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THE APPLICATION OF A FEW CANONS
OF TEXTUAL AND HIGHER CRITICISM TO
KALIDASA'S SAKUNTALA

by
S. K. BELVALKAR

Kalidasa's Sakuntala has had the rare good fortune of being praised
very lavishly and at once elevated to the rank of the World's Classic
even before it was madee available in afairly critical edition, and even
before its real charm and meaning was even half understood. It was
much later that scholars came to readlise that there was a very compli-
cated problem connected with the varying recensions of the play: the
shorter or the Devanagari as current in Western and Southern India,
the longer as current in Bengal, and the Kashmirian, which is based
upon the unique birchbark Ms. discovered by Buhler in 1875. Now,
rather than endeavouring to resolve the problem by the application of
the generally recognised principles of criticism, Pischel and others
took sides; and we know what to expect when party-considerations
invade the domains of scholarship. A prolonged study of the Sakun-
tala has convinced me that it is possible to rise above the recensions
and construct a text of the play that would satisfy all the tests of
lower and higher criticism. | propose to illustrate this by considering
a few typical cases.

| begin with that exquisite song of the Nati in the Prologue, which
the Devanagari text reads thus—

Isis curnbiai bhamarehi suumarakesarasihai

avadamsaanti daamana pamadao sirisakusumaill
Monier Williams thus rendersit—"Loving [amorous] fair-ones make
ear-rings of the Sirisha-blossoms ¢ that-are-very-gently-kissed by bees
(and) the points- of- whose- filaments- are- very - delicate.'—The first
criticism of this text is that it gives two forms for the nom.
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pl., daamana and pamadao (or in some Mss. pamada and daa-
manao), the conjunction of which is improbable in one and the same
line. Cappeller avoids the awkwardness by reading daamana pamada,,
which violates the metre of the second line. This is a grammatical
difficulty.—Secondly, the metre of the first line is not correct. It
is a stanza in Kalidasa's favourite Arya metre. It should normally
consist of 12+18+12+18 matras, but in the above text the second
quarter gives two extra matras. Was Kalidasa, like Homer, nodding?
None of the variants preserved in Mss. of the shorter recension helps
us out of this metrical difficulty.—The third is a difficulty of inter-
pretation. Why are the ladies daamana (which means not amorous
but compassionate)? Some explain that they feel compassion because
the bees kiss the blossoms: but surely that is the life-purpose of the
blossoms. The ladies might envy their lot, not grieve for it. Others
answer that the sympathy is for the pain caused in the act of plucking;
for, the ladies, like the Heroine, love the tender creepers. But then
they, like the Heroine, should not have plucked the blossom. And
in any case what is the propriety on that supposition of introducing the
bees at all ? None of the explanations in the field quite meet the case.
Turn we next to Pischel's reading of the verse—

Khanacumbiai bhamarehi uaha suumarakesarasihai \
avaamsaanti sadaam sirlsakusumat pamadao\\

Our first or grammatical difficulty does not arise here; but the metrical
difficulty remains, as the second quarter now gives 19 matras. For
the word uaha the variants are: uha (=uha = tarkayata, where the
uncompensated shortening of the long u is against philology); suhaa
(=subhaga, the reading of the Kashmir Ms., which is tautologous with
the following word suumara = sukumara); uaa in Sir William Jones'
Ms.; and uba in aBengali Ms. reported by Folkes. Pischel renders
uaha by pasyata.

As none of the extant readings is quite satisfactory here is a good
case for conjectural emendation, provided it is an emendation. Now,
| propose changing uaha to ua, making the word two-syllabic, as it
is in fact preserved by two sets of Mss. Otherwise | accept the. reading
of Pischel. Ua is a Desi word for pasya, and many a scribe or
student must have stumbled upon the unfamiliar word. The suggested
emendation has much transcriptional probability. Assuming a Sarada
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original for the archetype, we know that in that script X (8) and
T (ha) are occasionally liable to be confused. Uha suggests the Sans-
krit uha as given by the commentator Sankara A second line of Ms.
tradition probably started with some scribe mishearing uvafor the reader's
ua. This gives the uba of one set of Mss. A third line of mistaken
readings, | believe, started with an accidental dittography of uaa for
the original ua. The. unintelligible uaa, becoming uaha, got changed
next, perhaps under the influence of the word subhaga of the imme-
diately preceding verse, into suhaa. This occasioned the tautology of
subhaga and sukumara, both meaning delicate. The next inevitable
and more deliberate step was to drop the inconvenient suhaam and
make metrical compensation for it by altering khana to the synonymous
Isisi, thereby restoring the lacking three matras. The metre, however,
did not become quite regular; but as it was a Prakrit verse, and as
the pernicious habit of ignoring and even murdering the Prakrit of
the original had long prevailed, nobody bothered himself about it,
although, we are told, that the exquisite song as it was sung by the
Nati sent the Sutradhara himself and the whole audience into a self-
forgetting ecstacy over the melodies of the music!—We thus see
that the emended reading can adequately explain the genesis of all the
existing variants—and this is the least that a proposed emendation
ought to effect.

Next as to the intrinsic value of the proposed emendation: for,
there lies the whole crux. This is how | understand the passage.
The ladies feel sympathy for the lot of the Sirisa-blossoms not be-
cause the bees kiss them, but because they kiss them just for a
moment (khana) and then flit on to another flower. There is no
constancy in their love. The motive for compassion thus becomes
evident. Now this bee-motif is introduced in our play more than
once. It is a bee arising from the basin of the newly watered Nava-
malika creeper that frightens Sakuntala and gives the Hero the oppor-
tunity to reveal himself; Dusyanta envies the lot of this very bee
hovering around the Heroine's face; in Act 6 the penitent King
paints this same bee episode and has a beautiful stanza to describe
it; in the earlier Act, in the well-known Prakrit song sung by a lady
of the harem, but there is conveyed the delicate inevitable suggestion
that Dusyanta has played the bee to some earlier love: everywhere

then Dusyanta=the bee. Can the motive for introducing the bee
Asia Major, Jan. 1925 6
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in the song of the Nati continue to be any longer doubted? Dusyanta
is the bee, Sakuntala the Sirlsa blossom, and, and the compassionate
ladies the heavenly Apsarasas who come to the rescue of the forlorn
and helpless Sakuntala in the days of her sore need. The Prologue
is intended to convey all this delicate suggestion, and more: The
Sutradhara who, in consequence of the rapturous music, forgets his
own earlier words typifies Dusyanta, with whom in fact the poet
actually compares the Sutradhara in the last verse of the Prologue.
The whole Prologue, thus viewed, gains a new significance. Its rich
suggestiveness is altogether in the happiest vein of the poet; and we
cannot afford to lose it for the sake of a little conservative nervousness
in adopting an emendation that does the very least violence to the
traditional text and that in fact enables us to transcend the recensions
and reach what might reasonably claim to be an archetypal reading.

The next passage | choose occursin Act 2 in that much discussed
description of the hunting attire of the King as put into the mouth of
the Vidusaka. Monier Williams thus gives the passage—

Eso banasanahatthahi vanapupphamaladharinihi Javanihi parivudo
ido ewa aacchadi piavaasso.

