. He says in Kumarasambhava, VI, 12, that
reverence is due to character and not to sex @igar-
fagardyr 39 i akd wais In Kumarasambhava, V,
16, he says that the greatest sages and ascetics went
to see Parvati in penance Lecause youth is not am
element to be borne in mind when it goes along with
maturity in wisdom and righteousness (dharma),

FANNYHI gasiaaga
ATIUHTAATHINAATT |
REWAEAIGTIA SEYI[ V-
AR ~ N
< 9H3IgY AU “Higaqa {l
In all his works he describes how by a pure wedded
love men and women rise to higher planes of soul-

life and become fitter and fitter for universal love
and divine communion.

. The poet is at his happiest in describing
conjugal love and its duties and privileges and joys.
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He points out in his delineation of Sita’s character
how noble women regard their husbands as their
gods (Pati-devata; Raghuvamsa, X(V, 74). He
says that when Rama Qarted to go to the fores,
Sita stepped before him as if she were his propitious
goddess of prosperity (iR qoirsg&-Raghuvamsa,
XH, 26). While emphasising the husband’s full
power over the wife (I39ar fz ¥Ry sygar wadigar-
Sakuntala VI, 26) and saying that the wife if
rejeted should stay in her husband’s house as his
slave (Sakuntala, VI, 26), he clearly affirms that the
true-hearted wife is the lousehold deity and the
mmister and the comrade, and the beloved disciple
of the husband in the domain of the fine arts.

gfeolt "% "alt Wy Maknar 208 sEadr -
(Raghuvamsa, VIII, 67).
The same idea is expressed by Bhavabhuthi thus m
Malatimadhava :—
NN A .
9F7 (WA 27gar a1 AxA
|4 w93 SiEd T
si%i wal gqgraE gar-
fa@s=ana asaganeg |

Kalidasa has thus pi®tured womanhood as the
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radiant centre of the finest social and spiritual life.
Woman 1s the centre of an ever-widening circle of
human relationships. In Raghuvamsa, X1V, 5 and 6,
he describes the daughter-in-law showing reverence
to the mother-in-law and the mother-in-law showing
affection to the daughter-in-law as being the source
of all auspiciousness and presperity in the household.
The famous verses in Sakuntala, Aa 1V, depiing
the advice of Kanva to his daughter at her departure
to her husband's home are descrvedly famous and
well-known. Through the mouth of Kanva the
poet points out which women are the pets, and
which the pests, of family life.  He points out that
absence of pride 1s the ornament of wealth and high
Qation in life. wnmagzEdt1 In Vikramorvasiya
the same idca is cxpressed in regard to the king
(a1qea%: ag fa%aa®T 1), Again and again the
poet uses the term Grihini (afgwit) as embodying
his idcal of blessing and blessed womanhood. In
Kumarasambhava, V1, 13, the poet says that good
‘wives are the auspicious source of all righteous ads
in life. (Femmi @g a¥aI0t AT FHHN).

It is no doubt true that the poet describes
many of his beroes as polygamous persons. But
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that is because in India princes generally married
more wives than one for reasons of policy. Even
among them the highest ideal was of course Sri
Rama “who loved one only and who clove to her”.
The poet, even when he describes a polygamous
prince, shows how the prince always ccrculted his
fird wife or took her consent before marrying another
for love.

To those who think tl-at the Indian ideal is
that of a woman who is always subservient to her
husband and who has no personality of her
own it will be interefling to learn that Kalidasa
says that women are entitled to advicc and check
and control their husbands if the larger interests
of life and the demands of duly require such
a course. The Parivrajika in Malavikagnimitra
says to Queen Dharini that ‘“house-wives, even
though they are dominant in the house-hold,
become irate only for proper reasons” (s@aswi-
st & 933 smd: $3%3:9.—Malavikagnimitra,
A | verse 18). The king tells Iravati in verse 16
of Act IV of Malavikagnimitra: “O beautiful one,
why has thy face been clouded by anger without
reason ?"
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The Hindu ideal of sati is one of the noblest
ideals known to the human heart. It has been
misunderstood and misapplied but its beauty and
value arc unmistakeable and undeniable. Kalidasa
says in Kumarasambhava, 1V, 33 to 36:

"~

”~ [ .Y “ ~
QAT @ 3d BIFZ HE YA ISR

~ (4 .~ ~
N

SN QEFRA] 5l ATAqH

-

q
<
g iqqAAUT N

CSYNT FUIAEAA GEaA [SaarETEa |
qaqgadeay a9 @fasartu ag fAwEda

FGUIMIN GEIATT qG: AIFA NARIAIRANL |
& aaia aragryg W ainarargizafeataag o

eyt o R X o *
q5g SAWA HA(4A ATUFIgAATadISAs |
Q{37 @G o 290 /LG YOAYAET A /i (41 1

(The moonlight disappears with the moon, and the
lightning with the clouds. Even among inanimate
objects the law of nature is that wives die along with
their husbands. Smeared with the dear dust of my
husband’s burnt body, 1 shall lie on my bed of fire
as on a soft bed of tender leaves. You have often
spread for us a couch of blossoms. Make a funeral
pyre for me who pray to you for it with folded
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palms.  And then witly the aid of the fragrant
southern breeze fan nto flame the fire cast over my
frame  You know that Cupid cannot live even for
a moment without me by his sid:). This 1cadiness.
to fling away lile at the call of love is al least as
noble and glorious as the readine s to sacrifice life
at the altar of ad: @ dive land. No oac can
understand or appreciate such a spirit of consecrated
devotion = aless his henrt 1 toonahied b gl faciingt-
ing passion of a great idcal.  But such a supreme
ideal is for the highest and the bhest. A drugged
sati 1s like a soldier goaded at the point of the
bayonet into the mouth of the enemy’s cannon.
Human institutions have a tendeaey to degradation
and formalism an{ have to b~ purifierd and adjusted
to the times but the ideal docs not ceas- to be great
on that account. The highest embodiment of it is
of course in Goddess Sati about whom the poet

says in Kumarasambhava, I, 21,
SOIARIAA {738 ST TAT HoA 9 (AT ¢
adt adt AnfrgaRan af wAw YB3 A4 0

(Sati, who was incarnate chastity and who was the
former wile of God Siva, and who was induced to



HIS GENIUR, IDBALS AND INFLUKNCE 225

cast off by means of yoga her body because of the
insult offered by her father to her lord, sought
Himavan's wife for her reincarnation).

But equally noble is the 1deal of being the wife
of a hero and the mother of a hero. The Parivrajika
says to Queen Dharini in Malavikagnimitra :

wAtra dadiEn wsarai enfgar i
ATegiuA TS avdAie SAHAITEEs 1)
(By your husband you have been placed at the head

of the wives of heroes.  From your son has come
to you the designation of the mother of a hero).

The blessings of the matrons in the hermitage
to the departing Sakuntala are equally significant.
Qa AGAGNAYTE AZRAIAE AT |
qeH AALFHAT /A |
Ay WIAEHAAr WA |
(Child, attain the description of Mahadevi indica-
tive of the reverence of your lord.
Child, becom; the motkpr of heroic sons,
Child, be beloved by your lord)
(Sakuntala Act 1V)

K. II. 1
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Thus the highest ideals of womanhood are
purity, and being the wife of a hero, and the mother
of a hero.

Kalidas’s highest idealisations of womanho od
are of course in Uma and Sita. The mo# exquisite
and poignant expression of woman’s love and long-
ing is found in Sita’s farewell to Rama when Rama
sent her away into exile. She blames her cwn
misfortune and not her lord whom she calls as
Kalyanabuddhi (one of true auspiciousness of
nature). She sends word to him in a great message
full of forgiveness and devotion that she would
perform penance and pray for an unseparated life of
fove along with him and him alone as the lord of
her soul in her next birth.

arg gaffageiesy ggaafg afasy |
AT A A ARSI @qHT WAt A @A g
(Raghuvamsa, X1V, 66)



CHAPTER X.

Kalidasa’s ldeals of Social Life.

BY a natural transition of thought we now

proceed to Kalidasa's ideals of social life. It
was on the basis of noble ideals of love, noble ideals
of boyhood and girlhood, noble ideals of education,
and noble ideals of manhood and womanhood that
he built his fabric of noble social life. Without
such a foundation the palace of social hfe will be like
.a house built on sands. In India the greatest values
was always set upon a Stable social order always
refining itself into a higher state by adopting sound
principles of sure and stable progress. India never
became a slave to ever-new fantagtic social theories
resulting in ever-new attempts at digging wp the
foundations of social life and ever-new tinkerings
with the body social. The modern west proceeds
from complication to complication and chaos to
chaos and tries by fantastic theories about social
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fundamentals to cure acute social problems of its
own creation. Accentuate and multiply and intensify
desires ; arm nations ; grab at the land and wealth
of others ; diribute unequally the wealth illegally
and unfairly got from others; live a life of wars
abroad and strikes at home, and convalse society
by ever-new rabid soctal theories and social
changes : —that is the law of social life in the wes.
But India resolutely set her face against this secial
madness masquerading as social wisdom. '

VIt 1s therefore necessary for us to consider the
poet’s ideals of individual hfc. He teaches us to
be grateful to God for the gift of life because death
is the universal rule and life is the exception and
because even a moment’s lifc is a great gain as it will,
if well utilised, enable us to attain God.

wwl wpta: gl AsRdRagsay g

HOATAAAG gG=a7g Argag AT |l
(Raghuvamsa, VIII, 87)

Thus the recognition of the valuc of the individual
life as the means of self-perfe@tion by the realisation
of God is of the essence of Kalidasa’s conception of
life—a concept which is Indian to the core. He
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‘shows us, further, two great truths which are the
foundation of all noble individual life. He says
that education should lead to wisdom and reverence
(prabodha and vinaya), and that reverence is the
arnament of prosperity.

o - A~ S )
© QA SLANAIAT AT YT IA7 |
[ [ o) N~ [
AFAAMATAAT (AT AQFAANAT ||

" hETARAAT AF Al A @Al |
AAfaTaS9H A IAT €4 {Hag |
(Raghuvamsa, X, 71, 70)

"Such wisdom and rcverence will remain permanent
and potent factors in our lives enly if we keep
constantly in contact with men of ripe wisdem and
experience. 1he poet says that even a man of dull
mind becomes mentally powerful by being in touch
with men of learning and wisdom.

wERISCIasRaIN a|ia ek |
" (Malavikagnimitra, 11, 7).
Their blessings will give him the gift of wisdom,

will convert the iron of his nature into pure gold,
-and will lift him from earth to heaven.
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q¢ gefaarea angamaraadg |
YHIRATHTIEE 0ed I3GIE Nl
(Kumarasambhava, VI, 55)

We must also seck the aid of true and tried and
noble-minded friends, because however able and
learned and wise a man may be, he can never accom-
plish great—nay, even small—things in life without
the loving aid of unselfish friends. The poet says :

o gAfaasd ggUNasg agraame |
T9d AAiG | 99 199 [@Aar asgde o
(Malavikagnimitra~- Act | verse 9)

(To attain the obstru@ted object of attainment, only
the man who has friends will have the necessary
ability. Without the aid of a lamp, even a man
with vision is unable to see any object in the dark).

A man mu@ further consciously and persistently
refrain from bad thoughts and words and deeds,
because his own impure Vasanas (tendencies)
acquired in many previous births as well as the
impure thoughts and words and deeds and the
inauspicious forces around him may assail and
overcome his higher nature but for his self-guarding
vigilance. The poet says :
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&3 qgAIAR (¥ RFA=ArISA HARear: |
(Raghuvamsa, 1X, 74)

(Even men of learning tread the path of wrong
owing to their eyes being clesed by rajoguna or
passion). He says further :

' ~ A~ _AC - ~ e LS
rghineg ANAga@dr gramigaaar fAarEa |
(Raghuvamsa, XIX, 49)

(The senses, dragged hither and thither by sweet
objecs is held back only with difficulty).

How are this self-restraint and self-ennoble-
ment of the individual life to be attained ? Ths
can be done only by a $trict discipline of the body
and the senses and the mind day after day. The
poet insifts on the habit of early rising and reflection
on our past and present and future and on the
tcue auspiciousness of soul, because in the early
hours of the morning before sunrise nature and mind
are calm and sweet and the light of the soul shines
forth in its native and unobstructed glory. He says
that the princes of the solar race were early risers
(@:umaﬂi’n’?xai—-Raghuvamsa, canto, I, verse 6). He
says {urther in Raghuvamsa, XVII, 1, qarafad-
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araresargida Jaqar 1 (Just as the mind  attains calm
and clearness from the last portion of the night).
We must carry out the scriptural injunctions as to
our daily duties. Bath, sandhya, meditation,
worship, and prayer are means by which we can
perfect our individual life so that we may serve state
and society efficiently and attain communion with
God. The poet describes the kings of the solar
race as performing their ethical and ceremonial
duties with care and circumspection. He describes
the same attitude in regard to the sages as well.
He describes Sri Rama as str. ngthened and uplifted
by the two great mantras Bala and Atibala. He
lays special emphasis on purity and measure and
truthfulness in speech. (a@m@ fmawiami—Raghu-
vamsa canto I, verse 7). Even more than the physi-
cal and verbal elements are the mental elements in
individual life.  We must cultivate self-contiol
(@) and same-mindedness in success and failure
and steadfastness amidst the flux of desires and
distractions. (fasrEdT afa [@f%3=a I8i @ Ja@ a waq
wRr:— Kumarasambhava, 1, 59), We must have that
purity of mind which will tell us the right way when
difficult situations arisc in life. (wat f§ a=<g9dy 3@y
saretg=A HwO9ITg:  Sakuntala, I, 19) We must
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not have an iota of irreverence towards those
who are godly and worthy of reverence, because
such irreverence will close the doors of happiness
and auspiciousness and prosperity upon us.

~

gtaayia g %a: gsagmisaiaEa: |
(Raghuvamsa, 1, 79)

We mugt cultivate generosity and liberality and
munificence. Even the acquittiveness of the good,
like the absorption of water by clouds, is only for
rendering back in an abundant measure.

sz g (e aai ariganye |
(Raghuvamsa, 1V, 86)

We must be humble and gracious even to those

whom we conquer in the higher interests of life.

