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Preface to the Eleventh Edition 

The revised edition of 1966 was almost sold in short 
time and I am called upon to publish the present eleventh 
edition of Vikramorvasiyam edited by late Shri M. R. Kale, 
B.A. This drama is often prescribed as a text for Inter Arts 
Sanskrit examination. The appreciation which the book meets 
of professors and students alike, renders it unnecessary to have 
any more preface; but a note is quite necessary. In 19G6 
edition, note sections, references to pages of text were in­
correct. This mistake is corrected. I have added at the end 
appendices which will be useful for reference and especially the 
University Questions will be helpful for students to know what 
is expected from them and a guide for refreshing their know­
ledge just before examination. 

I must thank the proprietors of M/s. Motilal Banarsidass, 
who brought out the publication of this edition in a short 
period of two months. With the earnest hope that the 
additions made in present edition, may assist in accomplishing 
the purpose for which they are intended. I wish the students 
do make best use of them and achieve grand success. 

25-B, Goodwill Building 1 V. M. Kale. 
Mohim, Bombay 16 ( D D ) 3 June 1967. 
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rcl5b̂ 1c{î iliiH (The Vikramorvasiya) 

^ ^ 3 ^ : (Act I) 4 6 

1|ciWt5^: (Act II) 8 2 

^{t^t3^: (Act III) 136 

^ ^ 5 ^ : (Act IV) 1 7 8 

Wit5f: (ActV) 2 1 8 

M R P V I ^ H , : "^^5^: (Appendix : Act IV) 2 5 8 

Notes 2 8 1 

Appendices 
I. The Sources of the Plot 381 

II. The Metres used in the Play, their Definitions and Schemes 389 
III. The Subhåshitas occu^ng in the Play 392 

394 





INTRODUCTION 

I . THE S A N S K R I T D R A M A ^ 

W e shall begin with a brief outline of the general 
structure and arrangement of the Sanskrit Drama, without 
a knowledge of which the technical remarks on the construc­
tion of the present play here, as well as those made in the 
Notes, will not be intelligible to the general reader.* Poetry 
in Sanskrit, from its inherent nature, as apart from its 
intrinsic merit, is divided into two k inds—^ *what is 
capable of being seen or exhibited and ^ * what can only 
be heard or chanted/ The drama falls under the first 
division. * Rupaka' is the general term in Sanskrit for all 
dramatic compositions, which also comprises a subordinate 
class called Uparupaka. The * Rupaka which has Rasa or 
sentiment for its substipatum, is divided into ten classes, viz., 

ίΤ5ί̂ ^στ ^Vn: ŝ nitfRRR^KT -̂̂ ϊ̂ ξΤϊϊπτ φ II Of 
the Uparupakas or Minor Dramas there are eighteen species, 
the most important of which are Natikas such as the 
Ratnåvali, Viddhas^labhanjikå etc., Trotakas such as the 
Vikramorvasiya and \Satirkas \such as the Karpuramanjarl, 
—all differing very litUe from the general features of a 
Ndtaka. 

1 The first two Sections are almost the same as those 
prefixed to our ésk. 

2 The information given here has been mainly culled 
from the Das'arupaka. The minor particulars not noticed 
here will be found in my Såbityasårasamgraha (Nir . Ed.) 

D.—R; ^ ^ s f i R ^ ^ ^ Hld^l^^^lR^jl^l Natya is 
another and perhaps a wider term for the drama or the 
dramatic art and is so called because it represents the 
different situations in (the scenes presented by ) life. The 
sage Bharata is the founder of the science of music and 
dramaturgy and his work is styled the Natya sdstra. Natya 
is also called Rupa, in as much as it has drUyatd or the capa­
bility of being seen, and Rupaka in as much as its subject-
matter is represented by actors assuming particular 
characters. 

file:///Satirkas
file:///such


Having thus disposed of the divisions into which the 
whole of the scenic art is capable of falling, we turn to the 
principle of division among the Riipakaa themselves, which 
is threef oldi - (1 ) ^ or the Plot of the play ; (2) ^ or the 
H e r o ; (3) and m or the Sentiment. These three are the 
essential constituents, nay, the very life-blood, of every 
dramatic piece. Each of these we shall succinctly deal with 
in its order. 