Cappeller, however, reads it as follows—

Eso banasanahattho vanapupphamaladhari ido jjewa aacchadi
piavaasso.
And observes in his German Notes to the passage: ,Das aus griechi-
schen Madchen bestehende Jagdgefolge des Konigs ist ein spater Zu-
satz, wie Pischel (Diss. 45) namentlich unter Heranziehung von Raghu
I X. b5off. uberzeugend dargetan hat." Pischel, nevertheless, gives
the text thus —

Eso banasanahattho hiaanihitapiaano vanapupphamaladhari ido
jjewa aacchadi piavaasso.

Cappeller in his textual reconstruction has omitted the adjective
hiaanihidapiaano (literally, having the loved person placed within his
heart) for what | believe to be merely subjective reasons. the epithet
was felt to be out of taste especially in Vidusaka's present description
of theKing. Pischel retains the epithet without making any comment;
but in his Dissertation he justifies the omission of the lonian daves,
and the consequent wearing of both the bow and the garland of wild
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flowers by the King himself, by citing Raghu ix. 50ff, where Dasaratha,
starting upon a hunting expedition, is described as "vipulakantha-
nisaktasarasanah® and "vanamalaya grathitamaulih" As there are
many similarities of ideas and expressions in the two descriptions
of the same theme by the same poet, it seems, prima facie, that we
must let the lonian maidens go, although of course there is no ana
chronism involved in retaining them, seeing that they are admitted by
Cappeller as well as Pischel in Act 7 of this very play in spite
of the fact that a variant (Pratihari for Yavani) was available. But
there are two weak points in Cappeller's procedure. He has not
explained how the epithet hiaanihitapiaano got in. It is easy enough
to put it down to the credit of some silly third-rate interpolator and
omit it. It is easy: but more honest is Pischel's retention of it on
the evidence of his Mss. Secondly, what could have been the object
in introducing the lonian attendants in the hunting paraphernalia of
the King? Was the interpolator a Greek citizen or a devoted admirer
of the Greeks who was run mad with lonian notions and who would
not rest in peace unless he saw his own country-women in the Royal
equipage? Except on such fanciful supposition it becomes hard to
understand the psychology of the interpolation. For, it must never
be forgotten that every rejected reading leaves a ghost of it behind,
which continues to oppress the mind of the editor and refuses to be
laid at rest unless some very simple and straightforward apology is
offered on its behalf.

| believe that it is the text preserved by the birch-bark Ms. that
contains the key to the right solution of the problem. Here the read-
ing stands thus—

Eso raa banasanahatthahi javanihi parivudo vanapupphamaladharl
ido yyevagacchadi.

Here the King wears the garland, but his lonian attendants the bow.
MonierWilliam's reading gives both the bow and the garland to
the lonian attendants, and it might be called the reading with the
garland misplaced. Cappeller's reading gives both the bow and
the garland to the King, and it might be called the reading with
the bow misplaced. | prefer the Kashmirian reading not merely because
it makes an equitable distribution of the property, but because with

a reading allied to it in the archetype | am able to explain how the
6*
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compromising epithet of hiaanihitapiaano managed to get in. Assuming
again a Sarada original for the archetype and a subseguent tran-
scribing of it into Bengali characters, the genesis of the scribal mistake
can be easily seen from the following—

ba- na- sa- na ha- ttha- hi- ]a va- ni- hi- pa- ri- vu- do—

Saada— MY T T f§ g By RGH
Bengali— qYNY 4 o % WTTSwS‘l‘J“I‘Tfﬁ-ﬁ’Q‘ﬂ‘ﬂT

e 7y g it ol
Bengali— J° qﬁrmcﬁ‘ltﬂsﬁ

As the Mss. never separate their words and as there are prsthamatras
as well, as independent nasal-marks in the Bengali script, the follow-
ing main stages of progressive corruption can be legitimately assumed:

i.—ttah-hi-Ja-va-m-ht-pa-ri-vu-do\

2.—tho-hi-a-va-ni-hi-a-pa-ri-vu-do;

3.—ttho-hi-a-?-ni-hi-?-pa-?-?-do ;

4,—ttho-hi-a-a-ni-hi-da-pi-a-a-iio.
This accounts for the dropping of the lonian attendants and the
placing of the bow in the wrong hands.—The transfer of the garland
to the wrong head in the other series of Mss. is more easily accounted
for. It is simply an accidental repetition of the instr. pi. term, hi at
the end of the forth word, because it was there aready at the end
of the first and the second words. This is one of the commonest
sources of error. The putting of the word parivudo after the three
instr. forms thus obtained next comes in as a matter of course—Thus
then, in spite of one of the best testimony that we can cite, viz., that
of Kalidasa's own works, we are compelled to retain the lonian maidens,
because an insignificant epithet that we would have too hastily con-
demned as unpoetic and forgotten altogether refused to be so readily
relegated to utter oblivion.

My third example comes from Act 4. Sakuntala is leaving her
parental roof to start on ajourney to the house of her Royal husband.
The old familiar scenes of the hermitage are passed by one after the
other. The party finally reach a stage from which Sakuntalds father
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and friends must return. They sit down under the shade of a tree
for a little rest,.the father musing as to what his message might be
to his Royal son-in-law, and Sakuntala casting a last wistful glance
upon that homely scene so full of countless associations of happiness
and affection, before she pursues her journey towards a scene to her
so unfamiliar, with all its nameless possibilities and potentialities for
weal as for woe. What heart would not be moved by the situation?
Even the trees and creepers and antelopes and birds have felt the
pangs of separation. All of a sudden Sakuntalas mind is arrested
by a female Cakravaki in the lotus pond near by. Monier William's
Devanagari recension of the passage runs thus—

Sakuntala—Hala, pekkha,  Nalinipattantaridam piasahaaram adek-
khanti adura cakkavai aradadi: Dukkaram aham
karemi ftti.