~ ~NS ~ . ~N ~n ™

rmaag qTEl QAT &'ﬂgg ANTEIT BIAT
(Raghuvamsa, XI, 89)

We must cultivate a spirit of heroism in iife. The
poet says that Indra rejoiced at the heroism of
Raghu, because greatness extorts respect from all.

gdry dlarfagaa gEr of & @3d o -
aq | (Raghuvamsa, V11, 72)



284 KALIDASA

We must constantly aim at doing something new
and original for the service of man and the glory

of God.

FANTUg AN (5 ARG RANT BT |
(Kumarasambhava, 111, 19)

Each must in his way and in his own sphere check
evil and augment goodness and protect the oppressed
and uphold the moral law (Kumarasambhava, I,

12 ; 11, 40).

It is a natural transition from the ideal indivi-
dual life to the ideal home life. In India the family
was the unit of society. The Ramayana as the
Epic of the Household enabled the Hindus to build
the society and the state on the rock-bottom {ounda-
tion of a happy family. 1 have already described
Kalidasas’s ideals of love and ideals of womanhood
and shown how he regards woman as the natural
and spiritual centre of the home. Kanva tells
Sakuntala that she would be busy every moment of
her life with tasks and duties demanded by her
husband’s high station in life.

favagwEit: A AAGUAIFS! )
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Women should according to the poet have becoming
modesty and charming bashfulness but this did not
m any way prevent them from playing their part in:
family and social life. In fact there was a fine delicacy
and chivalry in the relations of the sexes. In Megha-
sandesa the yaksha describes his wife to the cloud
as the latter’s Sakhi (friend) and bhratrujaya
(brother’s wife). India alone, of all the countries in
the world, struck the golden mean between license
and slavery in regard to the relations between the

sexes and sublimated a sensual relation inte a bond
of soul.

The same concept of family life was applied in
a broadened form in regard to the econcmic units
and the social groups in the nation. As ‘the ideal
of duties was emphasised in preference to the ideal
of rights, economic class war and social animosity
were reduced to a minimum. Wealth was regarded
as a gift of God, as a trust for man, and as am
opportunity of service. The Raghuvamsa opens.
with an idealisation of village life and forest life and
with cow-worship. In canto I the poet describes
with love the pure and salubrious air in villages, the
pure and godly life lived therein, and the simple
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habits of life among the villagers. Urban life
was not unknown. Great and prosperous and stately
towns and cities dotted the land. The poet recurs
agam and again to Ayodhya, Ujjain and other cities.
But the cities were centres and nourishers of villages
and not stranglers and depopulators of villages.
In short the poet’s cconomic ideal is suggested n
his famous description of Alaka, the capital of the
God of Wealth, being irradiated by the lunar light
from the moon on the head ot God Siva, the God
ol Poverty.

N ~ ~

7-35a0 & AAFAISH AT TN |
qEnar-fraagfreatzsidagsa) |
(Mecghasendesa, 1, 7)

The social lite also was based on the same
grand ideal of duty. Only when individual life is
noble and when the economic inter-relatedness 15
harmonious can there be a happy social life. Given
an individual life dominated by vicious desires and
an economic life based on grab and struggle and
competition, the construion of a happy social life
is an absolute impossibility. Western society to-day
is in a state of perpetually unstable equilibrium and
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1s in a state of chronic mental inability to realise
and appreciate and accept the existence of a happy
and harmonised social life anywhere and at any time
in the world. But India in the time of Valmiki
and in the time of KaliCusa knew a society which
lived as a large and happy family and which did
not disrupt soctal unity by avaricions eyes and
fratricidal hands.

The compendious term  Varnasrama was used
to describe such a happy family lite among harmo-
nised social groups which lived in a gtate »f co-ordi-
nated service and mutual dependence and which
was an organisation for national service. Though
the term has come in for unmerited abuse and
contempt in modern times, no other can be equally
expressive and indicate that bundle of duties
which conditutes the bonds of social life. Caste
never implied mere privileges and never led to
arrogance of oppression or exploitation and never
bred discontent and resentment and enmity. The
law laid down by Manu was understood in its
proper spirit and gladly accepted and stricly en-
forced and cheerfully obeyed. In Raghuvamsa, I,
17 and XIV, 67, the poet has made this fac
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abundantly clear. He shows how the Brahmins
lived a life of self-denial and piety and penance and
learnt and taught to all the truths of life and super-
life. He describes the kshatriyas as liberal in gifts,
foes of oppressors and friends of the oppressed,
experts in self-control, and born rulers of men.
Dilipa exclaims in Raghuvamsa, I1, 53.

wANCHS A12d ega:
QI @AY YAy &a: |
- ~ o~ =
UsqA % afgediagx:
a - n_4a_ <
AIOFIARF AL HGF] (]
(The word kshatra is well established in the worlds
as meaning one who prote@s from injury. If one

pursues a conirary course of lile, what is the use of
his sovereignty or even his stained and contemptible

Iife ?)

Dushyanta says in Sakuntala, 11, 16, that the
Pururava Kings had taken a vow of performing a
great sacrifice 1.e. the protection of injured persons.

sawRIeady FiNan &g dian |

The poet describes in Sakuntala the Vaisyas as
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persons who carried Indian commerce to the ends
of the earth and who made frequent voyages on the
high seas (9g%5498R7) to increase the wealth of the
Jand. Nay, he describes the Sudras as experts in
their own lines of national service and as being
proud of their traditional learning and occupation.
The fisherman says in Sakuntala VI, 1,

ags fee afgfatizd a ag asa faaddag )
(Even a low profession should not be given up if it
is hereditary). The so-called low castes were the
cultivators and weavers and artisans, and the indus-
trial arts and to some extent even the fine arts were
thewr own.  All the castes loved and respected and
served one another and worked for the greatness of
the motherland and the glory of God.

Even greater than Varnadharma was Asrama
&harma. The four stages of a man’s life were so
arranged that he might pass by an easy transition
from desire to desirelessness, from sense to soul, from
carth to heaven. Shakespeare in his famous des-
cription of the seven stages of life in As you like it
shows the evolution of life from childhood to old
age and leaves us in a state of “‘second childishnes-
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and mere oblivion, sans teeth, sans eves, sans taste,
sans cverything”.  But the Indian Asrama Dharma
has a different aim and a diflerent 1deal aad a
different goal. Kalidasa describes thic stages of student
life, householder’s lifc, contemplative life, and ascetic
life with loving reverence. He describes thus God
Siva in the student’s garb.

SFANANTIFAL: HASRTl
ISHBNT ATHAR ISAT |
Ay staAzeaad
s @ TARIHRT T47 )
(Kumarasambhava, V, 30)

(Like an incarnation of the first stage of life there
entered with matted locks a youth bearing on his
person a deer-skin robe and a palasa stick, eloquent
in speech and shining with the scriptural glory on
his face). He describes in Raghuvamsa, V, 14,
the houscholder’s life as @afa®&ga (the means of
aid to all) and as one to be taken up after a full
discipline and education and after getting the blessing
and permission of the preceptor @FAfTAIAIFHAT
ggr). The contemplative life is described agamn
and again in his works. In Raghuvamsa and
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Sakuntala we have fine descriptions of hermitages
full of Munis and Rishis, who are full of meditative
rapture and who guide and advise and uplift all. The
kings of the solar race had this as their family vow.
WFSAFAANUEATRMTUZ T FIIIY
(Raghuvamsa, 111, 70)
Raghu 1n his hermitage is described in noble verses
mn the cighth canto in the same poem. The poet
describes also with admiration the final stage of
renunciation and the abandonment of the body
by means of Yoga. The end, according to him,
1s not “second childishness and mere oblivion” but
godliness and glory, not “sans everything” but the
abandonment of a pure and strong and able body-
hife for a pure and perfect soul-life by means of
Yoga—not a bankruptcy but a fulness of attainment.
RTASEARAAAIRAT ATqN [@ANARONY |
J19F JiAgaiai AnAEd agAF 1)
(Raghuvamsa, canto I verse 8)
(Of those who learnt all arts and sciences in youth,

who had chaste desires in manhood, who lived in
old age a contemplative life, and who abandoned the

body by Yoga).




CHAPTER XL

Kalidasa’s Folitical Ideais

HE prevalent view 1s that Kalidasa is pre-
eminently a poet of love and is an expert in
Sringara Rasa. I have already shown how much
wider 1s the circle of his interests and attainments.
In fact his knowledge of polity and religion which
are surely the dominating forces in manhood and
age as love is the dominating force in youth is as
wonderful as his knowledge of the human heart
during love’s young dream. Were it not so he would
not be a universal poet and would not be the darling
.of all seasons of life and of all ages and climes.

The centre of sovereignty in every society is
the focus and co-ordinating force in that society.
Its potency and well-being are the real causes of
national power and prosperity. According to Indian
political thinkers in general, and Kalidasa in parti-
cular, the state is the heart of the society. It is and
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musi be in a state of incessant activity itself to pump
the arterial blood of noble national life through the
social and economic and political institutions to the
very ends of the body-social and to keep the life-
currents in perpetual and bereficent motion.  The
origin of Artha Sastra (the science of polity) is
ascribed to Brahma Himself in the 58tk Adhyaya
of the Santi Parva ot the Mahabharata, The works
of. the ancient Rishis Brihaspati and Bahudanti
and Usanas who spread the political science are not
extant, though later writers refer to Brihaspat
and Usanas as the Acharyas of the science. If
Usanas and Sukra are one, then we may take it
that Sukraniti is the work of Usanas. Manu and
Y ajnavalkya refer to polity in their Dharma Sastras.
But it is in the Mahabharata, Sukraniti, Kamandaka
Niti, and especially in Kautilya's Artha Sastra that
we find sy@ematic expositions of the science of
politics. Dandi, Varahamihira, Bana, and Visakha-
datta refer to Kautilya.

India experimented with all types and varieties
of Sates from tyranny to republics and finally found
rest in a limited and congtitutional monarchy guided
‘and controlled by a cabinet working under the guid-
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ance of a popular assembly convoked and convened
on special occasions. The sacred and secular law
was laid down in the Dharma Sagtras, and the king
as the head of the eighteen departments of the State
administered the law with the help and coursel of
the ministers, Itis not my purpose to expatiate here
on the Indian science of polity in general, fascinating
though the subject be, and 1 shall proceed to discuss
Kalidasa’s views on Indian polity.  One view is that
he probably knew and was well versed in Kautilya’s
work. In Malavikagnimitra, A& I, there 1s a
reference to Sastra and to Tanlrakarauachanam.
The poet relers to Usanas in Kumarasambhava, 111,
6. It is doubtful whether by Tantrakara he refers
to Usanas or Kauti]ya.

The poet refers to the saptanga or the seven
limbs of the fate. These are the king, the minister,
the city, the country, the treasury, the army, and
the ally.

AFTAIEGEH UGN ¥ |

Kalidasa knew well the respective parts played by
each of these limbs in the lifc of a healthy body
politic and has given us valuable ideas which are
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valuable even today about these elements of poli-
tical life.

In the case of the king a higher &tandard of
individual and social life was imposed by Hindu
law and custom, and adherence to it was rigidly
exated. Noblesse oblige is a concept even more
familiar in the Eag than in the West. Jtis a fact
of peculiar significance that he has devoted his
grealest epic poem to the kings of the solar race and
‘his greatest plays to the kings of the lunar race. In
the delineation of both kings he has spent all the
magical resources of his poesy but he rises to the
height of his art in describing the kings of the solar
race in those grand opening lines in Raghuvamsa
which have setiled for time the highest type of

'sovereignty :
AISEAIA-AFGIATAITBIZABAT |
AAGDANTATAAFATAAT |}
auifxfygaidial agrsanaditang |
AGITCGIZOSIAT AATHISIR (QArg 1)
Ana agarral aArR maanieon |

~ s ) ~ A
and gt sara gedtaamg o
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SuAsA@ATEL Aaw FANIEAm |
SN A A aN ~
Frd®H A JIQT QAL HQEQEHI{ 1
(I, 3to 8)
In another stanza in Raghuvamsa (VI, 22) he

differentiates between a governed country and an

ideally and beneficently governed country (Rajan-
vati).

®IA FI: deg @SS+
ITAFAATFGEA Jug |
ATATTUIEEAD 21519

xNa o &N ~
SITAsHA! J<FHHF A |)

(Let thousands of kings exist.  But by him alone the
earth 1s said to be Rajanvati. The night though
full of stars and planets, is illumined only by the
moon).

The poet refers to the selection and coronation
of the heir-apparent (Yuvaraja) in Raghuvamsa,
I, 35. He shows that only the son endowed
with noble nature and trained in virtuous ways used
to be selected as the Yuvaraja. This appears also
from the Ramayana. The royal coronation of king
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Athithi is magnificently described by the poet in
Raghuvamsa, XVII, verses 8 to 33. The poet
describes how on that occasion prisoners were
released, and even animals and birds were set free
from yokes and cages.

Kalidasa's works are a veritable manual of
kingly duties. We must however remember that
what he lays down as the duties of kings applies in
a lesser measure to ordinary individuls also. In the
preceding chapter | refrained from going into a
detailed description of individual discipline in daty
lest thicre should be avoidable reduplication.  The
poel shows how the young princes Bharata and
Avyus were trained in civil and military sciences and
that in hermiteges. Thus they became experts in
compassion as well as experts in prowess. In Raghu-
vamsa, I, 13 to 15 the poct describes the majesty of
discipline of body and mind :

SGIhH! TVHFA: WITIGHGTT: |
ArAFAFH 35 WAL G FAE: |

~

B L It U ELEUE Ut

fa: 4AMAAE] BIFqT ARILAEAAT 1)
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AFHCATAIR: TIAT GEAHE |
HTH GEQIET AFTETALTS 1

(Broad-chested, bull-necked, tall as a sala tree, and
mighty of arm, he looked like the martial Dharma
incarnated in a form fit for its work in life. With
all-transcending puissance and all-obscuring glory he
by his all-dwarfing form and power was like the
Meru. His wisdom was equal to his form ; his
learning was equal to his wisdom ; his endeavour
was equal to his learning ; and his attainment was
equal to his endeavour).

If this is not a lofty ideal of individual life, 1
do not know what is a loftier ideal for all—for kings
and humbler men as well.  The poet describes how
princes should master all the civil and military

sciences. He says about Raghu's training :
s |us: agoE sl
FHIFAFIEI AT |
AFTT (AQT: FEAFAIEAIA-
A sifeianaeat: |
(Raghuvamsa, 111, 30)
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The four sciences referred 1o above are ardigsr,
51, @iat and Foedifd:  (philosophy, scripture,
political economy, and political science).