VASTU OR THE P L O T 
Vastu is primarily of two kinds : s i i f ^ f t ^ or ' Principal* 

and or ' Accessory.' The Principal is that which 
relates to the chief characters or the persons concerned 
with the essential interest of the piece, and pervades the 
whole arrangement. The Accessory is that which appears 
in furtherance of the main topic and is concerned with 
characters other than the Hero or the Heroine. This latter 
is of two kinds: viz. Patdka and Prakari. PatakS or ' Banner * 
is an episode by which the progress of the plot is illustrated, 
furthered or hindered ( so as to give additional interest 
to it). It is of considerable length, and sometimes extends 
to the very end of a play. The Prakari is also an episo­
dical incident-of limited duration and minor importance-
one in which the principal characters take no part. 

Besides these two, there are three other elements requi­
site for the development of the plot. These are or 
the seed, f^?^ or the drop, and or the final issue, B%ja 
is the circumstance leading to the ultimate end briefly, 
stated, which as the plot develops bears multifarious results^, 
and which is as it were, the seed of the plot. Bindu^ is what 
cements a break in the plot caused by the introduction of 
some other incident. Kdrya is the final object of the plot, 
which being attained the whole is finished. These five are 
technically called Arthapraki tis (Si^iTfcf^r:). 

The Vastu which is thus divided into five classes may 
again be divided into three classes according to the source of 
its derivation. It may be borrowed from history or tradition, 

1 ^ ^ ?:^qT I 

3 3Tcrii^'4f^3^ f ^ r ^ ^ ^ ^ ^ i i : I 



m it may be fictitious or mixed, i. e. partly drawn from 
history and partly the creation of the poet's fancy. A Ndtaka 
belongs to the first class, a Prakarana to the second. 

As regards its development a dramatic plot has five 
stages or conditions called Avasthds. They are—(1) 
beginning or setting on foot of the enterprisCi (2) effort^ 
(3) 5||ΐ̂ |̂ || prospect of success ; (4) R ^ d l i ^ certain attainment 
through the removal of obstacles, and (5) ̂ éJFTiT obtainment 
of the desired object. While these five stages are in progress 
there must be some links to connect them with the principal 
and subordinate parts of the main action (the episodes and 
incidents). These are called the Sarhdhis. They are five 
in number, answering to the five ArthaprakrtiSf each of 
which is joined with its corresponding stage, viz. g?^, srfdy^, 

m^^f and (also called ^mi^ or ) . This 
Mukhasauidhi is the combination of the Bija and Arambha, 
i. e wherein the seed is sown, so to speak, with all its Rasas. 
In the Pratimukha there is the means {yatnaf to the chief 
end, as originally implied by the Bija in the Mukha which 
herein sprouts up. In the Garhha there is attainment and 
non-attainment of the desired and implying a further sprout­
ing up of the original Bija. There are impediments, but the 
main plot gains ground under resistance. The Avamaréa 
samdhi is that in which the seed attains a more luxuriant 
growth than in the Garhha, being accompanied by Niyatdpati 
of the end, but, whose final result is postponed further off 
by fresh impediments of various sorts (as in the S'akuntala 
the King's forgetting éakuntalå after marriage owing to 
Durvåsas' curse). The iVirv^/iana or consummation is the 
harmonious combination of all the aforesaid parts in the 
final catastrophe. 

The subject-matter, whether historical, fictitious or mix­
ed is. from its inherent nature, capable of a twofold division. 
I t is divided into—(1) deserving to be suggested or 
implied only, as being of a dry or otherwise unfit character ; 
and (2) ^^rsq fit to be represented and heard as being 
highly sentimental and pleasing. The suggestions or impli­
cations are made in five ways: fq^^Bwr̂ fe^^K'-hl̂ Tt Ncl K ^ ^ ^ : I 
(1) For Viskamhha see Notes Act III. (2). Chulikd is the 
suggestion of some inci'^ent from behind the scenes ( ^ ^ ^ ) . 
(3) An ei^^jT^^ is one wherein is suggested by the actors at 