Anasuya— Sahh ma ewam mantehi;
Esa vi piena vina
Gamei raanim visaadihaaram \
Garuam pi virahadukkham
Asabandho  sahavedi\\

The Bengali recension, usually prolix, is here very brief. The above
two speeches are altogether absent in Pischel's standard edition
of that text. Instead we have only one speech of Anasuya referring
to the Cakravaka incident—

Anasuya—Sahi, na so assamapade atthi ko vi cittavanto jo tae virahi-
jjanto ajja na usuo kado. Pekkha:
Pudainivattantariam
Vahario nanuvdharei piam \
Muhauvvudhamunal o
Tal ditthim dei cakkao\\

Neither of these versions is satisfactory from the point of view of
higher criticism. The Devanagari recension does not tell us why the
male Cakravaka does not reply to his mate's desperate call when he
is so close to her. The Bengali version gives the reason for this, but
that version is rather tantalizing inasmuch as it does not tell us what
Sakuntala's reply was to her friend's observation. The Kashmirian
version gives all the three speeches, with certain variations of a verbal
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character. Ignoring these and ignoring also Cappeller's restoration
of the metrical form to the speech of Sakuntala (so that each speech
now ends with a Prakrit verse), it seems to me that a recension giving
all the three speeches satisfies completely all our critical and aesthetic
requirements. The point of the incident might be thus explained. As
the three friends are seated together under the shade, making best
of what each one of them felt to be her very last opportunity of being
amidst the companions of her childhood, Anasuya finds a possible
relief to her own feelings by remarking that all the animate creation
in that hermitage feds what she herself feels, and points to the
Cakravaka who is so much weighed down by grief that he is oblivious
to the wailings of his mate. Sakuntala is, however, forcibly and
sympathetically arrested by the lamentations of the female.Cakravaki.
She calls and wails but her mate heeds her not. Supposing she
(Sakuntala) were to call and wail and Dusyanta were not to heed
her! The very thought was insupportable. But this was exactly the
fate in store for her, and this incident is a premonition of it, again
couched in the best vein of Kalidasa—did we but have his unmutilated
text before us. The Cakravaka does not of course purposely slight
his mate: He turns a deaf ear to his mate's cry because his mind
is otherwise preoccupied. He thus properly symbolises Dusyanta whom
Durvasas' curse makes forget his plighted love. Priyamvada (to whom
rather than to Anasuya the last speech belongs) perceives what is
passing through Sakuntalas mind. She perhaps felt sadder than
Sakuntala herself, because she knew of the curse, the knowledge of
which was witheld from her friend. She however tries to suppress
her own feelings and turns the thoughts of Sakuntala in a more
hopeful direction. "you are making rather too much of the present
momentary sufferings of this Cakravaki. The Cakravaki knows how
to endure even a longer suffering, yea, to endure it with patience and
with hope; for, she knows that day must follow the night." Does
not the incident so understood now gain a new significance and
make out of what was at best an imperfectly understood Prakrit jargon
a delicately worded suggestive poetry such as Kalidasa always loved
to write? The accidental omission of a part of the conversation in
both the recensions of the text might have been due to the archetype
having been injured in that part by breakage or pealing, to which
birch-bark Mss. are peculiarly liable, or to a later scribe's having
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failed to supply an omission written in the margin of his exemplar,
or to some other assignable cause. As both the so-called shorter
and the longer recensions of the play have gone wrong, it is
obvious that any a priori procedure on the assumption that the one
or the other of these recensions is or can aone be reliable cannot
by any means take us even a whit nearer to the text as Kalidasa
might have written it.

| shall resist the temptation of citing a few more examples, and
particularly of giving a long bit of continuous text, to show what
large dramatic values we are compelled to lose because our editors
and critics have thought it fit to take sides rather than solve the
problem of Sakuntala recensions in a critical, straightforward manner.
But this accusation would be absurd and ungrateful, if Kalidasa himself
were a careless artist who did not deliberately intend even half the nice
things that some hypersensitive critics claim to see in his writings. How
can we prove that Kalidasa was a conscious artist who weighed his
words and who intended that his every stroke should count? Might it
not have been the case, at the most, that Nature merely took the
pen from his hand and wrote his works for him? A positive Nay to
this charge is furnished | think by the other (and presumably earlier—
but that is not essential for the argument) plays of Kalidasa. [A critical
comparison of the poet's Malavikagnimitra and Vikramorvasiyawith
the present masterpiece reveals in my opinion a progressive deepening
of the ethical motive, which reaches its highest watermark in the
Sakuntala as much by what the poet gives us in it as by what he
refrains from giving. | shall cite a few concrete cases.

Consider, to begin with, the role of the Vidusaka in the three plays.
In the Malavikagnimitra the Buffon takes almost the principal part
in securing Malavika for the Hero, first by setting the dancing masters
by the ear and then by pretending to be bitten by the snake and
so securing the cobra-marked signet-ring. In the Vikramorvasiyathe
Vidusaka plays a less significant role. He is the King's confidant
who is tricked out of his secret, who mislays the love-letter, but who
nevertheless keeps company with the King in his interviews with
Urvasi and Citralekha. In the Sakuntala however the poet has never
brought the Vidusaka in the same scene with the Heroine. What use
the poet makes of him in the conduct a* the plot is strictly negative
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and subsidiary. In the famous repudiation scene in Act 5, where
there was a chance of the two being confronted, the poet has artis-
tically sent him away. Would it be wrong to infer that the poet
realised the utter incompatibility of bringing the etherial character
of Sakuntala—the adopted daughter of Nature—face to face with
the grossly vulgar Vidusaka who was just a man of the town with
no love for Nature and out-door life?—Consider in the second place
the role assigned in these plays to the Hero's secondary-loves. There are
two of them in the Malavikagnimitra: Dharini and Iravati, the one posses-
sing the dignity and forgiveness and the other the passionate jealousy
and virulence that it is usual to assign to co-wives in general. Iravati is
excessively hot-tempered, and Dharini draws herself discreetly out of
the game because she was shrewd enough to realise that her days
were over—na me eso maccharassa kalo—and that, her best chance
ultimately lay in playing one new favourite against another. The
ethics of the Vikramorvasiya is pitched to a slightly higher key. There
the queen Kasirajaputri becomes at first restless and petulent, but
finding that the new love is a heavenly Apsaras, she unreservedly
resigns herself to the inevitable. This self-sacrifice has its reward, and
we find that Urvasi throughout pays her the customary respect and
precedence. In the Sakuntala although the co-wives Vasumatl and
Hamsapadika are mentioned more than once, they altogether sink into
insignificance. Kalidasa in fact has never cared to actually introduce
any one of them on the stage. What would these myrmidons count
in a play where love is intended to be not an affair of mere sensuous
gratification or of power-and-pomp, but a true knot of heart-strings,
tending with each ripening year to become more and more spiritual?
This isto my mind an evidence of the poet's gathering sobriety and
seriousness of purpose.—Consider once again the conduct of the Hero
to his old and new loves in all these plays. In the Malavikagnimitra
he fals prostrate at the feet of the irasible Iravati and is heartily
glad of it when she leaves ,him unpropitiated: Manye . . . pranipata-
langhanam sevam. And the more dignified Dharini aso he treats
with equally scant grace. In the Vikramorvasiya too we see the Hero
prostrating himself before the Queen in Act 2. The Queen departs in
anger as usua, and the King is sorry for it, but is anxious to.use
that as a lever to secure his own purposes. pranipatalahghanad aham
asydm dhairyam avalambayisye. The Abhjnanasakuntala also exhibits
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the Hero prostrate at the feet of his Love: but mark the difference.
There is no sham or pretence in the thing. The King has suffered,
has truly repented. The Lady-love has aso suffered, has known how
to rise above suffering; and there results a spiritual welding of hearts
which for the earlier plays was altogether unthinkable. Finally, consider
another small but significant element of comparison and contrast. In
all the three plays there is a first meeting of the Hero and the
Heroine followed by a period of separation, which ends with the de-
nouement of the play. The cause of separation in the Malavikagnimitra
is ajealous fit of Queen Dharini and it is brought to an end, among
other things, by Vidusaka's trickery. There is a longer separation
in the Vikramorvasiya caused by the Heroine's unwitting transgression,
and it is brought to an end by a mere concatination of accidents,
there being a very free introduction of the supernatural in the play.
As contrasted with what we find in the Vikramorvasiya, the suffering
of the Hero in the Sakuntala is far more human, far more genuine.
The suffering of the Heroine in the Malavikagnimitra debases her
mind, as we find her content even to accept the role of the King's
mistress, although fully aware of her own Royal parentage. The
suffering of the Heroine in the Sakuntala chastens her mind and
transforms her into an ideal of Aryan womanhood. Is it not
pertinent to ask whether all these elements of contrast in the
successive works of one and the same writer can be merely fortuitous
and absolutely undesigned?