Kalidasa emphasises first and foremost the
avoidance of bad and evil tendencics and habits in
kings. These are described in Raghuvamsa, 1X, 7
as hunting, gambling, drinking and libidinousness.
He contrasts the good king Dasaratha and the bad
King Agnivarna thus :

a guain3a gugd a 5 aiuRase g
AgzATa 9 41 axdiaal (TIIHr aFATAANEIG N
(Raghuvamsa, IX, 7)
(Neither hunting nor gambling nor wine bearing the
moon's refleion nor youthful maidens corrupted
him who endeavoured to attain an auspicious life).
HFATINATANGT aeq (TGS AGN |
IYFI T ZAANR@AT AR IASFAT 1)
(Raghuvamsa, XIX, 13)
(Two objects fit to be treasured on the lap were

never absent from him-—the sweet-toned Vina
and the sweet-voiced maiden).
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The poet shows in Raghuvamsa, X, 49 and in:
Sakuntala Act 11 verses 4 and 5 how hunting with-
in legitimate limits leads to many good results such:
as a strong and active and athletic frame, unerring
aim, conquest of fatigue ete. In Raghuvamsa, 1X.,.
74, he shows, however, that the killing of elephants
is forbidden and how Dasaratha’s breach of duty
in that matter led to fatal results.

The poet describes in many places the valua-
ble and auspicious individual qualities which must
be acquired by men in general and by kings in
particular.  He says about King Dilipa :

FaRA@AANA WA AAIAGE |
AYEGFE AISARAE: GEAT-TIYA |
AR IR EIR O T AR T BEY = 1 DT DD e
aqon AAIGI[-9eAIqEd @AH] §9 ()

~ A~ -
HAIDEE IAHUE@RATAE] qIg4FA: |
Q€1 GACUHIGEA FLAT {&4r 1)
o~ X - N -
1*Ad USHAT qUaI#qINg: AYI9 |
Wﬁﬂéﬁfﬁ‘f Fearear "Jﬁ' ag AT N

(Raghuvamsa, 1, 21 to 23, 25)
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(Fearless he protected himself. Free from disease
he pursued the path of rnghteousness. Free from
avarice he sought wealth. Free from attachment
he enjoyed the pleasures of life. Learned yet silent,
Qirong yet merciful, liberal yet unostentatious,—in
him met many qualities as if they were one family.
Unattracted by obje@s of desire and having reached
the end of knowledge, the pure-minded king was old
in wisdom though not in years. Punishing the
wicked only to uphold the moral order and marrying
for the sake of offspring, to that wise king even
wealth and plcasure were transformed into duty).

Here we have a finer code of individual con-
duc@ than we could cull from many manuals of
ethics. Nay, the poet says that in the case of King
Aja not only was his wealth at the service of others
but also his talents and energies and good qualities
were at the service of all and that his @rength was
devoted to protection and his knowledge was

devoted to the reverence of men of learning.
ABAQUATII-TT (A AHad AgAAT |
ag a8 (A9 B39 QUARNG ITATTRAT !
(Raghuvamsa, VIII, 31}
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He says that King Dasaratha was reglessly active

-(®17®8:) to secure by his activity the grace of Goddess
Lakshmi (Raghuvamsa, IX, 15). He describes
how King Athithi conquered the inner foes in the
heart 1o enable him to conquer his outer enemies,
and how he harmonised Dharma, Artha, and Kama
.(righteousness and wealth and pleasure).

hn < ~
AA: AISEAFRUTAKIFIZYIANAIZYT |
A Q . ~ - -
A QHAYSIATAT G99 @« a9 Al |

RN FiHA wq AT AISHA @zAHg |
(Raghuvamsa, XV1I, 45, 57)

In short the good kings are called by the poet as
Rajarshis (king-saints). This word 1s frequently
applied to Dushyanta in Sakuntala. In Raghuvamsa.
I, 58, the kingship is itself called an Asrama and
the king is described as the hermit in the palace—
hermitage.

TA%3 FAS US4 ASAIAAYIA itz ]

Quite as important as the individual and per-
sonal good qualities of kings, are their social qualities.
Mere saintliness will not cnable a king to be a
successful sovereign. He has to cultivate various
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social qualities and graces well. The fird and
foremodt quality is a power of pleasing and fascina-
tion. The poet says that just as the moon is called
Chandra because he gladdens the hearts of all and
the sun is called Tapana because he is a scorcher
of all, the king is called Raja because he pleases all.

4T AgIZAIGEZ: AANqIQeAr AT |
aud AISYRFAAT AT TEICHAT, |
(Raghuvamsa, 1V, 12)

The poet implies hereby that the king should com-
bine sweetness and majedty. He says that the king
should, like the south wind, be neither too chill nor
too warm (Aifaaiara:—Raghuvamsa, 1V, 8). He
mu$t make each of his subjocts feel that he 1s the
king’s special favourite.

N

FEHT WAT ASITHA A AHASATIAAT
(Raghuvamsa, VIII, 8)

In Malavikagnimitra, 1, 11 and 12, the king 1s
described as resembling the ocean and striking the
beholders with awe despite his suavity, and as posses-
sing a glory which causes our eyes to look down and
eur fect to halt. He must be careful to see that the
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people do not become deficient i loyalty and love
(s3iqau3d)  In the case of King Athithi the poet
says that the king was quite able to overcome all
disaffection and disloyalty but took care that no acts
were done to sow the seeds of disaffection. The
King should have genial and plcasant looks and

should volunteer words and speak with a smile.

g EqgEIA § FEAGIITRAIRIOg |
(Raghuvamsa, XV1I, 31)
Kalidasa says that King Dasaratha was not lowly
and humble in speech even in Indra’s presence, did
not utter vain words even in jest, and was not
harsh of speech even to his foes.
q FIU AITHY Jrag
A faqar <igraHAFiT |
A ¥ GFgNAsAq da §qr
95T TRETFIAITLET 1)
(Raghuvamsa, 1X, 8)
It becomes kings to love fame (F3:91 0T Raghuvamsa,
11, 57). The poet describes how King Dushyanta

whose noble nature had become nobler and mellower
by grief had it proclaimed that whoever lost his
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loved ones would find the king take their place

(Sakuntala, VI, 23).
a9 FA {4448 990 E@IEA asgarn
| | Q4IEd aral geTed g gegan |

The poet describes the kings us being specially

‘reverential to Brahmins, because their sacrificial acts

ensured copious rains and their purity and love of

,man and devotion to God secured a commonwealth

free {rom diseases and early mortahty and from

other devastating and devitalising causes :
glAAINA glawad fAgaginyg |

~

gigqafa FeaArgagaTasrang |

QEUYTHI AT iaTiagl fadads |
q-qgiar: gara g sgEagaI= gy |
(Raghuvamsa, I, 62, 63)

In Raghuvamsa, I, 60 King Dilipa tells Vasishtha
that the latter was the dispeller of all evils, human
and divine, to the &ate.

Adyai mgdot 9 Afagar AR

. The poet says further that if righteous kingship and
righteous saintship combine forces they could over-
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come the whole world by the prowess of combined
temporal and spiritual power.

H qYT gUAT: GUERNEIIIT FABA:
SIANTETATT TF aiga a7 ageaTq: |l
(Raghuvamsa, VIII, 4)

The poet refers in various places in his works
to the daily duties of the king and to the division of
his time day alter day. In chapter XIX of
Kautilya’s Artha Sasuia the author has divided the
day and the night into eight parts and has fixed the
tasks to be performed and the duties to be discharged
during each fraction of the day. The poet has
evidently accepted and followed this tabulation of
time and task. In Vikramorvasiya A& 11 the
pect says :

98 WY Y RAEARAAIZgaa
(You do what you like during the sixth portion of
the day). Kautilya’s Artha Sagtra says :

¢ N - - A~ ~
9 W 9#9: QqUIAEY 7 |

In Vikramorvasiya A& Il and Sakuntala Act V

the king is described as coming at noon from his
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Dharmasana (the seat of justice). The king goes to
his seat in the morning. In Act VI of Sakuntala
the king is described as being unable to go there
owing to his long wakefulness in the night and as
asking his minister to be his representative and to
send a report of the work done.

Thus the king’s hife was laborious and onerous
iR many ways. | he poet says :

¢ gama g9 13 uRigIsegay |
(Raghuvamsa, XVIII, 18)

(The hfe of kings is imncompatible with pleasure and
1s like life in a prison). Probably the best descrip-
tion of the laborious life of kings is found in Sakun-
tala, V, 4,5 6 and 7. Ju& as the sun never
unyokes his horses and the wind blows day
and night and Sesha bears the world-lead for
ever, the king knows no rest. He has to set
the world aworking. His greatness leads to the
satisfaction of his aims but he is worried by the tasks
of preservation and protection. Like an umbrella
kept in one’s hand which pains to hold but keeps off
the heat, the holding of the sceptre is not a means
of pleasure nor is it a means of pain. The king for-
getful of himself and his personal pleasures, labours

K. K. 17
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unceasingly for the world, just as a tree bears the
heat of the sun’s ravs but confers shade on those
who come to its foot.

WG AFTFIIF @9 UAFHRT 179382 qaria |
H9: aFmEagEaE: aningRy 97 oS .

SEgFrEmEAn ey ufty
B ZzaqTqeagiEy |
AATAIRATT T T 5777

1S4 #AEFRAZUSIHATATIY ()

sqgEATTABIN: [@7Ta XrEgan
SratANAdr 3 giniaiaga |
qFIIa & qAT Tz AGST

gaatE 9Eard Iraqr qixaEAng §)

I shall now proceed to deal with the poet’s ex-
position of the equipments and functions of sovereignty
in national and international life. He says that the
three saktis (powers) of a king are the prabhu
sakti, mantra sakti, and utsaha sakti (the power of
dominion, the power of diplomacy, and the power
of alertness and enthusiastic energy). It is by these
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mental possessious that political activity (Neeti)
becomes fruitful and effective. He refers to the Sakti-
iraya (threec sakuis) i Raghuvamsa, XVII, 63.
Kalidasa refers to Prabhusakti in his stanza :

AAAA T ORI ITAH! FIA AR )
(Raghuvamsa, VI1II, 19)
(He brought by means of Prabhu Sakti all the

other kings under his control).
'

He culogises Utsaha Sakti i1 Numarasambhava,
I, 22.

,...u.

o f\

AFFFETANAGANAT  AANIGNCATEA] G-
aq i
(Just as prosperity is the fruit of Utsaha i.e., enthu-

siasm well applied to wholesome Niti, 1.e., political

activity).

He refers to Mantra Sakti in Raghuvamsa,
XVII 50.

we: AMIZA avq F9T agal-=ia: |
H |Ig WSAWAIS AT A gSag |

Kautilya arranges the three Saktis in the
order of their importance as Mantra sakti, Utsaha
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sakti, and Prabhu sakti. The poet seems to incline:
to the view that it is a combination of all that is of
value. In Malavikagnimitra we are told about the
application of Mantra Saku. In Raghuvamsa,.
XVII, 68, he says that Raja Niu is fourfold
|giaw i.e., Sama, dana, bheda, and danda (peace,
gifts, dissension, and war). DBut Niti will be most
effective and fruitful if it is put in operation at the
propitious time.

&5 @WF ANITEAN: FS qFisa Aads |
(Raghuvamsa, XII, 69)

(Nitis 1.e. political activities begun at the right time
bear fruit.)

The three great fundions of sovereignty are
national education, national protection, and national
economic elevation.  Kalidasa says about King

Dilipa :

qS1al [FAAVAZRONFINRIG |

o~ N

@ (qar uavesi ¥4 SEHEaAT: ||
(Raghuvamsa I, 24)

(He was the father of his subjects as he educated
them, protected them, and ensured their economic
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wellare.  Their own fathers merely gave them
embodiment).

In Sakuntala he says in Act V verse 8 :

Trawafy ganisRaararagos:
qaaafy faard ss9a WA |
Hagy (Awdg qaq: a=g arA
@ g wiawd a-gFd SR |

{With your power ol punishment you control these
who pursue evil ways. You solve all disputes and
protect the nation. When men are presperous let
them be surrounded by kith and kin. But the real
function of loving kinsmen is fulfilled by you and in
you alone). As already stated by me the supreme
function is protection, and the very word kshatriya
is derived from words which imply protection
from injury.

HARESAUTT §Y39: qAeq Ysg JaAg &2: |
(Raghuvamsa, 11, 53)
But without the adequate performance of the other

important functions of education and economic
elevation, the mere upholding of law and order will
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not be productive of the highest national benefit and
welfare.

The king must attend with care to rural wel-
fare and urban welfare. In Raghuvamsa we find
m canto 1 a fine description of loyal and prosperous
villages. The villages were close by hermitages
and lived a life of purity and prosperity. Bul India
knew urban economy also and possessed vast and
populous and prosperous town and cities. The poet
lovingly dwells on the glortes of Ujjamn in his
Meghasandesa.  In canto XVI ol Raghuvamsa
we find a grand and dramatic description of the
descrted city of Avodhya and the call of the pre-
siding goddess of the city to King Kusa to renovate
and repopulate the city. The poet then describes
how armies of architects and artisans (silp1 sanghas)
rencwed and rebuilt the great city, and how the
masters of architectural lore (aregiaamiag:) did the
work in a sacramental spirit after taking a vow
accompanied by a fast. (Raghuvamsa, XVI, 39)
The king then entered the city as a lover enters his
beloved’s heart, and the city full of horses and
elephants and human beings and houses and shops
shone like a maiden decked with jewels from head

to foot.
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q8A; ¥ URGE A

HiAl HEAEIT G439 |
AAEAATT ANABE

ANARATH AATGRY )

LRI (O R
ST (ATt T Na= anl: |
quadra faafaerqoar
AAIFAGLT ANT (|
(Raghuvamsa, XV1, 40, 41)

Kalidasa gives us many valuable ideas about
the royal duties as an administraior of justice. The
king should protect the injured and should never
hurt the ionocent.  (Sakuntala, I, 10, 11). He
must follow the law hireself and make his subjects

follow the law.
TREHATY GO TATRAG |
q sadty: AWpAR (AAFgATIRG: ||
(Raghuvamsa, 1, 17)

(His subjects, like the wheels of a chariot moving
in the direction of the charioteer’s will did not swerve
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an inch from the well-beaten track of hfe laid out

by Manu).