1 δϊΐ^ζτπ^ί^^^ί^ fi^Tf ^τ'4?ϊ?Γϊΐτ^: i 



the time of their departure the connexion between the A c t 
finished and the one to be commenced, which otherwise 
would look disconnected, as the speech of Kamandaki and 
others at the end of the 3rd Act of the Målati-Mådhava 
(4) δ ϊ ^ ^ ^ ζ ^ consists in implanting the seed of the subject-
matter of an Act in the previous Act before it has drawn to 
the close, so that the Act following is a continuation of the one 
preceding ; e. g. the sixth Act of the S'akuntala the germ of 
which is cast at the end of the fifth Act; Målavikågnimitra I I . 
and Målati-Mådhava I I . are other instances. (6) A sr^?^ or 
^Introducer* is one of which being interposed between any two 
Acts suggests like the Viskambhaka some past orfuture event 
to show the connection between the parts of the story through 
the conversation of low characters. It can never introduce 
the first Act . According to Jagaddhara the language in a 
Praves'aka is generally S'auraseni or any similar dialect as 
opposed to the Sanskrit found in a S'uddhaviskambhaka. 

The subject-matter is further divided into three kinds-
^^s^M' or ^'^Tl^ or wi^^ and f?TircT'̂ :Tî î . The terms are 

explanatory of themselves. The last is of two kinds : ^̂ ΠΤΓ̂ ΓΤί 
and siq^cT^, (which are explained in ihe Notes). Indepen­
dent of these divisions there is one called βίΜ^ϊΤίίϊ^^ ( ^ T T ^ ) 
or * speech from the void \ 

NETÅ OR THE HERO 

The Hero is required to be modest, decorous, comely^ 
munificent, civil, of sweet address, eloquent, sprung from a 
noble family &c. ' Heroes are mentioned to be of four kinds: 

1 3T^^ciIi:^^Pcr c[Icrs^^Tfqyni]cT: I 

The distinction, however, between an Ankasya and 
an Ankavatåra is considered by some to be merely 
imaginary, Visvacatha actually supplants the latter by 
Ankamukha which he defines as that where, in one Act, the 
substance of all the other Acts is suggested. 

II ^^^TRTkmte t^ i^ II D.-R. 



^ i z . ^ i t d^ , ^fMljcT, 'Dhirodatta' ov ύϊ· 
Hero of sublime qualities, is one who is magnanimous, patient, 
not given to boasting, self-possessed, of firm resolve, whose 
high spirit is concealed and who is true to his engagements. 
W e are not concerned with the other three classes of Heroes 
here. Each of these Heroes may be of one or other of four 
sorts. He may be ^f t̂ir or 'gallant', i. e. equally devoted to 
many women though principally attached to one ; or ^ *sly% 
i. e. one, who being attached to one lady, covertly acts in a 
way unpleasant to her; or he may be ^ 'bold*, openly 
making his profession to another, and not ashamed even 
when reproached; or lastly he may be si^f^ 'favourable', 
devoted to one Heroine only. The bero has eight 
naanly qualities-^it^T, l^^m, ϊΤΤ ί̂, πτ^4 and 

Among the assistants of the Hero, the principal is ^6H^ 
the hero of the Pataka or episode, clever in discourse, 
devoted to his master, and a little inferior to him in 
qualities. Next comes the Vidusaka, his constant companion, 
whose business consists in the repartees of wit, in helping 
his friend in his love-intrigues and thus assisting in the 
general denouement of the play. The third, and of equal 
rank with the Vidusaka, is Vita, who knows one art only 
and is thereby useful to the Hero. The Hero thus equipped 
may still take into his service ministers of state and 
ministers of religion, ascetics, &c. as well as eunuchs, 
mutes, barbarians (Yavanas) &c. Sometimes there may be 
a Rival-Hero called srfcHR^, who is avaricious, bold, 
impetuous, criminal and of evil conduct. 

Nåyikå or the Heroine, who must be possessed of 
•qualities similar to those of the Hero, is of three kinds.^ She 
may be the wife of the hero (^ fWl ) , as Sita in the Uttar., or 
one belonging to another or q^^i^n), or a common 

woman ( ^ T J F ^ n or ^ ί ί Κ ' Τ Γ ^ ) as Vasantasena in the Mrch. 
The q^#n (so called because she is in the power of her 
guardian) may be a maiden or the wife of another. But the 
latter must not be introduced as the Heroine in a play.2 
The maiden's love, however, better helps the rasa and is. 
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therefore, the most favourite theme with many Sanskrit 
poetic. Further divisions and subdivisions of the Håytkå; 
are not introduced here, as they have very little to do with 
the construction of the drama. For her assistants the 
Heroine may have a Hld^i^K.! and others, 
possessing qualities corresponding to those of the friends of 
the Hero. 