Assuming then that Kalidasa has been a conscious and deliberate
artist and that his ethical outlook on life was becoming progressively
deeper and more spiritual,) what should be our view as to the inner
spring and the ultimate purpose of the plot-movement in the Sakuntala?
It is necessary to go into the question in details, citing at each step
passages in support, which would enable the impartial reader to arrive
at an independent conclusion of his own.—To begin with, in the
Prologue the Nati is to sing a song. Almost any song would have
served the purpose, but she wants to know what the theme of the
song should be and the Sutradhara answers that it should be the
Vernal Season: acirapravrttam upabhogaksamam grismartum adhi-
krtya. The word upabhogaksamam (fit for merry enjoyment) deserves
to be particularly noted. The penance-grove described in the first
Act testifies to the workings of the same season. For, there there are
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mangos in blossom, flowering Bakulas, and fragrant bowers of Nava-
malika. And it cannot also have been an accident that Sakuntala's
mother whose story is narrated in the same Act seduced the sage
Visvamitra aso at the advent of the Spring (vasantodarasamae).

The sentiments that occupy the minds of the Hero and the Heroine
are conformable to this prevailing sensuous atmosphere. Dusyanta
is full of the pride of youth and power, a dave of impulses and
habituated to receive unquestioning obedience. He claims that his
wishes should be a law even to Nature. Mark his confident sf-
assurance at the throbbing of his arm as he enters the enclosures of
the hermitage (athava bhavitavyanam dvarani bhavanti sarvatra); his
egoistic logic which demands that whatever he wishes must be right,
because he wishes it (Satam hi samdehapadesu vastusu pramanam
antahkaranapravrttayah); and his envy for the lot of the bee, the
irresponsibly flirting bee of the Prologue. In the first three Acts of
the play everything happens just as Dusyanta wants it: Sakuntala
turns out to be a Ksatriya girl; his love is requited; he unexpectedly
gets the pretext for staying at the hermitage for a number of days;
and Sakuntala's friends consent and even conspire to bring about
the match. Dusyanta is aKing and it looked as if everything in the
world was meant for his upabhoga.

Turn we next to Sakuntala, the deserted daughter of the Apsaras.
She inherits from her mother her beauty and her frolicsome mood
(evidenced by her repartees with Priyamvada). Like the Spring, her
youth too was in blossom (paoharavittharaittaam jowanam); and at
the very moment that Dusyanta learns how the ummadaittaam ruvam
(the intoxicating beauty) of Sakuntala's mother had achieved its conquest
over even the austere Visvamitra, Dusyanta had seen and experienced
enough of the. maddening power of afair form to make him conclude
that this daughter of the Apsaras was, for her own part, bent—vasanto-
darasamae—upon making her own conquests. But what now was
Sakuntala's goal of married life? Kalidasa has taken particular care
to tell us of it. Says the Heroine: Hala, ramatue kkhu kale imassa
padavamihunassa vadiaro samwutto: iam navakusumajovvana (vana-
josini) aam pi baddhaphaladae uabhoakkhamo sahaaro. Here again
we meet with the word upabhogaksama to indicate the pervading
spirit of the season. That pleasure is not the sole aim and purpose
of marriage; that marriage has its, own duties and responsibilities; that
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properly understood marriage is the most agreeable way of teaching
and learning the lesson of sacrifice, of serviceableness. this is an-
idea that never crosses the mind of this daughter of the Nymph.
With her all is a matter of heedless and headlong love-at-first-sight
between persons who seem to have been designed for each other
and for whom love is an end in itself, being synonymous with pleasure.
But, of course, a person who is entering upon life with no ideal higher
than pleasure is running great risks. He intends to extract the very
best from life, and he must be prepared if, in a capricious mood,
the world gives him only thorns and brambles. If with ideals such
as these people emerge unscathed from the battle of life and even
win the laurels of it, they have every reason to thank their stars; but
they ought to be prepared for being at any moment assailed by darkest
distress and meet the most irrationally tragic ending. Their pleasures
were unearned and undeserved; their sorrows would be equally un-
provoked and undeserved. Sage Kanva, the foster-father of Sakuntala,
must have been fully aware of the deficiency in the psychological
inheritance of his adopted daughter, and so prescribes for her the
stern and disciplinary life of the hermitage. But that was found
inadequate, and we see the Sage, at the opening of the play, under-
taking a pilgrimage—daivam asyah pratikulam samayitum—with a
view to secure her spiritual welfare by vicarious penance. But that
avails not; for, it is by ones own efforts that one must secure the
uplift of one's self—uddhared atmana ' tmanam—as the Gita puts it.
Sakuntala consequently has to pass through an ordeal of purification
by suffering far more intense than any that the other Heroines of
Kalidasa had to undergo; and she emerges triumphant from them all
because she was aso the daughter of sage Visvamitra, whose austerities
are proverbial for their fierceness and endurance.

While it is the Heroine's natural heritage from the father's side
coupled with the far-seeing assiduousness of sage Kanva as aso the
curse of that disguised benefactor of humanity—the fierce Durvasas—
that collectively conspire to crown the sufferings of Sakuntala with
the happiness that was her due, in the case of the Hero, king Dusyanta,
—actuated though he was from the very first by motives frankly
sensuous—there are present in him all along certain relieving traits
of character which the poet has taken sufficient care to duly emphasise.
He is brave; but retains sufficient self-control not to be led away by
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the excitement of the sport into forgetting what he owed to sages
and inmates of the hermitage: Compare sentiments like—esa prati-
samhrtah; vinitavesena pravestavyani tapovanani nama; Gudham hi
dahatmakam asti tejah; Tapahsadbhagam aksayyam; etc. He is
ravished by love but retains sufficient sense of the responsibilities of
his station to at least wish that the object of his love were Ksatra-
parigrahaksama, though in his mind he has already made her so
because he wants her to be so. Finally, the poet has endowed our
Hero with a presence that can inspire love in ladies, but that can also
inspire an instinctive feeling of confidence even in the ascetics (aho
diptimato 'pi visvasaniyata 'sya vapusah): and in the discharge of his
royal duties he is creditably unsparing of himself while, in the midst of
courtly surroundings, he possesses a scrupulous rectitude of character:
compare, Svasukhanirabhilasah khidyase |okahetoh; anirvarnaniyam
parakalatram; etc. Thus we see that Dusyanta, although seeking
pleasure in the earlier part of the play, really deserves happiness
and eventually wins it for himself.