In administering justice the king should be free
from bias and should have no likes and dislikes :

RIS aqa: fag@eas aqEaq |
—_— "~ [ " N
arsar gg: MArsensizg@acaaar v

(Raghuvamsa, 1, 28)

(Even an enemy, if he were a good man, was liked
by the king just as medicine is liked by a sick man.
Even a loved person, if he were bad, was discarded
like a serpent-bitten finger.)

The king must sit in the hall of justice in the
company eof judges and decide disputes.
a aues a@s wugiATArdar @I |
734 S IYTPUEAAGAATZA: 1|
(Raghuvamsa, XV1l, 39)
In the multitude of judges there is safety and there

is wisdom as well. The poet says in Malavikagni-
mira, Act | :

ATFEAIABIHA ORI G190 |
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{The arrival at conclusions by one man, even if he
knows all the sciences, is hable to error).

In Sakuntala the poet describes the king as
.deputing his minister to sit in the hall of justice as
his representative when he could not preside himself.
The king should suit the punishment to the offence
(Faaragog@mi Raghuvamsa canto I, verse 6) and
should be neither too lenient nor too savage in his
sentences. The peet recurs again and again to the
need for a high ideal of justice as the sole source
of social order.

The poet has given us valuable ideas in regard
‘to taxation and finance as well. The principle of
taxation is the collection of a small fraction of the
income of each subject for combining and pooling
their resources for the good of all, so that the total
resources of the state may be effectively employed to
.counteract deficiencies anywhere in the common-
wealth.

SATANY AN 9 A¥q7 AGHAAF |
agFqNYEAEAIRT & T4 W
(Raghuvamsa, 1. 18)

{He collected taxes from his subjects for their own
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good just as the sun collects vapour only to give it
back to the carth with a thousandfold beneficence
in the {orm of rain).

The king keeps a well-filled treasury not out
of avarice but for the help of all his subjects.
FIAATRA ARG asaraRTE: |
AFgaa) (% STAERITA-AI |
(Raghuvamsa, XVII. 60)
(He coliccted wealth for his treasuly so that he

might be a source of aid to all. It is the rain-filled
cloud that is the delight of the chataka buds).

The king 1s entitled 10 collect a sixth of the
income by way of tax. He ishence called Shashtamsa
Vritti (Sakuntala, V, 4).  In Sakuntala, 1, 13, it is
stated that the king gets also a sixth share of the
penances and austerities performed by ascetics in
the forest in his domain :

ADAZATAHAZ G4IARTAHT A |

The same idea is expressed also in Raghuvamsa,

XVII, 65 :
A% I (AEsAEERCAE G978
AUEAAATAD FOT IEIAIE |
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The king should get income not merely from taxes
but also by the mining operations carried on by his
state department of mining, by the forest produce
got by his forest department etc.

~no~ A L . & ¢
@iaia: gy 3@ o &4 g0 )
~ Y . |/ Y
123 AR q¥H TAHTAAA 1];\1 4

(Raghuvamsa, XVII, 66)

(The carth gave him wages in proportion to his.
protection. She gave him gems thiough mines,

grain from fields, and elephants from forests).

In Sakuntala the poet refers to the operation of
the law of escheat and shows how the king

tempered by mercy the operation of that law.

The executive administration of the affairs of
the kingdom was always carried on by the king with
the help of his cabinet. The cabinct always met in
secret and its decisions were known only at the

moment of initiation ol schemes of policy.

Aty AFAHFAET AQIHGA S |
SSGHAN AEAT: GERIU: ATHAT 29 1)
(Raghuvamsa, 1, 20)
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(In the case of the king who kept secret his cabinet
decisions and who did not divulge them even by his
looks, his inaugurations of policy were inferred from
resalts, just as the Vasanas or tendencies accom-
panying us from previous births are inferable from
the events of our lives).

In Act I of Malavikagnimitra we have the description

"~ A ”~ “\ ~ Y -\
aq: ARATAFFAE@IRAA  AFAN  SRER-
AFFEGATAT YA —

The king is here described as holding counsel with
his minister in a secret place. In Malavikagnimitra
Act V there is a reference to the Mantrt Parishad
(cabinet) and the king seeks its approval of his
decision on a question of foreign policy. In Raghu-
vamsa, I, 34 the poet says that the king entrusted
the ministers with the burden of administration
when he went to the forest.

ad Ay gAt alNay Y |
In canto XIX of the poem the poet describes the
ministers as entrusted with the state administration
by the negligent and pleasure-loving King Agnivarna.
During the king's fatal illness the ministers concealed
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it from the subjects, and eventually chose his pre-
gnant quecn as his successor. The poet refers to the
eightcen Tirthas or departments of statc in Raghu-

vamsa, XVII, 68.

The king's military duties are described by the
poet in many of his works. The poet says that mere
diplomacy is cowardice and that mere military
prowess Is the law of the jungle and that a king
should combine both suitably to secure his ends.

= o~ ) A
H1aq BASIAIG: ATA LIEIHAG |
Ha: (afg AUAETGUILAIRFIAS @3 |
(Raghuvamsa, XVII, 47)

The poet savs that a king should have forts.

g gagivmad asl UFAUT TErg |

a & @31 nseg=21 NANGETEAT il
(Raghuvamsa, XVII, 52)

( Though he carried on a successful war of offence,
his forts were untakeable by the enemy. A lion,
which could kill elephants, has its cave-residence but

y A
not because of fear).

The poet refers in Raghuvamsa, XVI1, 67, to
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the six gunas (viz. sandhi, vigraha, asana, samsraya,
yatra, and Dvaitibhava) and the six balas. 1
shall refer to the six gunas later on. The six bhalas
were HISI™: gz=001 3931213% & (heredilary troops,
mercenary troops, volunteers, artisan guild troops,
enemy lroops and wild tribes). The poet savs :

¥ QHYCTA-A: Y@NsuidLdieaa |
sgigd agwigm wawd Kiadiaan
(Ragiuvainsa, 1V, ..6)

(He prote@ed his territory left behind and overcame
the cnemies on the way and then aided by auspicious
divinities, farted, with his six-fold troops, on his

mission of universal conquest).

Thus every well-planned military expedition
implies a careful defence of the native land and a
clearance of Joes on the wayv. The poel says also
that a military expedition 1mplies cngineering feals
such as digging tanks in deserts, building bridges
over rivers, and clearance of jungles.

AFIYEFIAI0A Arsar: gaay a/En: |
fafsaifa 9@ ARAIFHIT Gs 1)
(Raghuvamsa, 1V, 31)
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The poet says clearly that warfare should be righte-
ous and in accordance with dharma and not a

cunning and savage and murderous attack.

But no king should use war mercly to over-
throw other kings and annex their territories.  Con-
quests should be for [ame (a@y faise@gmi Raghu-
vamsa, I, 7) and in the cause of dharma. (Dharma-
vijayi, Raghuvamsa, 1V, 43), Conquests should not
be for mere aggrandisement and annexation,

yiaafagwed @ aqfaan ga |
o~ ~ N Ne
(he wEezaersn @gr A g a-d@g
(Raghuvamsa, 1V, 43)
(The king who sought vidory in the causc of
Dharma took the glory of affluence, but not the

tertitory, from the king of Mahendra whom he
captured and released),

a @y A 9 A&l 9g: 99A: gAAIGEag |

H QUEFAASTHHAT ATATA( FIAFFIA
(Raghuvamsa, V111, 9)
(Neither too cruel nor too gentle, like the wind

dealing with trees, he adopted a course of medium
prowess and bent, but did not uproot, the other kings).
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In Raghuvamsa, XVI1, 42, he refers to up-
rooting and restoring the enemy kings (iﬁ{\gg@ qid-
u7aa1 ). He refers to this also in Raghuvamsa,
1V, 37 ( emuasiadigar). The poet says in
Raghuvamsa, XVII, 76 that conquest of other kings-
for performing the Asvamedha sacrificeis a righte-

ous act, though it results in the overthrow of others.
by devices.

QUINE AL 2qFEa (g4 |

o~_ o N -~ =
IECIEICERIEECECER I AL @
¥
But no king should indulge in unscrupulous and

unrighteous methods of warlare though he ought te
know them. :

~ N~
L

Hagarifamisia aftwagsamanara

LY

JAsTAMAFII FFAACWTEA] 1)
(Raghuvamsa, XV1I, 69):

(In respect of King Athithi who adopted righteous
methods of war, though he knew the unrighteous
methods of war, the goddess of vi@ory, who seeks
heroes, sought him like a fond and faithful mistress
courting her lover).
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In resped of international relations, the poet
tells us that kings should resort to the six gunas.
He suvs that Aja employed the six gunas beginning

&

with anabandha 1.e., sandhi (peace}.

EFFEIYIFAS: RgIGR HR?&?EI RS |
(Raghuvamsa, VI, 21)
In Raghuvamsa, X, 86 he says :
e C AR
A% 3T QUBACATRAINETIA: )

{The six Gunas are Sandhi, Vigraha, Yana, Asana,
Dsaidha, and Asraya.)

A successlul loreign policy wili be the 1esult of the
wisc applications of the above elements. In Raghu-
vamsa X VI, 34, the poet describes hiow one of
the kings was rightly named Dhruvasandhi (the
invincible peacemaker). War should be undertaken
only as against a potentate of inferior resources.

TAFACAITAAG ST T84 T HAd: 5 a3 |
HRANLZIAISY A a1y g2az:
(Raghuvamsa, XVIl, 50}

(His military expedition i.c., yalra was against lesser
potentates, though he had power. The forest-fire,
B.oad
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though aided by a breeze, does not seek to attack
water).

Kautilya says &@a mudaz Iy Malavikagni-
mitrd Act | the minister says that a new king not
yet rooted in the affections of his subjects is easily
uprootable like a newly planted tree.

AIUMIPINST: qF: AT DA |
RAAUENATIBARTE GHC ALY |
(Act I, versc 8)
In the same play in A@ V the conquered territory
is given to two brothers, the river Varada being
the boundary between their respective domains.
In A@ Vverse 14 it is ated that they would

carry out the suzerain’s will like two hoises drawing
a car under the owner’s control.

Kalidasa rose to the concepiion of a united
India having the headship of the earth. 1 shall
deal with this aspect later on. In Raghuvamsa, I,
he describes the kings of the solar race as the
sovereigns of the entire earth from seatosea. In the
same canto he says that the king ruled like a single
city the entire earth which knew no other ruler.
(srrsameagat awasglia +),  In Sakuntala, VH,
33 we have a prophecy that Bharata will rule the
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whole carth (gu aagisi sigia agwEmazT: 1). In
Aa I verse | the sages bless Dushyanta with the
birth ol a prince who would be a Chakravarti
(Sovereign of the entire earth). In Vikramorvasiya
the poet relers to the rule of the whole earth under
-one umbrella on a throne whose footstool is bright
with the light of gems in the bending crowns of
kings doting homage to the Emperor.

agsaateamUgavEdz-
AHIQIIAIIA aAqT A 1)
(Vikramorvasiya, 111, 19)

But the consummation of a liie of Dharmic
Sovereignty is in retirement and contemplation and
Yoga. Political life 1s not an end in itself but a
means Lo an end for both soveieign and subjeds.
1n Raghuvamsa, 111, 70, it is said that the kula-
vrata of lkshvakus is for the king and the queen
to retire into a hermitage after crowning their son
as king. In canto VIII there is a wonderful con-
1raQ of the spiritual sovereignty of Raghu and the
secular sovereignty of Aja. In Sakuntala, 1V, 19,
when Sakuntala asks when she can come back to
her beloved hermitage, Kanva replies :
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o

A (U Igeawgiaddl
A . ~ . AN
Rrsafaasfae gaa @Ay |
¢ [y N\ Q

HAT qYPIT HZFIAAIN A1

STFa FIREAH 94 GAUNTSIERT

{Having been the queen of the whole carth and

placed your son on the throne without an e nemy and

Liaving left the tamily in his hands, vou can come

bach with yeur lord to this peaceful Liermitage).

In the last henedi@ery fanza in Sakuntala we
4nd a summation of the poet’s political idcals in
relation to the highest ideals of lifle.  He peints out
that only when proper political ideals exist, learning
will flourish and spiritual attainmert will be possible.

. ~ e~ o~
g3qat SHASHra ANy
|EAET Alanigar sgAan] |
anrfy w9 geag Jiesngas
AR IRAaHRIORY |

{Let the king suive for the weltare of all his subjects,

Let the learning of those who are great in scriptural

lore lourish.  May God Siva, who 1s omnipotent

and self-extstent, grant me emancipation from the

bonds of birth),
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CHAPTER XIL
Kalidasa's Spiritual Ideais

1 ave been deseribing till now the ascent of

Kalidasa’s thought, and we are now approach-
mg the highet peak (Kailasa) of his thought. While
Hinduism is the most universal of religions, we find
in Kalidasa the mo@ universal aspect of Hinduism.
There is not the shightest trace of bigotry or narrow-
pess or obscurantism in his spiritual vision. If only
Kalidasa’s Hinduism can become vital and regnant
in our land, Hindu unity would be an achieved fac
ard Hinduism would reach its highest height and
.completest consummation.

The validity of spiritual ideals depends on the
existence of a soul. Without such a belief and such
a [ac@ the whole of our spiritual life is emptied of
its content. It is not necessary for this purpose to
decide whether the persistence of personal identity
js in repect of a plurality of souls or whether there
is only one cntity viz. Parabhrama. Nor is i
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necessary to discuss here how the sense of personal
identity exiéis or whether there could be an im-
mortality of psychic life apart from the mind and the
senses or whether there 1s a gradation of bliss or
sameness and identity of bliss among a plurality of
souls. We need not embark on these speculations
and become “in wandering mazes lost.”” Kalidasa
is a poet through and through and while his grip on
the eternal verities of life is thorough and perfect, he
refuses to be drawn into these eternal and eternally-
barren and eternal insoluble controversies.

The only true and secure basis of the spiritual.
lite is a clear and continuous sense of the transience
of our brief earthly life. Lile is a mere succession
of paius and pleasures, and is ever overshadowed
by death. The greatest dramatist of England says:.

“We are such stuff
As dreams are made of and our little life
_Is rounded with a sleep.”