RASA OR SENTIMENT 

Rasa is that lasting impression or feeling produced to 
his overwhelming delight in a man of poetic sensibility by 
the proper action of the Vtbhavas^ and Anuhhavas as well 
ms the Såttvikahhåvas and the Vyabhicårihhåvas^ Bhav» 
( ) or Feeling is the complete pervasion of the heart by 
any emotion, whether of pleasure or of pain, arising from 
the object under sight. Vibhava ( f ^ w ) or an Excitant is 
that which being perceived nourishes the main sentiment* 
It is divided into Ålamhana, that which is, as it were, the 
support or substratum of the Rasa, the person or thing with 
reference to which a sentiment arises—such as the Hero 
or the Heroine, and Uddipana, or what excites or 
enhances (adds to the development of) the sentiment, such 
as the moon, the beauties of the vernal season &c., beauty, 
decorations &c. of the principal characters, in the case of 
^j^j^, Anublidva or Ensuant is the outward manifestation 
of the internal feeling through the eyes, face &c. The 
Sattvika or natural bhavas are a subdivision of Anuhhava, 
and are mentioned as eight in number-5fciT¥fMé5^d^Tl^: %fi 
Iqo^qt^l aT^t^qrf ir^l The Vyab/zicaris or the Acces­
sories are those Bhavas which are not strictly confined to 
any Rasa, but appearing and disappearing, like waves in the 
ocean, they serve as feeders to the prevailing sentiment 
and strengthen it in different ways. Sthåyihhåva (wif^P^) 
or the Permanent Sentiment of a composition is one—the 
ocean melting all salt into water—which, not being inter-



rupted by any sentiment contrary or akin to Its nature 
occurring at intervals, converts all of them into its own 
nature.^ Now a Rasa would prove contrary to another if 
the or substratum of both were the same. But as 
(principal) and (subordinate) a may be mixed with 
one or more of others. 

There are eight Sthåyibhåvas: ^ςΤ, ξΤ^, ?ίΙ^, 
*Rr, ^gc^r and fer^^i, on which are based respectively the 
eight sentiments: qi^K the Erotic, ξΤ^ the Comic, the 
Pathetic, ^ the Furious, the Heroic, the Terrible, 

the Loathsome, and Sî gcT the Marvellous. There is a 
ninth sentiment, that of the Quietistic, having ^ ^ or 
tranquility for its Sthåyibhåva. But it is not suited to 
dramatic purposes and rarely occurs as a main sentiment in 
a drama. Of these eight sentiments, ånd f i ^ , ^ and 
3T^cf, and π^ΓΡί ,̂ and and q^or are akin to each other, 
as they proceed from the same condition of the mind. As 
we are concerned with the Erotic alone, that being the pre­
vailing sentiment in Kålidåsa's plays. We shall say something 
about it here. is mainly divided into fsrsTcSĴ  or L o v e -
in-separation and *̂4ί1π or Love-in-union. The former, the 
Daéarupaka subdivides into two kinds: <ί{^t^ the Non-
consummation of marriage, and f^spft̂  the Separation of the 
lovers deep in love after marriage. The former, which arises 
from the dependent position of one or the other of the 
parties, or through distance, or through the intervention of 
adverse fate, has ten stages, srfiî Tq, f^cTi &c. mentioned in 
the com. f̂ î m 'anxiety' occurs through m^, or some 
such cause, ijî r, 'jealous anger', arises from a breach in the 
duties of love ( ίί^ΐφ^^) and may be on both sides (rarely, 
however, the Nåyaka is πι^ηϊ). This ίΤΤ̂Τ bas several 
varieties, such as ξ̂ ίτ̂ ττ̂ , δ^^ΗΤΗ^ϊτ &c. It is capable of 
being dispelled in six ways-^T^ 5%i ^p{^ ^i^g^^C^iRKi-and is 
called g^, c5g or according to the greatness or the small-
ness of the effort required to make the Nayika give it up. 

is when the two lovers are in the enjoyment of each 
other's company, engaged in looking at each other, kissing 
each other &c. 