But as long as the Hero and the Heroine are under the spell of
their earlier ideal, notice how, in their heedless pursuit after pleasure,
they are inevitably led to swerve from the path of absolute righte-
ousness and truth. For instance, in the garden-scene in the opening
Act, Dusyanta has no justification for playing the ungentlemanly eaves-
dropper (bhavatu padapantarita eva visvastabhavam enam pasyami);
and his subsequent attempt to conceal his identity as a king, probably
with the sinister purpose of finding out if Sakuntala would have him
for himself, leads him most pathetically from one lie to another: compare,
Yah Pauravena rajna dharmadhikare niyuktah; or, Rajnah parigraho
'vam; etc. And he tells another unblushing lie to Vidusaka at the
end of Act 2—Parihasavikalpitam sakhe, etc.—There are similar lies
and subterfuges on the part aso of Sakuntala and her friends. In
Act | Sakuntala can probably be charged with nothing worse than
a woman's coquetry, although her ruse at parting (subsequently des
cribed by Dusyanta in the stanza—Darbhankurena caranah ksata ity
akande, etc.) was a little too clever to be quite guileless. But later,
even her two friends conspire to keep the affair secret and Priyamvada
even goes to the length of conceiving the bold trick of the love-letter.
All is fair in love, says the proverb; but not every love-affair can be
trusted to reach a fair end; and the well-intentioned misjudgment of
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the two friends—with a view to save Sakuntala some present pain—
to withold from her all knowledge of the curse was absolutely un-
justified, although equally inevitable from their own particular ethical
standpoint. Gautami has then full reason when she complains that
the King did not await the return of Kanva, and Sakuntala did not
consult the responsible elders who aways meant well by her—Navek-
khito guruano tae, imae na pucchido bandhu. But a sterner rebuke
comes from Sarngarava—Ittham atmakrtam capalam dahati: thus
must one atone for one's own heedlessness!

Heedless we all certainly are. With what assured confidence do
we often march upto the very brink of the precipice, oblivious of
the fact that the very next step is to hurl us from the top-most
pinnacle of hope down into the bottomless abyss of.distress and
degradation! Sakuntala's first conquest in love was all plain sailing, and
after securing her father's ratification for the marriage aready con-
summated, she takes the blessings of the Tapasis in Act 4 as hers
by the very right. Priyamvada's subsequent remark at the news of the
vanaspatiseva in the form of the marriage-presents (imae abbhuvavattie
suida de bhattuno gehe anuhodavva raalacchi) fans her ambitious hopes
all the more. There was, to be sure, the Cakravaki incident coming
in as a voice from afar to warn her of the dangers overhead, as aso the
throbbing of her right eye as she was ushered into the Royal presence;
but Sakuntala was incapable of realising the gravity and imminence
of the dangers ahead, or else she would not have let the ring slip
off her finger the careless way it did happen. Sakuntala, right upto
the very moment immediately preceding the outburst of the storm,
consoles her heart with the hopeful reflection—Ajjauttassa bhavatthi-
tim sumaria dhiram dava hohi. The blow that shatters not only her
long-cherished hopes but even her very character, and reduces her in
the eyes of the broad world—and (Oh, the pity of it!) in the eyes of
her own kinsmen—to a mere fallen woman of the street, was the most
unkindest because it was the least anticipated. From that moment
onwards she is marked down for a life of continuous and unmitigated
suffering until she reduces and fully atones for all that was ethically
lower in her nature and that she may be presumed to have inherited
from her Apsaras mother.

The suffering of the Hero, though briefer than that of the Heroine,
was, be it noted, no less intense and poignant. When,—after what
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appears to the undiscerning eye as a series of sheerest accidents, but
the ethical ground for which in an ultimate Providential dispensation
of things was already prepared by Kanva's pilgrimage to Somatirtha
and by the mitigation of the curse pronounced by Durvasas at the time
of his visit to the hermitage during the absence of the Kulapati,—
the King recovers the ring, what grief, what remorse, what searching
self-accusation does he not exhibit towards the end of the sixth Act!
It is true that he does not know how he was led to repudiate his
sworn love; but he does nevertheless painfully realise that he has
been the evil genius of Sakuntala;, the baneful comet that flit across
her horizon and dragged her helpless out of her serene sylvan
surroundings into a world of storm and struggle, of fraud and flattery,
of slander and self-seeking,—there to be engulfed by it and perish
utterly. Her resigned and reproachful form haunts him and leaves him
no peace of mind: compare, ltah pratyadesat svajanam anugantum etc.,
and again, Mohan maya sutanu purvam upeksito yah, etc. And his
suffering is all the more poignant because he has to swallow it all
and brace himself up for a punctilious discharge of the onerous duties
of the State. The poet has purposely allowed us glimpses of the
low atmosphere of the Court, where we meet with figures like the
cringing General (Aham tavat svaminah cittavritim anuvartisye); the
drinking and soul-less Syala (Dhivara, mahattaro tumam piavaasso danim
me samwvutto . . . ta sondiapanam ewa gacchamha)-, the blustering
Kancukinwhose motto isvideo meliora, deteriora sequor: janami
geyo na tu tat karomi, as the Mahabharata puts it; the stupid Vidusaka
of whom the less said the better; and the lascivious Pratihari (Idisam
nama suhovanadam ruvam dekkhia ko anno viaredi). What a contrast
all this to the peaceful inmates of the hermitage!l—including the timid
yet trustful Dirghapanga, the fondly-cherished Vangyotsna whose
marriage with the Mango has been such an event in the Asrama,’ the
loving and helpful forest-trees who must needs send their marriage
gifts to Sakuntala, and finally, the sprightly and sharp-witted Priyam-
vada and the simple and sdf-less Anasuya who both of them vie
with each other in loving Sakuntala and whose love for Sakuntala
can be compared only with Sakuntalas own love for them,—and,
behind and above them all, the saintly figure of father Kanva whose
penance was incapable of killing his natural emotions, but who could
nevertheless control them all with the practised ease of an ascetic,—
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whose love for the whole animate and inanimate creation was equalled
only by his anxiety to let each one work out the evolution of his
own past Karma, himself stepping in only at the right moment to
lend just the helping hand necessary for the individual's being able.
to help himself out thereafter,—and who, in full possession of the
Seer's prevision of all that was in store for Sakuntala (tapahprabhavat
pratyaksam sarvam etat tatra-bhavatah Kanvasya), could nevertheless
find it in him to express, as his sole message to his Royal son-in-law,
a desire to secure for his dear daughter, not any special concessions—
for, these, howsoever tempting at first, would, he knew, ultimately
lead to a man's spiritual deterioration—but an equality of opportunities,
and then he could trust her to work out her own destiny unaided:

Samanyapratipattipurvakam  iyam daresu drsya tvaya
Bhagyayattam atah param na khalu tad vacyam vadhubandhubhih,