Kalidasa says :
FEAIAT GEYIAT G @ABIEAAT T
AN Wegegai = qai smAfwaAw |
(Meghasandesa, 11, 48)
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(Who has got infinite joy or infinite pain ? Every
one gocs down and goes up like a revolving wheel)
O 9FiNs AR ABiaHIATY=IS 93 |

~ A
FNRCATTISA Fa=qTg Fegadq qaad |y
(Raghuvamsa, VIII, 7)
(Death is the universal law and life is the exception.
If a person breathes even for moment, is he not a
lucky man ?) Thus life is a great labha (gain),
becausc by it alone we can attain the eternal super-

life. In Raghuvamsa VIII, 40, the poet points out
that medicine avails only if life is yet left in this birth.

afEBITIRAIgS: Gy AN i woE 599 |

The same outer fac@t or event acts as nectar or poison
to us according to the decrees of Providence.

n °

fANTIRd SAFITIS a1 [@ASTraE=3an ||
(Raghuvamsa, V111, 46)

The right attitude towards death is that of ex-
peclancy and composure because the releasing angel
leading us to ever:new realmns of auspiciousness.

HITEI Y¥IA: F3ard R TEAANEY |

Revdley agq Weaa gASFILIAT AYFAY N
(Raghuvamsa, V111, 88}
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(The deluded man regards the death of the dear
one as an mnftrument of agony. But the man of
steadfast mind regards it as the removal of an
mérument of pain and as the open door lo auspici-
ousness). But this does not mean any pessimism
at all. Kalidasa says that our body is the first and
the best means of dharma (Fdwd @g waams
Kumarasambhava, V, 33). We must bear our part
in life as householders and citizens because such a
stage of our life is the means of universal service
(safgmrgaams Raghuvamsa, V, 10).

We mu#t leave noble offspring as proofs and
pledges of our love towards the world. Such sons
are also a means of our welfare here and hereafter.
They are also the means by which we discharge
our debt to our ancestors.

grafa: gaasar s 973 < TR )
(Raghuvamsa, I. 69)

(Children born of a pure lineage ar..e for happiness
herealter and here).

q G9qFEd AT UAgide
adad gaweaga: |
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EMNGAIEAGUT FIS
~ s -~ . - .
A3 g0} g @ TEAiT 4
(Raghuvamsa, 1, 20)

{To the king who was delighted with the birth of a
son and who was a good protector of his people,
there was nene in prison whom he would release.
He released himself from the prison of the debt
due to bis anceftors).

Kalidasa has affirmed with perfec strength
of convi@tion the docrine of karma which is the
pivot of Indian thought. In Raghuvamsa, 1, 20, he
says.

FRIGUAT: TEAL GERIU: NIHAT §H )

(Like the Vasanas or tendencies acquired in former
births which are inferable from events).

He says further :

e N n

SISt WMBANTGA (weAr ¥ IFA 0
(Raghuvamsa, V111, 85)

(Diverse are the ways of embodied beings who go
to. the other world as a result of their attions m this

-world).
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It is thus clear that pre-existence 1s as certan-
as pofl-exiftence. In Raghuvamsa, V11, 15 the poet
says:

|4l {§ FsarFquaniagy |
(The mind knows its relatedness 1o former births).

Mallinatha says well in his commentary on
this line :

NN Lol AN "
ARAFINA  UFWARAEASIY  arganIIEA4g-
Yarly AR ALFACATGHY | AeAFATHIG AN
Sdd®BiAia Ara: |

(Even though we have no clear recolleclion of
former births, our minds move in ithe paths of
familiar enjoyments, owing to the compulsive force
of our Vasanas. Our companionships and affinities
in previous births impel us in our friendships and
relationships in this life).

In Raghuvamsa, XIV, 62, Sita refers to sins
in pa& births (¥*arFata@®ai). In Sakuntala, I, 17
the poet makes us realise that the fruits of our
actions in former births seek wus and reach ue
through the gateway of events as ordained by God.
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AT Higazsq7Aar AT JAJreq @A |

We muét be incessantly and righteously adive and
build up a better future and we can by dcvetion on
our part and Grace on the part of God even coun-
terad the inner compulsion‘of tendencies and the
outer compulsion of events.

But we can know the Sadhanas or means of
seli-perfection only by mcans of-pramanas (authon-
tative sources of truth). In Raghuvamsa, XII1, 60
the poet refers to the scriptures as 3tgard: (loving
and disinterested and perfect gospe!). In the hymn
to Brahma in Kumarasambhava, 11, 12, the poet
says :

SEIa: A0dl Aai FArAEIEET |

FH AT: &S SFOEET @ ANET g )
(You are the source of those words whose begin-
ning is Om, which are uttered in the three modes
of intonation, which inculcate sattifices, and whose
fruit is heaven). Thus the scriptures show us the
higher way. The poet says that the Srmritis follow
the meaning of the Srutis (Vedas :)

g}?{ﬂ[ﬁ #fa=3n=3q | (Raghuvamsa, 11, 2}



284 KALIDASA

In his works the poet refers to the six darsanas
as well as to the supreme science of the soul
{adhyatma vidya) in particular, besides referring te
_srutis and smritis. In various places he shows
a thorough knowledge of Tarka, Vyakarana, and
other Veda Angas. Out of the six darsanas, we
find in his works frequent references to the Sankhya
and the Yoga and the Vedanta. In Raghuvamsa,
XIHI, 60 and Kumarasambhava, 11, 13, we have
a clear reference to the Samkhya philosophy, though
the dodrine as set forth is Vedantic and not purely
Samkhya.

FTAFIAT JIAAISTHYIEUA |
HIAAART THE qRUAARAATT |
AAgraTa arHa gEY Ag: 1|

(They regard you as Prakriti which urges souls m
the direction of Purusharthas i. e., enjoyment and
liberation. They regard you further as the Purusha
who is detached and who merely witnesses the
activities of Prakriti).

I shall refer to Yoga later on. The poet refers
-to Vedanta in the opening benedictory &anza in
Vikramorvasiya, and refers to Trayi (the three
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Vedas) and Adhyatma Vidya {the science of the
scul) in Malavikagnimiiva, 1, 14 :

4] Tagsdeaq [UTEAEAA9] 1

In respect of the means of spintual welfare,
Kahdasa laid the greategt sress on the regulation
of daily life and on a high and lofty standard of
private and public morality. He knew and declared
that a high ®andard of private and public morality
coald never be kept up witheut dally Jiscipline of
hife #nd daily self-examination. | have already dis:
cussed n grent detail Kalidasa's ideals of individual
life in relation to social hfe. 1 shall now mention
brisfly his cxpressed individu! ideals in relation
to spirtual life.  Lofty ideals of personal conduct
arc required hoth for an ideal social life and for an
deal spiritual Yife. But for an ideal spiritual lite
certain elements of individual creed and conduct,
which are not of primary importance in regard to
social life, have a primary inportance so far as the
hife spiritual 1s concerned.

irreverence 1s a great spintual evil and rever-
ence is a great spininal asset.  The poet says :
gfygarfy 3 o EaqwsIiaEn: |
(Raghuvamsa, 1, 79}
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(The transgression of the rule of reverence to those

worthy of reverence bars the door of auspiciousness).

We mud not speak ill of others or hear
abusive talk about others.

W ¥4 qT AEATSINIGT QAR AFA2 T2 &
RIE I ] (Kumarasambhava, V, 83)

(Not ouly is he sinful who spcaks i1l of the great.
He also 1s sinful who hears abusive talk about the
great). If at any time we écp aside from the path
of reditude, we mu#t be full of a deep and sincere

repeiatance.

N Y N ¢ ~
APIHIQAAAT |QTATEIEHAAQT ||
(Raghuvamsa, X, 39)

(Like the hcart of a good man which burns with
shame at the thought of a sin committed through
negligence though without evil passion).

The possibility of self-punishment for the sin
of another so as to overcome such sin is stated in
Raghuvamsa, X11, 19. The @river in the spirituat
path mug regulate his daily life carefully on the
pesitive side also. He must wake up early every
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day and meditate on his spiritual welfare agr s139-
angai— Raghuvamsa, 1, 6). In Kumarasambhava,
VI, 52, the poet emphasises the importance
of Sandhya. He emphasises mental purity in
Sakuntala, I, 19. The supremacy of Dharma over

Ariha and Kama 1s thuos stressed in Kumara-
sambbava, V, 38 :

¥aa qH: AFFIAT A
fAanE AT Wi
N oA O <
A%l AAATASIII BT
3% 0 qAYY €599 |

(> thou of noble heartt To me Dharma appears
as saperior to Artha and Kama and as being the
quintcssential factor, because it is pursued by you
with a mind free from love of Artha and Kama).

(A famous passage in the Upanishads and an
equally famous passage in the Gita state that the
sadhanas (means) of the spiritual life are yajna,
dana, and tapas (sacrifices, gifts and austerities).
The importance of sacrifices is frequently emphasised

by Kalidasa :

gdw ot w awg GeErg ager igay |
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aqfgiaaaand Iaggaagay Il
(Raghuvamsa, I, 26)

(King Dilipa milked the earth for the performance
of sacrifices, and Indra milked heaven for the pros-
perity of the crops on the earth. Thus by the
exchange of the vital essence in each place, thev
upheld both werlds).
sfauaf®d glawgar @Rawg |
~ N\

IR wrarargaggtagiizong |
(Rachuvamsa, 1, 62)

(O sage, by your cblations thrown accerding to
scriplural rules inte the sacrificial fire, we get
scasonable rains ic give life to crops which dry up:
by the holding back of showers).

The third canto in Raghuvamsa is a glorifica-
tion of the great Asvamedha sacrifice.  The fifth
canto in Raghuvamsa is a glorification of the virtue
of Dana or gilts to deserving persons. The spiritual
valuc of tupas (penance and austerily) is emphasised
mn many places by Kalidasa. In Sakuntala there are
frequent references to Dharmaranya and the power
of the hermitages io purify our souls. The king says

i Act ] :
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guarnazaaa qagRAH gaAe |

(Let us purify ourselves by the sight of the holy
hermitage). Matali describes in Act VII Hema-
kuta as aw:&iaigas (the field of attainment of
austerities). The king thereupon replies :

AR gAmERNATA AAE | I]RENFI a0
asgin=zIia
(We should not transgress our means of spiritual

auspiciousness. | desire to bow before the holy sage).

In Sakuntala Act VII the poet says that every
ever.'— past, present and future—is clear to the
mental vision of a sage (A9:uW& @FAT aawad: )
and that even before we see a sage, his blessings
bring prosperity and happiness to us.

I 49 G IV wS
BRI AHBIAFAL Tq: |
fafRdafuiasaied wa:
FUAERE qug 493 ||
(Sakuntala, VII, 30)
(The flower comes before the fruit and the cloud
before the rain. Such 1s sequence of cause and
=, 11 19
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effect. But prosperity seeks us even before you
actually bestow your blessings.)

The power of Tapas (penance) is thus des-
cribed in Sakuntala, 11, 7.

quTArNg aNGg
@ & ngeasafia = |
WANFES! {3 ATl
NN N ~
@ Ay arshragigarea i

(In ascetics full of self-control there is hidden a
burning glory. Like sunstones i.c., Suryakanta
stones they are cool to the touch but emit flame
when lights other than the light of the sun come in
rough contact).

In Sakuntala, 11, 13, the poet describes how a
sixth share of such tapas goes to the king and protects
him and his temporal power. It is in the Kumara-
sambhava that we have beautiful and noble descrip-
tions of Tapas. Siva’s tapas is described in Canto L.
In canto V the tapas of Parvati is described. In
canto VI we have a grand description of the great
seven sages and Arundhati who are described as
luminating the sky with the glory of their Tapas.
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By such sadhanas the soul can attain heaven
(svarga). But the poel knows that such heaven 1is
not an elernal abode of eternal bliss. When the
‘store of merit (punya) is exhausted, the soul must
come back to the carth as ihe home of spiritual
effort (%331%). The poet shows how by devotion and
knowledge alone the highest spiritual liberation from
the round of rebirths can be attained. This idea
of liberation from rebirths (samsara) is glorified in
the last verse in Sakuntala. In Kumarasambhava,
I, 5|, he says :

FATHATEZE 9 WIEAT GG |

(Just as the seckers of liberation from rebirth seek
the Dharma which can cut the knot of Karma).

What then is the means by which we can
attain the highest spiritual realisation leading to
liberation from rebirths ? Sell-less action (nishkama
karma) is the first step in the path. The poems
and plays of Kalidasa emphasise such a mental
attitude. It is only the person who has done such
karma yoga that can become a great devotee and
an expert in Bhakti Yoga. The importance of
mantras is again and again brought out by the poet.
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In Raghuvamsa, XI, 9, ke extols the upliftipg and
protective power of the two mantras Bala and
Atibala. He emphasises also the importance of
Yoga. In Raghuvamsa, I, 73 he describes Vasishtha.

as WIafd@a@iaa: (with eyes fixed in contempla-
tion) and compares him to a pond with fish in a
state of sleep therein (88#™gz:) 1 In Kumara-
sambhava, XVII, 47 he says:

avfia Anfafyges: a1 A aiaiE G
agaargiag | '
(Just as a Yogi, whose mind has become pure by

Yama i.c., self-control etc., conquers the all-power-
ful array of objects of worldly desire).

It is in Kumarasambhava, 111, 45 to 50, that
we find the classic description of Siva the supreme
yogi. The poet compares him to a rainless cloud and
a waveless sea and a'lamp set in a windless place.

TAEIFRUIGAFA Ksa(ad qAawaraaraq |
IARAUNGIGAFARIFEUSTIAAITZAST ()

JAFAAGHAFSIT FNATBELNAGAL |
ozHIag aagfiel Foua S afqadi qaraq o
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FiaaamRat@maitdfifsara Aatai: )
N ~ o~ o *
AUFFaTEARISIEAN FANNAGIALE: 0

AL FANAFFAGRAAATITHIAF, |
srsagual agai fAugIEaErasEUR s 9feqg u

FYSAIFATSEIAT i
sARnaUsERA: Rraas |
FonsgaAtasargRay
qIBET BEAT IRTTIFATAERI: )

aq] Avgriaivgy
ef} s7rercn cwiyazag |
qugl Wiyl fagea-
RIHAAEH-ATBIHI=a )
The poet says in Raghuvamsa, X, 23 :
F¥qrafAgEiaa qqar gAY |
wafaRd [Afe-afa aifaeal fAgess |

“The poet says that Jnana (wisdom) is the means of
attaining perfect transcendence from action and

{rebirth).
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@ FEN e agy WARAa algAr o

(The other endeavoured to burn up all actions ba,'
the fire of knowledge).