^ O T ^ : II 
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THE G E N E R A L CONDUCT OF THE ΝΛΊΑΚΑ 
Every dramatic piece opens with a prelude or prologue 

( M ^ W l ) which is itself introduced by what is called the 
Ndndi. This Nand!, according to some, must suggest the gist 
of the whole plot. The SutradhSra may sometimes retire 
after the recital of the Nåndi, in which case another actor 
called (for he establishes as it were the topic of the 

p l a y ) takes his place. In the Prelude, which may begin 
with a brief allusion to the poet's literary attainments, his 
genealogy &c., the Sutradhara or the Sthapaka suggests the 
subject in the form of the Bija, or by a simple beginning, or 
by naming the character about to enter (as in the éåkuntala). 
He must please the audience with sweet songs descriptive of 
some season and couched in the Bharatlvrtti. The W T ^ l 
is of two kinds-(l) S R H ^ as in the Ratnavali, and (2) in 
which the Sutradhara holds conversation with the actress or 
his assistants, bearing on the subject to be introduced. This 
latter is of three kinds, of which one is M^JliRi^. When the 
entry of a character is directly indicated by the Sutradhara 
saying 'Here he enters*, that is Prayogåtisaya. 

The Prelude being over the piece is commenced, being 
hereafter arranged and exhibited in the manner indicated in 
the three foregoing Sections. The whole matter should be 
well determined and divided into Acts and Scenes. A Nataka 
may consist of from five to ten Acts. The Hero should b 
Dhirodatta. The prevailing sentiment should be ^gfK or ^ 
(or sometimes ^ ^ ) , others being introduced as conducive to 
its development. Nothing should be introduced in the play 
which either misbeseems the Hero or is discordant with the 
main sentiment. A n Act must not b.e tiresomely long, should 
be full of Rasa, and introduced by Vi^akamhhaka etc 
according to necessity. Its close is marked by the exit of all 
characters. Such incidents as journeys, massacres, wars &c., 
should not be represented in a play; they may only be 
indicated. The death of the Hero must never be exhibited. 
This accounts for the somewhat monotonous character of 
Sanskrit plays and the absence of tragedies in Sanskrit/* 
The play should end, as it began, with a benediction or 

1 Wilson observes—"They (the Hindu plays) never offer 
a calamitous conclusion, which, as Johnson remarks, was 
enough to constitute a Tragedy in Shakespeare's days; and 
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prayer, called the Bharatavakya, which is repeated by 
the principal personages, and contains an expression of 
their wishes for general prosperity and happiness. The 
Unity of interest or action must be maintained throughout. 
As regards the language to be used in a piece. Hero and 
the higher characters speak in classical Sanskrit, while 
females and other minor characters speak in the different 
Prakrit dialects. 

The student will see from the foregoing sketch, that the 
characteristic peculiarities of the Indian drama are mainly 
three :—(1) its peculiar structure ; (2) the absence of the 
distinction between Comedy and Tragedy ; (3) the diversity 
of language to be spoken by the characters. The above-
mentioned general characteristics of a Nåtaka belong with 
certain modification to the other divisions of the Rupaka as 
well. Of these we may notice the Prakarana and the 

Trotaka. The plot of a sr^or should be fictitious and drawn 
from real life in a reputable class of society. The Hero, who 
niust be ^it^SRrt^, may be of ministerial rank or a Bråhmana 
or a merchant (Vai^ya). The Heroine may be a maiden of a 
noble family, or a courtesan. The most appropriate senti­
ment is the Erotic. Gamblers and other low characters 
should be introduced. There should be ten Acts. The 
Malati Madhava and the Mrcchakatika belong to this species* 
A Trotaka may consist of 5, 7, 8, or 9 Acts. The characters 
to be represented should be celestial as well human ( as in 
the V i k . ) . The Vidusaka should take a prominent part in 
i t and be present in every Act. The prevailing sentiment 
should be ^OlFK. In other particulars it does not differ from 
the Nåtaka. 

although they propose to excite all the emotions of the 
human breast, terror and pity included, they never effect this 
object by leaving a painful impression upon the mind of the 
^spectator. The Hindus in fact have no Tragedy The 
absence of tragic catastrophe in the Hindu dramas is not 
merely an unconscious omission; such a catastrophe is 
prohibited by a positive rule. The conduct of what may be 
termed the classical dramas of the Hindus is exemplary and 
dignified. Nor is its moral purport neglected; and one of 
their writers declares, in an illustration familiar to ancient 
and modern poetry, that the chief end of the Theatre is to 
disguise by the insidious sweet, the unpalatfible but salutary 
liitter, of the cup.** 
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II. KALIDASA 
( A ) HIS LIFE, WORKS A N D P O E T R Y 