—could anything be more sublime? Can the contrast between the
home that Sakuntala was leaving and the home to which she was going
be any more pronounced? In the hermitage, for aught that Dusyanta
knew, Sakuntala might have passed all her remaining days in peace—
atmasadrseksanavallabhabhih harinanganabhih  samam; but Dusyanta
succeeds in dragging her out of the sanctity of the hermitage into
the world such as we have seen it—cui bono? He only succeeds
in reducing Sakuntala, on the very day of her appearance into this
new world, to the level of the merest scum of the society who, like
a turbid swelling flood, drags others adso in their fall {Kulamkaseva
sindhuh prasannam ambhas tatatarum ca). The mad infuriated elephant
in Act 1 whom the hunting army of Dusyanta startles out of his
mountain-recess, and who dashes hither and thither crushing helpless
creepers under his feet, and whom the poet himself describes as—
murto vighnas tapasa iva nah, symbolises Dusyanta's own impetuous
sensuality that blasted Sakuntala's life so disastrously. Was not here
motive enough for the King's mournful self-accusation?

Finally, consider rather attentively the way in which both the
Hero and the Heroine emerge from their ordeal of suffering. The
poet has taken particular care to afford us the needed elements of
contrast in their mood and behaviour before and after the ordeal.
Dusyanta has, for one thing, now lost his proud self-assurance in
his own infallibility. Instead of words like: Satam hi samdehapadesu
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vastusu etc., or like, Na parihdrye vastuni Pauravanam manah prttvar-
tate, or, Prathitam Dusyantacaritam: tathdpidam na laksyate, we meet
now with sentiments like: Ahanyahany atmana eva tavaj jnatum prama-
daskhalitam na sakyam. And the same Dusyanta who declared in
open court— Vinipatah Pauravaih prarthyata ity asraddheyam etat, feels
now constrained to admit that through his own and nobody else's fault
it is that—Dusyantasya samsayam arudhah pindabhajah, or Mamapyante
Puruvamsasriya esa eva vrttantah. His early hopeful outlook on life
has all disappeared. His right arm throbbed as he entered the hermitage
in Act 1: He could not divine the cause, but observes nevertheless
in confident hopefulness—Athava bhavitavyanam dvarani bhavanti
sarvatra. His right arm once more throbs as he enters Marlca's
hermitage in Act 7: Not a ray of hope remains with him: he simply
gjaculates—Manorathaya nasamse kim baho spandase vrtha. In Act 1
he wanted to ascertain the parentage of Sakuntala, and on the strength
of a flimsy argument he jumps to the conclusion that she must be
Ksatraparigrahaksama because, for sooth, he wants her to be so. In
Act 7 once more he wants to ascertain the parentage of the boy
Sarvadamana. Proofs such as could easily pass muster in a court
of law come in pouring one after another: but he refuses to draw the
inevitable conclusion: compare, Athava anyayyah paradaravyavaharah;
or, Apt nama nayam ante mrgatrsnikeva prastavo me visadaya kalpeta;
or again, in order not to leave even one adverse chance on the
other side, his subsequent incredulous question—Bhavatlbhyam kadacid
asyah pratyaksikrta vikrtih. We often see the whole man in his
slightest and the most involuntary movements and expressions. Of
Dusyanta's humility and sincere penitence no more proof is now
called for. His wan and wasted form comes in only as a super-
numerary evidence.

Turn we now to the Heroine. The buoyancy of spirit and the
seductive charms which she had inherited from her mother, coupled
with her own instinctive shrewdness enabled her to win Dusyanta
even as her mother had won Visvamitra. But her maternal inheritance
did not suffice to keep the lover, once won, all to herself. The veiled
and insulting allusion to her mother which Dusyanta never intends
but which nevertheless, in consequence of the double entente of
the underlined words Sakuntala fancies she detects in Dusyanta's
verse—
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Strinam  asiksitapatutvam  amanusisu®

Samdrsyate kim uta yah pratibodhavatyah \

Prag antariksagamanat® svam apatyajatam

Anyair dvijaih® parabhrtah® kila posayanti || .
arouses in her all the fiery spirit of her father Visvamitra. She openly
tells the King what she now thinks of his base conduct—Anajja,
attano hiaanumanena pekkhasi. Ko danim anno dhammakancuappavesino
tinacchannakuvovamassa tava anukidim padivajjissadi. And to Dusy-
anta's further assurance as to his own righteousness which all the
world admits and admires she flings back another stinging reply
which no editor has noticed but which is certainly worthy of the
Heroine's newly awakened spirit—

Turnhe yyeva pamanam janatha dhammatthitim ca loassa \
Lajjavinijjidao jananti hu kim na mahilao ||
Could a modern champion of the rights of women have desired anything
better? But her struggle isin vain. It is like the forlorn flapping of the
dove caught in the storm to which, under a somewhat similar situation,
Mrs. Jameson compares the Ophelia in Shakespeare's Hamlet.
Sakuntala finds the forces arrayed against her much too powerful
for continuing the wordy-warfare, or for any other warfare with
physical force; she determines to make it thereafter a war of spirit
Even her father Visvamitra, in that classical quarrel with Vasistha,
had to bend his proud and unsubmitting spirit and acknowledge
the superiority of patient and forgiving virtue; and it isjust this very
lesson that it now falls to sage Visvamitra's daughter to learn through
a long ordeal of suffering. And she does learn it, and with that win
back her husband and real happiness. In Act 3 she won over Dusyanta
by that inborn shrewdness that would not consent until there was
given the promise—Samudravasana corvi sakhl ca yuvayor iyam. The
winning back of the same Dusyanta in Act 7 is not at all contingent
upon any explanations or apologies. As atruly Aryan wife she refuses
to tempt her Fate any more by playing the jurist and demanding
reparations. Confident in her own virtue and her own power of

1 amanusi= not-human = birds, as well as nymphs;

2 antariksa = air where the birds fly, also heaven;

3 dvija= birds, as well as Brahmins like Kanva;

4 parabhrta = the cuckoo, also a courtezan who feeds on another, such as Menaka
might be supposed to have been.

Asia Major, Jan. 1925 7
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endurance she resigns herself to Fate in patient and absolute self-
surrender. She merely solaces herself with the words—Nunam me
suariappadibandhaam purakidam tesu diasesu parinmahimuham asi,
jena sanukkoso vi ajautto mai tadhavidho samwvutto. The real expla-
nation, of course, does come in the end, but she does not wait for it:
She rather now pins her faith upon patient suffering, coming eventually
to redise that deserving success was incomparably superior to actually
getting it by, may be, lies and subterfuges, and more often without
than with desert. Pleasure or upabhoga is no longer her goal in life
as it once was; for, she was now passing her days amongst persons
and amidst surroundings where, Kalidasa particularly tells us, Yat
kanksanti tapobhir anyamunayas tasmims tapasyanty ami, In fact
Kalidasa, it seems to me, has here purposely created a contrast be-
tween the backgrounds of the opening and the closing Acts of the
play. If the infuriated elephant we have aready described typifies
the spirit of the first Act, in the last it is the tame and forgiving
lioness that allows her suckling cub to be maltreated by a mere boy
that does s0. | have aways felt that the artistic instinct that led
Kalidasa to differentiate between the back-grounds of the first and
of the final union of the Hero and the Heroine of this play was a
veritable masterstroke highly creditable to the dramatist. The reunion
of the two is now perfect because both have been chastened by
suffering and so rendered more truly worthy of each other. Like the
Saci and Indra of popular mythology (with which Marica in fact
compares them) they could hereafter be cited as ideals of Hindu
married life.