Kalidasa has stated again and again the im-
portance of our love to God and of His grace to us.
for the attainment of liberation from births by means
of God-realisation. In the famous mlroduétory
stanza in Vikramorvasiya he says :

A71-49 AATELHYES q1cq frad Ugd
aRAHAPAT §AAFAANE: AT FATIAC: |
srgaa gagiv iRy
g @ Rgualeagsa: fangameg a: |

(May God Siva give us the highest bliss of
liberation~~Siva who is described in Vedanta as
pervading earth and sky, in regard to whom the
word Iswara is appropriate in its meaning, who is.
sought within by seekers of liberation by controlling
the breath, and who is easily attainable by steadfast
devotion).

Kalidasa’s conception of God-head is sublime
and wonderful. We have fine descriptions of
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Brihaspati, Agni, Indra, Subrahmanya and ether
deities in his works. Brihaspati is described in
Kumarasambhava, 1I, 30. Agni is praised by
Indra himself in Kumarasambhava, X, 17 to 23.
sia: eagrdagsasii: ANay @ay |
| RwiPageAgsrigsuTES g& w3

e GR eI gAY sqeamean |
JAte @ised @Al 1§ S0 )
&Iy weAq@ garw @iy gea: |
FaRaFEARArg anta o qaai 9g:
9 gan®iy @ ga-arsiuasfy |

AT ST gRE@Ea@AY Faa: {¥ar
AFARUSH Al i @ qarka 9 )
aar SNFaaEd qna: AMIISH T |

H14: ARSI AHH SHIBITHA |
HATTINTA a9 AASq: B JASH ||

sdfiel grawiat @RPrsAer |@ay
fasfacfa d@msasmfaArsas |\
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1 have referred already to the descriptions of
the river-goddess Ganga in Kumarasambhava and
Raghuvamsa. In Meghasandesa we find references
to God Subrahmanya and other Gods, besides refer-
ences to Kubera and the Yakshas. In Meghasan-
desa the poet calls God Subrahmanya as the god
of sun-transcending glory placed in the custocjy
of God Agni by God Siva, for the protection of
Indra’s celestial hosts.

But the sublimest descriptions of Godhead m

. Kalidasa’s works relate to the Trinity. That God

is love and His divine actions are only fer the

welfare and salvation of the universe is clearly
stated by him :

AR & aur @er O sHdesgeT: |
onb . ~nool N A~ ~
ag JRragarEdqarsiea giaas i
(Kumarasambhava, VI, 26.)

You know that my acts are all disinterested. My
eight forms show this truth clearly.

These eight forms of God are described in the
famous introductory stanza of Sakuntala as water,
fire, sacrificer, sun, moon, ether, earth and air. God
18 described in Kumarasambhava, V1, 23, as the
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-creator and preserver and destroyer of the universe.
These three aspects of Godhead are Brahma,
Vishnu, and Siva. Brahma is praised in a famous
hymn in the second canto of Kumarasambhava.
He 1s shown to be identical with the Supreme Soul
-(Parabrahma) which existed by itself before creation
and which became the gods of the Trinity owing to
connection with the three gunas.

ARFAGAT gvd UFGY: BABRAA |
qRIAARE TRIFIGIGT W)
Vishnu is praised in an equally iamous hymn in'
canto X of Raghuvamsa.

The Lord is thus described there in'the follow-
ing beaut'‘ul ftanza:
NN "~ e o ~ R
A g diad Qfg‘ﬂ IR HHES |
aERIRUESIAIARIAIaAfIAgY |l
[ a3

fira: qgiATonE: WAEaRaves |
A fmFAITOHAAMT SIS 1l
9ga 7oA BA WeraviAnigsy |

fRad aritha sIEIgaznag |
(Raghuvamsa, X, 7 to 9)
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The hymn to the Lord is mo& heart-uplifting
and sublime.

ANy faSrpeauad waamEg: |

- N\ N

WA Fsge-ausatml S1HBILA ||

EIFARAGAARIN cai quieqaq |
gAIFAANFYE TUARRL (372 1)

gamEIafaga: aAREATAL: |
adqgAlgEanFed aIwIar; |

In Raghuvamsa, 111, 49 the Poet says that God
Vishnu alone is called Purushottama and that God
Siva alone is called Mahesvara. The verses in his
works in praise of God Siva are, if possible, even
more wonderful than those in praise of Brahma and
Vishnu. | have alieady referred to the introductory
@anzas in Vikramorvasiya and Sakuntala. The
introductory $tanza in Malavikagnimitra is equally
famous and describes Godhead as being free from
the love of wealth and womam and self. Thus
supremacy over avarice and lut and egoism is of.
the essence of God-attainment. The opening verse
in Raghuvamsa is in praise of Parvati and Para-
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mesvara. Many verses m praise of them occur im
Meghasandesa. Of all the poems in praise of God
Siva the mo& beautiful is that in Kumarasambhava,
XII, 9 to 20. I have already referred to the fine

verses in praise of Siva in Yoga.

The incarnations of Godhead are wividly
described by the poct. Rama’s gracious acts are
described in Raghuvamsa. The poet relers to
Krishna (siadwes @sar:) in Meghasandesa, 1, XV,
In Raghuvamsa, X, 31 the poet says in language
adapted from the Gita that the Lord has nothing
to gain for Himself by incarnations and that it is
His Grace that is the cause of His incarnation :

FAFIgRaEsd F A (599 274
» A .«
BIFIFAE TAH! I RERBAA 1)
Kalidasa had a clear sense of the harmony of
religions and a wonder{ul spirit of toleration. He

realised and declared that all the great religions are
diverse ways leading to God :

agarnaRinan ewqm: farggaa: |
AT (9IS SAIGATAT SN 1)
(Raghuvamsa, X, 26)
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«The ways diversified by diverse scriptures are
rmeans of spiritual perfection. They all attain thee
just as all the waters of the Ganges fall into the
.ecean).

Perhaps the most sublime portion of Kalidasa’s
.thought is that relating to the sole and universal and
supreme Godhead of which the Trinity is a three-
fold manifestation. He calls God as Ineffable
light (sNia&d—Raghuvamsa, X, 23), omnipotent
and  self-existent (FRTTWRAT@Y - — Sakuntala,
VII, 34), changeless (sifi.%9:—Raghuvamsa,
X, 17) omniscient (8989— Raghuvamsa, X, 20),
‘the cause of all (&3aiA:— Raghuvamsa, X,
20), the ruler of all (@d%y: Raghuvamsa, X, 20)
(s giw: == Kumarasambhava, II. 9). He says
‘that God is realisable by revelation and reason
(srgaEmgararegi aregi—Raghuvamsa, X, 28).

Above all, the poet has done the greatest
service to Hinduism by dispelling the illusion that
there is any question of rank among the Trimurtis.

AUATAN g¥d TEGY: HIBRAA |
GUAAIANT TMFCGIZY )
(Kumarasambhava, 11, 4)
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% A3 gara sawga 47 [@afs aq |
3 frgen dgar W saw T & |
(Kumarasambhava, V1, 23)-
T@IFAUVARTH q4r (359 TAISTIN |
I 3 IUSTARTEA AR AL )
(Raghuvamsa, X, 17):
aka giaEmg Mar ar
AIHFA AT TURIFGEIT |
[aemigTeas T g HAM-
g@arenais agadr |
(Kumarasamblava, V11, 44)

In concl ‘sion | cannot sum up the poet’s spiri-
tual ideas better than by the last stanza in Sakuntala
which I have roferred to in the preceding chapier
as summing up the poet’s social ideals. It shows
how the two ideals are interlinked and shows also
the supremacy of the spiritual life.

gaaal AElargarg qida:
au@dl giAnigar agaan. |
~ o~ a_N\N~

AHIYT (g gY4ag isIdliga:
gawd aRnamidug: o



CHAPTER XIIL

Kalidasa’s Portraiture of Indian
Civilisation.

Wr are npow in a position to sum up our ideas.

I have been leading up my exposition of
Kalidasa’s ideals towards a description of his por-
traiture of Indian culture and civilisation as a whole.
I have Qated how he was the finest produ@ of one
of the most glorious petiods of Indian History.
Such a man could not but be an embodiment and
an incarnation of the racial genius. He had a
synthetic vision of India. India speaks through his
voice and her utterance can be recognised in his
speech if we have ears to hear and minds to know
and hearts to love.

In the opening stanza in Kumarasambhava he
suggests that India, like her guardian mountain-
range of the Himalaya, has an ensouling deity
(3arar) and that Indian culture is the standard
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and the measure and the pattern and the beau ideal

of all the cultures and civilisations of the world in
all times and climes.

f&as afftsar ga Arazeg:

He has described with loving minuteness the Indian
seasons and the holy mountains and rivers and cities
and places of pilgrimage in India. In Raghuvamsa,
XI1I, 18, he describes Sri Rama as requesting Sita
to let her gracious glance fall on the entire land,

suggesting thereby that India has the blessing of
the Goddess of Prosperity.

HEET AFHIWE GEART FAS{ion HIEY |

-~

I have sta'ed also how by describing Alaka as
illumined by the rays from the crescent moon on the
head of God Siva, he has hinted at the purification
of our worldly life by the spiritual light. 1 have
shown also how in Raghuvamsa he has glorified
the life in villages and hermitages in India and the
worship of the cow and how while knowing and
praising righteous town-life he has warned us againgt
the Indian civilisation setting and disappearing in
.luxury and dissipation and immorality in urban-life,
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Kalidasa knew well the beautiful Indian habits
and customs and manners and institutions. In A
V11 of Sakuntala he desciibes Maricha as saying.
that it was his social duty to inform Kanva about
Sakuntala’s reunion though Ltecause of the power
of penance the latter knew the event in his inner
conclousness.

~ "

Y
YIS HT 1T TAWIIH: 4884 |

Courtesy and chivalry, though they never took the
courtier-like and exaggerated forms which they
assumed elsewhere in the woild, were and are
innate Indian traits.  In Raghuvamsa, 1, 54, the
poet describes King Dilipa as helping his queen to
descend from the car and as then getting down
from the car himself.

MAGIAAAEAT 19133da1L 9 |

In Vikramorvasiya A& I the touch and shake of
hands by men by way of affectionate courtesy is.
referred to (qteatl gear egma:). Though there
was no such handshake among men and women, a
kind and respe@ful bearing was shown by men
towards women. In A& IV of Sakuntala Kasyapa
asks his pupil to show the way to his sifter wftrlt
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referting by that word lo Sakuntala. There was a
fine combination of dignity and delicacy in the social
relations of the sexes. Further, the poet has in many
places emphasised that protection to those seeking
refuge is a very noble quality of high-souled men.

sfqragdIHIv GGl 1§ AERAATH_ |
(Raghuvamsa, 1V, 64)

Kalidasa was a minute and loving observer of
the ways and habits of Indian womanhood. He
refers in Vikramorvasiya, 111, 6 to the way in which
Indian women brush back and braid their hair
(srwwdana). He refers to their habit of drying
their wetted tresses by fragrant smoke and eof
decorating their tresses with flowers.

FAARGRITILIAE (R AREATARTGHY |
1Al AGFAITARRATE: BAY ST TOAFATAE I
(Raghuvamsa, XV1, 50)

(Cupid, who had deteriorated in prowess at the

end of Spring, replenished his power in the maiden’s

tresses which were let down untied after bath

and decorated with the evening-blossomed jasmine

flowers alter drying the tresses with [ragrant smoke).
K. 1. 20
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The poet refers to the same habit by the words
fqaewitgdd:  in Meghasandesa, I, 36. He
refers also to the modeft way in which Indian
women of the upper classes in towns and cities
drape their forms and draw the garment over thewr
heads (®agweaadi— Sakuntala, V, 13). This
was certainly not the system of purdah or veil at
all and even this was unknown to the people at
large. Ancient Indian womanhood alone harmonis-
ed freedom and modesty. In Raghuvamsa, 111, 3,
he refers to the fact that pregnant women often
eat mud in secret (TEUHR).

Kalidasa has given us many charming descrip-
tions of the Indian marriage ceremonial. In Raghu-
vamsa, VII, 19 to 28 and Kumarasambhava, VI,
73 to 91, we find all the resources of his matchless
poetic art lavished upon such a delineation. It is
neteworthy that though he has described kings with
many wives he regards faithfulness te one wife as
the highe& glory of the marital fatus. I have
already referred to his description of Rama’s loyalty
te Sita and to the fine #anza in Raghuvamsa VIII,
67. Ia Raghuvamsa, VIII, 66 King Aja says after
Queen Indumati’s death that thenceforth his beld-



M18 GENIUS, IDRALS AND INFLUENCE 307

ness of spirit had set, his joy was gone, his love of
music was dead, the seasons bore no delight, orna-
ments bad no value, and his bed was mere loneli-
mess and empliness.

giTearfar vigsgar @@ AaggHaaa: |
AR ATRA I [AAATT T )

The kind and affctionate relationship between the
mother-in-law and the daughter-in-law is described
in Raghuvamsa, X1V, 5, 6. In the same poem in
X1V, 46, 57 the poet describes how the younger
brother Laxmana unquegioningly obeyed Sri Rama’s
order (augr g&wi wEToNar) and how Sita when
she was banished never uttered one word of re-
proach against her noble-hearted lord but bewailed
and bemoaned her ill-luck and evil fate.

Kalidasa describes also the Hindu attitude
tewards death and the Hindu death ceremonials.
I have shown how he teaches in Raghuvamsa,
V111, 87, 88 that death is the rule and the universal
phenomenon and life is the exception and a rare
privilege and blessing, and that death should not
be viewed as a mere source of misery but as the
omen door to further and future auspiciousness. In
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Raghuvamsa, V111, 86 the sage Vasishtha sends
“word to King Aja that the latter should perform the:
tuneral rites with loving care and attention, and that
excessive lamentation and tears cause pain to the dis-
embodied spirit which has left its earthly tabernacle.

Lo o~

HIEBAAI: FSOAATHITR 69 (MW |

waAry Feifarad gl Jalfmfy saga
In Kumarasambhava, 1V, 35 to 38 we find an
equally fine and tender description of exequial
ceremonial and the obligations of friends and
relations on such an occasion.