His Life 
To turn now to the poet it must be admitted that w& 

have absolutely no trustworthy information regarding the 
personal history of Kalidasa, by universal consent the 
greatest of Indian poets. The curiosity of the querist wha 
would ask-' Where and when was he born ?' 'Who were his 
parents ?' ' When did he die ? ' &c.—must ever remain un* 
satisfied. The poet has studiously observed complete 
silence about himself in his works. Read them howsoever 
we may, we find no allusion, no incident mentioned, that 
may directly shed any light either on his personal history or 
on any remarkable event of his life. Under these circum­
stances we have to content ourselves with gathering what 
little itiformation we can about a poet of world-wide repute 
from external sources and a few incidents found here and 
there in his works, which may be supposed to have a distant 
bearing upon the history of his life. Reserving for another 
Section the question of the date of the poet, we proceed here 
to state the fev/ facts that can thus be known about him. A 
time-honoured tradition, supported by internal and external 
evidence, associates the name of Kalidasa with that of the 
epoch-making king Vikramiiditya of UjjayinT. The keen 
interest and admiration with which the poet describes the 
Mahakala, the éiprå, and other beauties of UjjayinI unmistak­
ably point to the conclusion that he must have been a native 
of that city. And the various covert references^ to the name 
of Vikrama in fully eulogistic terms, which are doubtless 
meant to immortalize king Vikramfiditya, are inexplicable 
if that monarch be not regarded as the poet's patron* 
Kalidasa also betrays considerable acquaintance with court-
life in his works. This circumstance, coupled with the fact 
that there is no-allusion in his writings to the goddess of 
wealth having ever frowned upon him, shows that he was 
in affluent circumstances, and had not the misfortune 

1 E .g . , 3 i i i c^: ^ f q w ^ R i l (Vikar . ) ; t^Wrf^RT ^ 
( / b i d . ) 
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ever to drink the bitter cup of poverty. He was a Brahmana 
by caste and was a devout worshipper of éiva, though by no 
means a sectarian. He seems to have travelled a good deal, 
at least in Northern India. For, as Dr. Bhau Daji remarks 
he is the only poet who describes a living saffron flower the 
plant of which grows in Kashmir. His graphic description 
of the Himalayan scenes looks very much like that of one 
who was an eye-witness. Unlike Bhavabhuti and many 
other brother-poets, he appears to have enjoyed great popu­
larity during his life-time. He was *an admirer of field-
sports', and 'describes their beneficial effects with the 
exactness of a true sportsman'. Though fond of pleasures he 
was not the unscrupulous voluptuary as he is supposed to be 
by some critics, as is clear from the many noble sentiments 
expressed in the éåkuntala.^ It also appears from the same 
play that he was against love-marriages, though always 
actuated with the most generous sentiments towards the fair 
sex. His works bear further testimony to his considerable 
acquaintance with the Vedas, the philosophy taught by the 
Upanisads, the Epics and the Purånas, the Bhagavadgita, 
the systems of Sariikhya, Yoga, and Vedanta as propounded 
by Bådaråyana, Medicine, and the rudiments of Astronomy. 
Beyond these few facts nothing is known for certain about 
our poet at present. It is inevitable that, during the course 
of time, a number of fanciful stories and legends should have 
clustered round popular hero of literary India. Thus there 
is a story which relates how the poet was born a blockhead 
and a dunce, but had wisdom bestowed upon him in conse­
quence of his subsequent propitiation of the goddess Kali , 
whence his name Kalidasa, Another story makes him a 
friend of King KumSradasa of Ceylon, in whose city 
Kalidi^sa was murdered by a courtesan. No reliance need be 
placed on such accounts. Many such stories will be found 
in the Sanskrit Bhojaprahandha, and in a collection which 
under the title of Tales of King Bhoja and Poet Kalidasa^ is 
a popular book in many Indian vernaculars. A few con­
jectures have been advanced as to some other particulars, 
but to test their veracity falls strictly within the province of 
the antiquary. 