Such | conceive to be the inner meaning of the play before us;
and if the words of the dramatist that | have been particularly anxious
to quote at each stage of my argument are not quite fortuitous,
such seems to have been the poet's own ethical purpose. Let me
hasten to add that this moral purpose is never pressed home upon
us with undue insistence. The poet has, as we have seen, left in-
dications enough to those that have eyes to see and are willing to
take the trouble to see and to interrogate; but, like the true artist,
he has not only concealed his art but suppressed his self also. Hence
the need of the interpretor which—alasl—far too often degenerates
into the trade of the interpretor. In spite of this danger and in
spite of the length to which this paper has already reached, | must here
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advert to one other point of higher criticism without a due appraisal
of which a true understanding of the play and even a final fixing of
its text isto my mind altogether impossible: | mean the philosophy,
of Nature which forms the ground-work of the play.

In the terms of the popular philosophy of India to a knowledge of
which' Kalidasa's works bear abundant testimony, there is one and
the same Spirit underlying things animate and inanimate. This Spirit
guides and controls all the movements of the universe from the
dlightest rustle in the leaves or the chance cooing of a bird to the
most terrific convulsions and tremendous outbursts in Nature involving
the lives of thousands. Every tree, every bird, every brook is an
embodiment of a spark from that same Eternal Spirit which dwells
within each individual man and regulates his destiny in accordance
with the inexorable law of Karma. Consequently, between man and
Nature there can subsist the same intimate and responsive tie that
obtains between man and man; and as it is possible for a man, by
properly regulating his own relations to his fellows, to make them
either his friends or enemies, even so can a man, if he chooses, live in
friendly communion with Nature or in an unending warfare with it.
There are natural sympathies, apathies, and antipathies not only
between men and men and animals and animals and plants and plants,
but aso between members of one kingdom and those of another.
The whole creation in fact is instinct with life and feeling, and moves
in a continuous mutual intercourse. Thus the theory. How does
Kalidasa work it out in practice?

First and foremost, consider Sakuntala, who is truly a child of
Nature in every sense of the term. Deserted by her "amanusi"
mother it is the birds of the sky that take pity upon her and feed
her until another "dvija" takes her up under his fostering care. Sage
Kanva, her foster-father, does not however take the place of Nature.
He practised "maitri" which is one of the technical virtues of the
perfect sage. Consequently he loves her with the same love—neither
more but neither aso less—than what he conceived for all the
plants and animals of the hermitage: Compare— Tuatto vi assama-
rukkhaa piataretti takkemi, or, Asyam aham tvayi ca samprati vita-
cintah. Accordingly, from the first awakenings of consciousness in her,
Sakuntala finds herself thrown in the midst of friendly Nature, willing.

7%
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to help and be helped. Her daily occupation it was, in the company
of her two friends, to tend the trees and watch them grow and
bloom; and it was an occasion of great festivity when they for the
first time burst into blossoms and bore flowers and fruits. Every
morning she would water the trees and creepers, would water them
not in the hope of a return, but merely for the pleasure of doing
disinterested service. Compare the well-known stanza—Patum na
prathamam etc. As Nature helped Sakuntala when orphaned of her
mother, Sakuntala, we see, requites the debt by tending the orphaned
deer Dirghapanga: Compare, Acirappasudae janante vina vaddhito, or,
Yasya tvaya vranaviropanam etc. Like a loving mother, Sakuntala
would not only rear up her pets and plants, but, at the proper season,
would contrive to bring about their wedding with appropriate consorts,
or would at least offer her felicitations if the parties in question,
without waiting for the consent of their foster-parents, made it a
marriage by choice or svayamvara, as was done by the creeper
Vanajyotsna and the blossoming Mango.—It was of course inevitable
that Nature should requite all this love and sympathy with the same
responsive tenderness. Hence we find trees sending their marriage-gifts,
sylvan deities showering their blessings, and even the cuckoos cooing
aloud their sanction and gratification. It goes without saying that the
whole' Asrama grieves at the prospect of her impending separation.
We see how the deer drop their mouthfuls, the peahens cease their
dancing, and the creepers shed their leafy tears. Truly does Anasuya
remark: Sahi na so assamapade atthi ko vi chittavanto jo tae vira-
hijjanto ajja na ussuo kado.

But thisisnot all. The intimate and responsive intercourse between
Nature and Sakuntala described above does by no means take us
to the inmost core of Kalidasa's philosophy of Nature. There are bonds
much subtler that knit man and Nature together. Aswe are often ableto
almost instinctively and instantaneously divine the thoughts and feelings
of pur intimate friends and acquaintances, and devise where necessary
proper anticipatory measures, even so, Kalidasa tells us, there can be a
subtle communication of impulses between man and Nature, provided
there is an intensively alert and sensitive mind that can comprehend
these impulses and control them and answer them in a suitable
manner. Unless we are ready to admit this it would be impossible
to raise issues like: 1. Why does the Kesara tree in the garden-scene
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appear to Sakuntala to be beckoning her up to his side?—Or, 2. why
does the bee start only from the basin of the Vanajyotsna creeper
and not from the basin of any other of the countless trees and
creepers that the friends must have watered that morning?—oOr,
3. why in Act 4 does her pet Dirghapanga come up to accost
Sakuntala just at a particular point of her departure, and not slightly
before or after it? These are not silly or fanciful or frivolous questions:
upon a proper answering of them hang many questions of the specific
form, order, and authenticity of several speeches in the current text
of the play. We cannot alude to all these questions here, but can
only set forth a general key to their solution such as we have under-
stood it to be.