We find in Kalidasa unexpected references te-
some peculiar, and even apparently superstitious,.
mental habits and ideas of the Hindus. For infance
if a man Qeps in when he 1s being talked about, it
is usually regarded as an auspicious omen. Kalidasa
makes Vasishtha say in Raghuvamsa, 1, 87 that the
king should regard his desire as one of quick and
sure fulfilment because the cow Nandini came in
when her name was being mentioned.

SN e o
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In fac the idealisation of the cow in Raghuvamsa is
one of the essential and fundamental ideas of the
Hindu race. Another Hindu idea is that if there
15 the continuous music of pipes and drums on an
-auspicious occasion that is a sign and guarantee of
<ontinuous auspiciousness. 1he poet refers to this
idea when he says that on the occasion of Atithi’s
«coronation it was inferred from the sweet and succes-
sive and stately sounds of beaten drums that there
would in his reign be an unbroken succession of

auspicious events.

Az RATgaslie FAUTTTHL |
H+IHTAT FEAN qEqIqTeSAI=ART ||
(Raghuvamsa, XVII, 1)

1n Sakuntala we find many references to omens.
When entering the hermitage of Kanva, Dush-
yanta refers to the throbbing of his right shoulder.
In the fourth A@ Anasuya fumbles and scatters
her gathered flowers, and this is regarded as a bad
emen. In A& V Sakuntala says that her right eye
was throbbing and regards it as a bad sign. On the
other hand in Aa@ VII the king finds his right
shoulder throb and asks how it could happen so
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when he had no hope of reunion with his beloved.
! have already referred to the fine and chara@erigtic
Hindu ideas in Raghuvamsa, VIII, 87 and 88,
where the poet says that death is the universal fa&
and that life is the exception to the rule and a
unique gain and blessing, and that death should net.
be regarded as a source of agony but as a means of
release and a door opened towards the attainment
of future auspiciousness (3@®g17). In the same cante
in fanzas 91, 92, 93, 94 and 95 the poet shows
how true and poignant love, despite the lessons of
philosophy, is full of a seeking yearning for the
beloved and attains its passionate desire of union
with the beloved in heaven.

“ Kalidasa has referred also to the many triumphs
of Indian invention which added to the comforts
and graces of life. In Raghuvamsa, XVI, 49 he
describes how during the long and intense Indian
summer rich men cooled the day-time and escaped
the heat by lying on sandal-cooled marble couches
while revolving sprinklers of cool water plied all
round cooling the surrounding air.

weAgATEs FRIs eda e Sarazaigaa |
fedEiNgsa frgaiugysaasn@ace i
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In Malavikagnimitra, 1, 12 he refers to revelving
sprinklers of . cooled water (witaugnisd). The
poet shows how in his days Indian medicine
was in a high &tate of perfetion. 1 have referred
to his knowledge of the efficacy of cutting a snake-
bitten finger for the sake of saving the life. la
Raghuvamsa, 11, 12, he refers to the physicians
who were experts in (reating cases of pregnaney
and in the treatment of discases of children.

FRIATTASGEY AN MR |

Kalidasa knew also other fields of life in which the
Hindus attained excellence. He knew well abeut
the Indian excellence in cutting and polishing presi-
eus stones. Many of his similes refer to this m a
charming way.

RATGAAMUBUR: TYTEERIT TANIS q9Y )
(Raghuvamsa, I11, 18)

HATHLOGAAT WA FLEPar |
AAWIO HIAIN A {8 GAFTHE )
(Malavikagnimitra, V, 18)

He refers in Raghuvamsa cante 1 verse 4 to the
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piercing of other precious fones by diamonds
(avit asrggea®). In Vikramorvasiya, I, 21, he
says that affectionate words divorced from true and
passionate love will not enter the hearts of women,
judt as mere artificial coloration of fones will not

deceive the experts in precious Stones.
{

Srgagagarsiy avivai
FPrawAIgad W@E |
g BIq A argar
o~ o N\
A srAuaasa: |

I have already referred to the poet’s description of
splendid cities and beautiful gardens and luxurious
palaces. I have shown also how he makes us realise
Indian’s greatness in martial expeditions and in feats
of valour. In Raghuvamsa, XVI, 55 he degcribes
how before bathing in a river we should have it
cleared of alligators with the aid of fishermen and
by means of fishing nets (snaifafremazeasi 1)
In Raghuvamsa, XVI, 68 he describes sifamm
i.e. boat built like a chariot.

In these and other respects Kalidasa makes us
realise what a refined and prosperous and civilised
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country our motherland was at that time. He has
described her beauty, her dharma, her rise and her
fall. In Raghuvamsa he describes the noble rise
and the ignoble setting of one of the greatet epochs
of Indian civilisation. But he had an immense faith
in the potency of Indian civilisation and in the great
future of Indian culture. His faith in his mother-
land was invincible. In the description of the asva-
medha sacrifice in Raghuvamsa and in Malavikagni-
mitra, he describes how the sacrificial spirit and
military prowess went hand in hand. In the memo-
rable passage in Raghuvamsa, canto I verse 5
(eragzfgdiaramaEscqai), he describes the suze-
rains and emperors of India as mighty poten-
tates who ruled the whole earth from sea to sea
.and whose aerial cars rode the air. In Vikramor-
vasiya, I1l, 19 he describes the imperial power
which sat on the throne at whose foottool all other
‘monarachs bowed with bent diadems and over
‘which shone the white umbrella which was the
symbol of universal sovereignty. Kalidasa's aspiration
for India soared in the direction of the idea of an
Indian Chakravarti (emperor) who would rule
.the entire globe. In Act ] verse 11 of Sakuntala
‘we have a vision of this goal. The poet has sug-
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gested to us how Sakuntala who'is the child of a
man and a goddess, of tapas (asceticism) and bhoga
(enjoyment) is the fit pareat of an emperor of India.
He has shown how a prince conceived in a here
mitage and brought up in heaven was fitted and
was destined to unify India and give his name to
his motherland and rule the universe. Then comes
i Act VII verse 33 the grand and noble stanza
which 1s full of faith in India and assured about her
glorious destiny, and which shows how Kalidasa
displayed in Sakuntala his epic vision of Indian
supremacy just as he displayed his epic vision of
Indian heroism in Kumarasambhava :

~

WAIggrarRatwaniaar ainasiu:

~

qu dagial AT agamsiEaeD |
€514 QIAMAT T IWIAAICE AgUAL
gAArEAAIEat WL F0F SIHE AU

{Crossing the seas with steady and unstumbling
movement he, peerless in power, shall conquer the
seven-islanded earth. In this heritage he is known
as Sarvadamana as he has subjugated all the animals.
He shall be known as Bharata as he shall be a
protector of the whole universe).



CHAPTER XIV.

Valmiki, Kalidasa and Tagore.

YN comparing these three great poets | have a

great purpose in view. [ take them as the
points of culmination and self-expression of three
great ages in India and shall try to assess their
contributions to the glory of India and the welfare
of the world. It seems to me that such an effort will
be a fitting sequel to the lag chapter and a fitting
prelude to the coming chapter and will fittingly lead
up to the conclusion of this work.

Valmiki, ‘the fir®t warbler’, ‘the morning &ar
of song who made his music heard below’ is rightly
reckoned as one of the chief glories of India. His
sweet breath preluded these melodious bursts that
filled the spacious times of Sri Krishna *‘with sounds
-that ocho still.” According to Hindu ideas the
Kavi is a person who is a ®=a3%! or a man el visien
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before whose gaze nothing in earth or hcaven;fis
veiled and who can see far and deep into things and
who kindles vision in others. The Gita calls God
as (& gUu ie., the most ancient of poets. The
.eceation is God’s poem which is full of eternal and
infinitely varied and modulated melody. The most
soaring and sublime poetry of the world is found in
the Vedas. The Vedic seers saw the intenser
spiritual glory which was hid by the intense glory of
ereation. They prayed thus :

ORI 930 aFENAES /Y |
axd quAYIIY aRGATT TG ||

(The face of Truth is hidden by the golden disc of
the sun. O Pushan, withdraw these blinding rays
awhile so that | may have a vision of the Eternal
Truth). They realised the Bliss which is at the
heart of all creation. In the Ramayana of Valmiki
we find the manifestation of the same realisation of
Bliss in relation to the earthly life which is full
of mingled strands of pain and pleasure. Bliss
viewed in relation to our fleeting and pain-shadowed
<arthly life is love and pity and it was owt of pity
{Karuna) that poesy was born. Such is the inner
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significance of the world-famous story of the origin
of the Ramayana.

Valmiki did not describe an imaginary or ideal
state of society. He saw and sang Rama Rajya.
He learnt about Rama from Narada. The grace of
God completed that picture in his mind and heart.
He lived at a time when learning was spiritual and
sovereignty was selfless and protective. His poem
1s the epic of the household. Valmiki reached out
into the great world through the happy and ethical
family. His poem is the glorification of Nishkama
Karma (selfless action). It is the apothcosis of duty.

This is not the place lor entering into a des-
cription of the genius of Valmiki. That is a great
and sublime task by iiself. We can never understand
later Indian poetry and hLiftory if we do not realise
the greatness and the teachings of Valmiki. When
we compare the Mahabharata with the Ramayana,
the truth of this observation will become abundantly
clear to us. I have said in my work on Tagore :
Poet, Patriot and Philosopher :  “The Mala-
bharata is to the Ramayana what the ocean is #e

.the Ganga. ltis wider, fuller, deeper. In it we
enler a more sophifticated world where however
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‘he wredlings of the soul with the inner promptings
of desire and the outer seductive ealls of wealth
and power and physical enchantment result in a
rebust manliness of psychic endowment and the
vitory remains on the whole with the soul in
its eternal war with sense. God incarnate as
Krishna guided that development and was not
merely the warrior and the fatesman and the thinker
and the philosopher and the saint par excellence but
was also the ideal child and the fascinating youth
.and the perfe@ poet and the heart-enchanting
musician.” In the Mahabharata we find the varied
efflorescence of the ideal of Nishkama Karma i.e.
Yoga and bhakti and Jnana and a vigorous social
and political life as the basis of such higher spiritual
life. Tagore says well that the two great epics
sontain “the eternal hiftory of India” and that “‘the
higory of what has been the obje of India’s devot-
ed endeavour, India’s adoration and India’s reselve
is seated on the thronc of eternity in the palace of
these twe vas epics.”

That Kalidasa’s debt te Valmiki is ample and
was amply acknowledged by him has been shown
by me in the earlier volume of this work. He refers
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te Valmiki mo&t respectfully in the Raghuvamsa
as the Poorva Suri (the ancient poet-saint), as Kavi
(poet), and as muni (saint). 1 have shown how he
was indebted to Valmiki for the idea underlying
the Meghasandesa, for his Raghuvamsa, and for
many of his most fascinating ideas and expressions.
Indeed if we compare Valmiki’s prologue descrip-
tive of the ideal man and king and Kalidasa’s
prelude to the Raghuvamsa descriptive of the ideal
“men and kings who belonged to the great solar line
of kings, we can well realise the supreme source of
Kalidasa's poetic inspiration.

If we compare Valmiki’s poem with Kalidasa’s
works, we find the greatness of each poet becomes
all the clearer to our minds. Valmiki’s work has a
freshness, a direcness, a limpid flow like that of the
Tamasa river which is lovingly described in it as
being lovely and clear like the mind of a good man.
It has got also a wide and full grasp of the eternal
verities of life. The characters describedin it have a
moral fateliness and an epic sublimity for which there
could not be and have not been any parallels in any
- ether literature in the world or even in Indian litera-
ture itself. The charatters of Rama and Sita have
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been so sublimely drawn that they have become a
portion of the quintessential inner life of India and!
have passed through India into the life of the world.
Scholars have urged that the Ramayana deals with
mere myth and legend and that Sita typifies agn-
culture and that Rama’s fight with Ravana is only
a new edition of Indra’s fight with Vritra. But we:
are not concerned here with these fanciful theories.
The poetic and spiritual value of the Ramayana
will not suffer by the mere adumbration of such
fantadtic guesses and hypotheses and conjectures.

Kalidasa with his fine sense of artistic fitness
and his innate reverence for Valmiki never &rove
or sought to challenge a comparison with him. That
was why he made his Ramayana chapters in Raghu-
vamsa so brief and laconic and skipped over many
incidents revelatory of character, amplifying only
where the older poet had left room for elaboration.
and amplification. As Kalidasa belonged to a later
and more sophisticated age and had all the resources-
of India’s developed art and culture at his com-
mand, he aimed at a great varicly of themes and
metrical forms and figures of speech and thus sought
and achieved distin@ion in a flicld where supremacy
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was still attainable despite the unparalleled eminence
of Valmiki. His language has a more conscious
g, o more cleborate ornan:cnlat‘;(m, and a L\rgcr
economy of words, if it has less direcness and fresh-
ness and flow. He has rendered and interpreted in
his work the complexity and variety of his great and
cultured epoch and hence he has given to us a wider
varicty of tienies and aspects than the older poet
-has done, though none of the creations of Kalidasa
can come anywhere near the supreme characters
delineated in the poem of Valmiki.

I have shown above how Kalidasa’s age was
a yreat and inspiring age though it could not stand
comparison with the age of Rama Rajya and the
epoch of Yudhishthira  In somc respects Indian
avilisation had achieved new clemcnia of glory and
grandeur, thougl in some other respects such as
sublimity of ethical life and sweetness of spiritual
life there was a decline.  The age ot Vikramaditya
was one of the greatest epochs in all history and
was one of the most dazzling epochs of Indian
history. Kalidasa felt all the higher influences of
his age, and his keen and sensitive and richly endow-
ed mind enabled him to meet the glorious environ-

K. 1L 21
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ment at a thousand points of contact. His learning
was as remarkable as his wisdom ; his clarity of
vision was as vivid as his sympathy and his gift of
vision. Hence it was that, being gifted with a great
mind and living in a great epoch and at the court of
a king who was the central figure of a great age, he
was able to sum up India’s past ‘and present and
utter wise and prophetic words of warning and
oof hope and of jubilation in regard to the future
destiny of India.