The garden-scene in Act 1 from the entrance of the King to the
emergence of the bee contains three principal moments: valkalasithi-
likarana or the loosening of the tight bark-garment, kesarasamipagamana
or approaching the Kesara tree, and the navamalikasincana or watering
the navamalika creeper called Vanajyotsna. All the editors of the
play give these three moments in the order in which we have enume-
rated them. | believe that this order is wrong and that the proper
order is that preserved by the unique birch-bark Ms., where the
Heroine's tight garment is loosened after she has gone up to the
Kesara tree in answer to the latter's beckoning her by moving its
leafy fingers. A remarkable stage-direction preserved in that Ms. makes
it clear that Dusyanta had concealed himself behind this very Kesara
tree. Now if it be true that not a blade of grass can move except
as directed by Providence in fulfilment of His own hidden purposes,
is it too. much to imagine that the Kesara tree (in which of course
dwelt a portion of the same all-pervading Spirit) got utterly confused
at the presence of a stranger by its side and so hastily called .upon
Sakuntala to come and see what the matter was? The Heroine there-
upon, says our stage-direction, rajnah samnikarsam agacchati, and
thereby gives the Hero an opportunity to obtain a nearer view of
her. The unloosening of the garment that oppressed her bosom when
effected at this point has a singular appropriateness, as aso the
ensuing remark of Priyamvada: ladasanaho via Kesararukkhao padi-
bhadi. The whole garden-scene affords much scope for a critical re-
construction on the basis of accepted canons of textual and higher
criticism. Coming to the theme before us it is clear that Sakuntala,
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with her mind delicately attuned to Nature, reads signs where they
do not appear to the undiscerhing eye, and proceeds to answer
them.—To pass on to our second question, it is obvious that as
Dusyanta equals the bee so Sakuntala equals the Vanajyotsna.
She calls the creeper her "/adabahinia" and the marriage of the elder
sister is ever an occasion of particular joy to the younger sister who
now feels that it is going to be her turn next. Priyamvada had gaged
her friend's thoughts quite correctly: Jaha vanajjosini anuravena paa-
vey,a samgada avi nama ewam aham vi attanio anuruvam varam
laheam ti. But was not the Vanajyotsna herself capable of evincing
in return the same solicitude for Sakuntala's marriage? Of course she
was. And so, when Sakuntala waters her basin, up springs the bee
that is to eventually usher in Sakuntala's future lover. To minds
steeped in the peculiarly Indian view of the presence of an in-
dwelling soul in all things—and Kalidasawas an Indian—there should
appear nothing strange in all this Nature-philosophy that | am ex-
pounding here.

The famous parting-scene in Act 4—already so lavishly praised
by critics of all lands—contains one of the best examples | know as
to the way in which between man and Nature there can subsist subtle
ties of affection and inward communion. | will ignore the obvious facts
already recounted a few paragraphs above. | particularly desire to
draw attention here to the various objects and inmates of the Asrama
that successively present themselves before Sakuntala for their final
leave-taking. They are a reflex and a continuous record in terms of
outward nature of the vicissitudes of psychological and emotional
experiences through which she has been passing all that morning.
As we have already seen, she leaves the Asrama in a mood of con-
fident hopefulness. She feels sorry to go, but must nevertheless go,
where a higher call bids her. Compare: ayyauttadamsanussuae vi assa-
mapadam pariccaantie dukkhadukkhena me calana purado vattanti, or,
Vibhavagurubhih krtyais tasya pratiksanam akula. She promises however,
with perhaps an unconscious condescension, not to forget the dear
friends of her early years. In this mood she meets her creeper-sister
Vanajyotsna whom she advises to do what she thinks herself sure of
doing, namely, keeping a soft corner for earlier friends even though
she be now joined to others newer and possibly more endearing:
compare—Cudasamgadavi paccalinga mam idogadahi sahabahaht—
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Sakuntala proceeds on the journey and continues the mental picture
about her life in her husband's house, and the presence of a third
party on the canvas comes insistently to the fore, viz. her own child.
The outer reflex of this phase of her thought is the udaapajjanta-
carini gabbhamanthara miavahu..—The picture continues. "How will
| treat my child? Surely not like my own heartless mother, Menaka,
who cast me away and whose very face | have never seen." Sakuntala
thus mentally accuses her mother, forgetting that she herself was
aready a mother to a son who had even a better right to accuse
her, and who actually comes up now to do it: viz. her foster-child,
the deer Dlrghapanga. He pulls her by the garment: "Never mind
what you propose doing by your son that is to be: how are you
treating now the son that there is to you aready? Worse | think
than what your own mother did to you; for, you at least have not,
like me, any fond memories of the mother.” Abashed, Sakuntala
has to confess her guilt of "sahavasaparityaga." ... And so on and
on through the rest of this exquisite scene.

The relations with Nature of the other characters in the play need
not occupy us very long. We have already spoken of sage Kanva.
There is one point however that deserves to be here emphasised,
because it shows the subtle reaction of man upon Nature and of
Nature upon man. Kanva knows that Sakuntala has a terrific ordeal
to face ere long. He is anxious about her, internally grieves for her;
but his lofty message to his Royal son-in-law contains no hint of all
this inward struggle. He suppresses his grief and rises triumphant
over it. But it seems to me that the grief to which Kanva refused
to find an opening is taken up from him by the Cakravaka, who, in a
sort of a spiritual telepathy, seems to give Sakuntala a warning of the
danger that threatened her. We have already explained how (see page 8
above). But it was in vain. Destiny must run its course out. To
attempt to forestall it by rendering help too early and before the party
helped is in a position to help itself is like an enforc ~ ~~ ~ .~ culti-
vation of plants that makes them unfit to weathe **“DﬁL rf"ﬁﬁ’g S*
life. They can then be aptly compared to a Ma

dawlada, and that was just the fate that Ka' ' i
Sakuntala, the daughter of the austere Visvamitn
The hunter Dusyanta could never be on intiniiw. **8()

Nature at any time. Dlrghapanga always entertained a suspicion >
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him. E|ven the King's well-intentioned advances as when he offers,
him water to quench his thirst he repudiates, teaching thereby alesson
to his foster-mother, which unhappily Sakuntala was too slow to learn.
When Sakuntala recounts this episode to the King in the Repudiation-
scene-although' the choice of this particular episode was primarily
suggested by the fact that it took place immediately before the
granting of the ring, and would hence put the King in mind of the
ring—may we not likewise think that it was also an expression of
Sakuntala's belated remorse for not having listened to the plain
warning of her faithful foster-son?

;1 have done: We can approach a great literary masterpiece like
Kalidasa's Sakuntala from all conceivable points of view. Only afew
of them are here put together. In reality it baffles all one's attempts
to dive to the very "bottom of it. Like a perfect work of art it reveals
newer and newer charms each time one sits down to read it: Ksane
ksane yan navatam upaiti tad eva rupam ramaniyatayah. But an
arm-chair reading is never the best way to appreciate a play. We
must see it on the stage and under conditions as much as possible
approximating those of that memoriable premiere given at Ujjain
in the presence of Kalidasa's Royal patron Vikramaditya, when La
cour de Vikramaditya fremit d'une emotion sereine et profonde: un
chef-d'oeuvre nouveau vient d'entrer dans I'immortalite». The plaudits
that greeted the birth of Sakuntala at Ujjain are, through incoming
years and centuries, being repeated from one end of the world to the
other; and my only anxiety—and my only motive in putting together
on this occasion a few detached observations on the play—has been
to bring home the fact that, while entertaining a pardonable pride
for possessing a work like the Abhijnanasakuntala amongst our national
literary heritage, we should not, like some poor hirelings at the
theatre, kick up a deafening applause without adequately understanding
just what it is that we do admire in the play and that deserves to
be so admired in it. And the very first condition of such an in-
telligent admiring of the play is, of course, the possession of areally
critical and reliable edition of it, which, it would seem, is far from
being yet in sight.
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