Tagore Lelongs to that fature wlhill, was so
vividly prophesied by Kalidasa. His indebtedness to
Valmiki and Kalidasa is as clear as his reverence
and admiration for them. Valmiki and Kalidasa
were both poet’s poets aund tliey had the supreme
gift of enkindling poetic fire in the hearts of the
favoured children of the Muses. Tagore says
that the Ramayana and the Mahabharata seem
te be India’s own, the poet being hidden in the
poem, and that the entire culture of India is
.expressed in those great poems. He says: “la
the Ramayana’s simple anushtup rhythm the heart
of India has been beating for thousands of years.
The Ramayana is ever showing us a picture of
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those ancients who thirsted for the nectar of the
Full, the Undivided. It we can preserve our simple
reverence and hearty homage for the brother-
liness, love of truth, wifely devotion, servants’
loyalty depicted in its pages, then the pure breeze
of the Great Outer Occan will make its way through
the windows ol our factory-home.” Tagore shows
also how we are doir:g an injustice lo Kalidasa by
-regarding Lim as « poct ol wicre aesthetic enjoynent.
He says that in Kalidasa, as in Vyasa and Valmiki,
we find the shrine of renunciation sot 2 1l Ghject
of adoration in the very palace of scnse-delights.
Mr. Aurobindo Ghose says: ‘“Kalidasa 1s the
great, the supreme poet of the senses, of asthetic
beauty, of sensuous emotion. The delight of the
eye, the delight of the ear, smell, palate, touch, the
s-lisfaction of the imagination and taste are the
texture of his poctical creaticn and into this he
has worked the most beautiful floweis of cmotion
and sensuous ideality.” This fine passage errs by
over-statement. He himself says that Kalidasa’s
sensuousness is not “‘heavy with its own dissolute-
ness, heavy of curl and heavy of eyelid, cloyed by
its own sweets, as the poetry of the senses usually

(R

1", In Tagore’s words Kalidasa’s semsuousness
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has the soul of spirituality in it and that in him we
see “‘the development of flower into fiuit, of carth

. . o
into heaven, of matter into spirit.”

Tagore has derived his impulse and inspiration
from many sources. The greal poets ond saints of
India’s past, the mediaeval leaders of the Bhakti
movement, the mystics of Islam. and above all the
great and potent forces of modernity have ccmbined
tn give his gentus its many sided and composite bril-
liance, thus adding to his native and innate glory of
soul. The debt he owes 1s large, ray, immense ;
but 1t 1s a debt hand:omcly ac!&rmwlcdg(d and
wisu]y assimilated. In 1t llmugh there are great and
valuable and diverse elements, Valmiki and Kalidasa
form the most potent factors. Tagore says well
about Kalidasa : “Tlis ancient poet of India refuses
to acknowledge passion as the supreme glory of
love: he proclaims goodness as the [nal goal of love™.

Tagore is thus a child ol modernity and a
leading figure of the modern Indian Renaissance.
These facts have given his genws its special bias
and its peculiar cfllorescence.  There have been
interposed between him and Kalidasa the great
medieval bhakti movement and the modern age of
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science and democracy and nationalism. We must
therefore be prepared to find in him a summation
and an expression of the new forces surging through
the land and we find these forces expressed in his
art with remarkable power.

That is why Tagore, while he has all B the
sensuous sweetness of Kalidasa combined with his
clarity and wisdom and spintual elevation and
harmony, has other special excellences of his own
due to the forces which have been operative in the
culture of India since the time of Kalidasa. He has
not the great and inevitable artistic instinct of Kali-
dasa. He has not got the elder poet’s perfe@ poise
and balance and power Leld in reserve and under
control. He has not got Kalidasa’s dramatic skill
and power of vivid charaerisation. Nor has he got
Kalidasa’s power of epic presentation. It goes
without saying that hc has not got Valmiki’s direct-
ness and freshness and limpid flow and power of
presentation of ideal and heroic figures. But he has
a more varied music.  His lyric range is wonderful
and his power of capturing fugitive loveliness and
universal emotion and presenting it in lovely verse is
remarkable. He has shaken himself frec from the
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cramping fetters of &rict a@hetic rules which are
not based on artitic necessity while he certainly
obeys all natural laws of refined artigtic self-expres-
sion. More than anything else his mysical poems
and his patriotic songs and his plays full of lyric
moods and suggedive symbolism have introduced
into our literature new forms of arliftic expression
and heve kindled in us new impulses of artigtic
delight. Thus the authentic voice of India has
been heard through tiic ages in the ulterances of

Valmiki, Kalidasa and Tagore.
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CHAPTER XV.

Kalidasa’s Influence on the World’s
Literature.

ALIDASA thus occupies a unique”place in

the literature of India and in the literature

of the world. The 1deal world of national literature
is rich in proportion to the real world of national
life. We cannot have an outer national life full of
low aims and mutual strife and universal exploitation
and yet achieve lofty ideals of high aims and en-
deavours and harmony and perfection in the world
of art. ltis by art and religion that man definitely
raiscs himself above the sub-human kingdom into the
kingdom of supermen and divine beings. Art implies
imagination, and religion implies spiritual vision, and
imagination and spiritual vision are the two divine
faculties implanted in man. The greatest poets
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combine both these faculties and are hence revealers
of the beautiful and the good and the true as a
trinity in unity and as a unity in trinity.

Kalidasa's great influence on the literature of
the world and on Indian literature in particular is
due to his possession of these two faculties in
exquisite combination. | have shown above how his
poetry is not merely “‘simple, sensuous, and pas-
sionate.”  He has finely felt and finely expressed
the diviner moods and movements of life. When
we compare him with the great pocls of the world,
such as Homer and Virgil and Dante and Shakes-
peare and Milton, we find that he is worthy of
being in such a noble group. Nay, even in com-
parison with Valmiki and Vyasa, he does not suffer
atall. Though he has not got the special excel-
lences of each of these masters of song, he has got
many of their great qualities, and he has got also
some special graces and glories of his own which
will make him a potent poetic and spiritual force
for ever.

Two tests of the permanent value of a poet's
work are the extent to which his mo$t memorable

utterances have passed into the hearts of the people
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and have become a portion of their higher utterance,
and the extent to which his works are studied by
young and old and form instruments of delight and
upliftment to persons in diverse stages of life. Judged
by both these tests Kalidasa occupies a very high
place. Many of his pithy and wise verses have
become a portion of the intellectual and emotional
equipment of the people of India. The boys and
gitls of India literally lisp in his numbers, because
the very first Sanskrit work which they study s his
Raghuvamsa. And as we age in life and gather ex-
perience and tolerance and kindliness and composure
of spirit and desire to attune ourselves more and more
with the higher world of the spirit, the fascination
of Nalidasa on our minds and hearts grows more

!\C‘ p amayana,

aud more.  Iu the Upanishads, i i
in the Gita, and in Sckuntala we seem to hear the
authentic voice of our own higher sell—a voice

which **allures to higher worlds and leads the way'’.

That is the reason why Kalidasa has been such
a powerful force in the world’s literature. In my
chapters on Kalidasa's predecessors and Kalidasa’s
successors, | have shown who influenced his genius,

and who have been influcnced by his genius here as
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well as elsewhere. Goethc's testimony to his greatness

is the highest of such tributes to his worth, but it is
the best among a large muliitude of such tributes.

To Indian literature Kalidasa has shown am
ideal which must be remembered age after age and
generation after generation, The dangers which
perpctually threaten ond assail the Indian imagina-
tion are the liability to extravagance, the tendency to
slavish adlicrence tu aesthetic rules, aud round-
aboutness and veibosity. The Indian intelle@ can
escape this danger only if it guides itself by the light
shed by Kalidasa’s genius and realises the velue of
his restrained imagination, naturalness of ullerance
which 1s decorated but not over-loaded with orna-
ment, and brevity and terseness of speech. Kalidasa
has shown also how Indian literature can best serve
the interests of India by holdmg aloft the banner
of renunciation by combining the ideals of bhoga
and fyaga (enjoyment and renunciation) wisely and
well, by emphasising the need of a well-watched
self-regulatedness of life, by preaching purty of
sexual love, by showing the supreme importance of
social service and socia! concord, and by revealing
the highest joys of the spiritual life.
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If India’s need of Kalidasa is great, the need of
Kalidasa by the rest of the wide, wide world is even
greater. He has shown to the literature of the world
that the highest literary ideal is not the Greek ideal
of absorption in the life of the senses and the mind.
He has shown how this life on the caiili i the
vestibule of a nobler and higher spiritual life. At
the same time his self-restrained charm and com-
Posure of expression will be a corrcciive to that riot
‘of thought and exp cssion which sometimes pains
eur spirit in the best masterpieces of the literatures
of the world. From him those iiteratures can learn
how to harmouise the life of man and the life of
rature and how the higher ideal is not conquest of
nature but communion with nature. From him they
ean learn how to comprehend and teach a higher
sociai order and a higher ideal of national hfe and
international life. They will learn from him to
“control rebellious passion™ and to rcalisc that the
Gods approve the depth, and not the tumult, of the
seul”. More than anything else they can, by means
of an assimilation of his ideas, rise to a higher sense

of the spiritual values in life and make life more full

"of the love of God and of the grace of God. Well
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~may the whole world, including India, say to him
what Himalaya said to the seven sages .

©n

§é gEivaEara sHaiaaiaay
AT NRE WA WATFAEIA !
(Kumarasambhava, VI, 55)
(By your grace I fecl like a deluded man restored

to wisdom, like iron transformed into gold, and like -

.one hifted from earth to heaven).
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CHAPTER XVI
Conclusion.

HIS work has now come to a close. 1 began

it as a briel volume but it has grown of its

own accord into a bigger work. The works of
Kalidasa have been a daly delight to me and
have oiven me a large measuie of comprehiension
anet consolation and composure i life.  Perhaps
to muids not so consciously attuncd to him or to-
Indiv as a whole, my language may appear to
savour of extravagance. But whin he is read often
with critical yet foving joy, Liv <licii wid fascination
will grow, and then perhaps my work will have a
rcadier approbation.  Indian literature 1s on its trial
lo-day. Adverse influences are abroad to discredit
Indian literature as well es Indian life and ideals as
a whole. No community can maintain its place in
the sun which does not give its meed of service to
#he universal life and- which does not win its jug
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measure of respe@ from the world at large. Neo
literature in the world can @and the te@ of time
which does not give its honoured contribution to
the treasury of wniversal wisdom and which does
not win its just measure of admiration from the
world at large. It seems to me that India can begt
win the regard and admiration of the world by
regaining her social harmony and her spirituality
of life and by broadcasting once again the life-giving
ideas of her immortal sons. 1 do not know who can
bring abu.! this consummation better than Kalidasa.
He summed up in himselt the best features of the
Ide of Ind:ia in the memorable ages of her pagt. He
was the culmination of one of the greate@ eras of
the life of India when India was socially united,
politically great, and supreme in learning and in arts.
Despite the two thousand years which have fled
since his days, he, as in the case of other universal
geniuses of the highe& order, has a real value for
modernity as well. I have shown above how the
world’s litcrature has need of him. Our need of him
so far as modern Indian Ife, even more than modera
Indian literature, is concerne!, is urgent and impera-
tive. We may well say in the words of Words-
worth’s noble sonnett on Milton :
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“Kalidasa ! Thou should& be living at thic hour,
India hath need of thec : she is a fen
Of qtagnant waters. Altar, sword and pen,
Fireside, the heroic wealth of hall and bower,
Have forfeited their ancicrt Indian dower
Of inward happiness. We ate selfish men,
Oh ! raise us up, return to us again ;

And give us manners, virtue, frecdom, power”.

I have shown above what is gatherable about
Kalidasa the man despite the life-obscuring and
myth- making a@ivities of time. ! 1.0 loiu alo
what forces mnfluenced his genius and in what
direction he influenced the later life of the world.
I have tried to assess the value of each of his im-
w~ tal works. | have assayed the task of revealing
his many-sided genius—his concepts of sthetics,
his vision of nature and beaut;y andilove, his fagz;\ls
of manhood and womanhood, cnd his social and
political and spiritual ideals. 1 have tried (o show
the spiri‘t‘ualw kiﬁship Letween him and the earlier
and later bards of India. 1 have sought ako to
realise and express his place in universal life and
literature. As | have observed in my work on
Tagore : ““In him (Kalidasa) we have the supreme
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poet of @sthetic e¢moticn, describing the joys and
glories of a more cophigticated but highly refined
and variegated world of individval and social life.
He was the supreme exponent of the national life
in one of its modl glorious epochs, and his works
arc not merely the scriptnre of the lovers of beauty
but form a forehouse and treasury of Indian con-
cepiions of domesiic, social, civic, and political per-
fection. He summed up thc - past of lnéla\lo&dlu},
minate lhe present “and gnide .E(’ \-ull;—é His never-

faxlmé sense of duly and his artigtic ngldnce were
in close union with his loyalty to the highest Indian
ideals of life and H)oughl. He had drunk deep of
life-giving watcrs of the Ramayana and the Maha-
bharata and 1s full of reverence for the stalwarts of
the more heroic eras of Indian historv. His work
1s a paradise of beauty—not the beauty of dissolute-
ness crushing the grape of sensuous joy on the eager
tongue of desire, but the beauty of purity and self-

refiraint and renunciation.”

Thus it is clear that Kalidasa 1s a great living
force in hfe and litcrature today. Mr. Benoy
Kumar Sarkar has said well in the passage quoted
by me already : ‘“Nobody undersands Asia whe
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does not undergtand Kalidasa—the spirit of Asia™.
The contribution of Asia to the intellectual and
moral and spiritual life of the universe has beer
immense and unique. She has been the mother
of empires and religions. There is to-day a great
resurgence of the higher life in Asia. Europe
and Asia and America and the other portions
of the world are now linked up in a manner
unknown and unfelt in the pa@. Who can better
voice the heart of the New World to itself than
Kalidasa. In short, Asia is the heart of the world ;
India is the heart of Asia; and Kalidasa 1s the
heart of India. He alone can bring about the union
of the higher thought and the higher speech of
universal Man, because he has sung in his immortal
poem—we cannot conclude a work on Kalidasa
better than with that immortal stanza—that f{or
the attainment of the higher speech and the higher
thought we should bow to the divine parents of the
universe— Parvati and Paramesvara—wheo are in
loving and intimate and inseparable union and com-
munion like Speech nnd Thought.

ANTANAT QIHN FAATEIHT |
~ A ha¥ . n ) |
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