1 Cf, 8<pijufrfl4 TOB^ &c. éak V · and our note ad loc. 
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His Works 
The poet's silence about himself in his works gave an 

opportunity to many unscrupulous inferior poets to father 
their own works upon him. The following is a list of the 
works generally attributed to h i m ( 1 ) :^U^^^ (2 ) ft^4i|5^nq 
(3) 5TTé5fqTOfiTiir5i (4) ιψί^ (5) ^ίίΚ^ϊΤ^ ( 6 ) (7) 
( 8 ) ( 9 ) 3ίΐ<π^ί ( 1 0 ) '̂2TFr̂  ( 1 1 ) ^ T c ^ ^ ( 1 2 ) ^n^-
^^mi'O) ( 1 3 ) and (14) two TTHS^S ( 1 5 ) ^3:iq<: (16) ^ r f u ^ « 

( 1 7 ) x T ^ W ( 1 8 ) ^ί!Γί^'^*Τ^'ϊΤ ( 1 9 ) 5§3:qBT5q v20) 
( 2 1 ) ?TWiTiTf?5T (22) g^qcrmf^c^m (23) ( 2 4 ) and ( 2 5 ) two 
JT^iW^Æ ( 2 6 ) Τ Γ ξ Γ Τ ^ ^ ( 2 7 ; ^c^T^^ (28) U ^ ^ c ^ r ( 2 9 ) ^ψ^^ 
( 3 0 ) c 5 5 ^ (31) fe:t%^T^ (32) Ψ^}Ψ\ά:(^ ( 3 3 ) W % m 
( 3 4 ) gfe i^r t^T (35) 5ϊ^ΐ[τπ?1^^ ( 3 6 ) ̂ ^πτ^^ι^^ ( 3 7 ) ? ϊ ^ ϊ Τ Κ ^ Κ ^ 
( 3 8 ) q^rm^srcR ( 3 9 ) ^ ς̂τ^^ (40 ) πΗ^<ΜυίΠ^^ and (51) ^^qr . 
Of these the first six are acknowledged by all critics to 
be undoubtedly his. ( 7 ) is not yet discovered but is known 
only in a quotation by the Kashmirian scholar Ksemendra, 
in his Aucityavicaracarca. The authorship of (8) is some­
what doubtful; while the remaining ones are certainly 
to be dismissed as the productions of other poets. There is 
another fact also which should be borne in mind in this 
connection. Iri Sanskrit literary history there have been 
many poets who bore the name Kalidasa^ and at least three 
were known to Raja^ekhara who wrote TJ^sfq ξ??Τ 
^ ^ € t ^ ^ f % c i : I ^^f^^ ^ f ^ ^ ^ f i II It is possible, 
therefore, that Kålidåsas other than the author of the 
Raghuvaitisa are responsible for the trifling pieces mentioned 
above. Here, then, we are concerned with the first six only. 
The most convenient, and reliable method of studying the 
development of a poet's mind and relation in his productions 
would be to read his works In their chronological order. 
But we have no external evidence whatsoever, to ascertain 
the chronology of Kålidåsa's works. It must, therefore, be 
based wholly on internal evidence. Judged as such the 
works would stand in this order-Poems- gpn^^ 
^5^—Plays ?TF5fq^^ ^^f, and or, both indiscrimi­

nately, as—fϊΤΚ^ ^Ι^βΨΙ^ · ^ ^ ^ and j:^. 
épace will not permit us even to refer to these briefly. We 
will only remark in passing that the last three are the out­
come of the poet's matured poetic faculties and riper years. 
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His Poetry 
Kåliddsa is indisputably the greatest master-mind in 

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

'*When Kp.Jidasa's sweet sayings, charming with sweet 
sentiment, went, forth, who did not feel delight in them as in 
honey-laden flowers?" Kumarila, who flourished about the 
first half of the eighth century, has quoted with approval 
the passage from the éåkuntala, ^gq^S 
^^TJT^fR:'' There is a Subhasita which says :— 

**While once the poets were being counted, KSlidasa (as 
being the first) occupied the last finger. But the ring-finger 
remained true to its name (3i5TTfiR>T=nameless), since his 
second has not yet been found (by whom it can be occupied)." 
Pandita Govardhanåcårya thus speaks of our poet :— 

**rwo things only, viz. love-sport and Kålidåsa's poetry 
delight the heart even at the tidie of instruction, as they 
mostly consist of the sweet, tender and-touching words of a 
sportful girl." Almost every Pandita has in his mouth the 
following memorable verse :— 

" Among Kåvyas the drama is the most charming. 
Among dramas éakuntalå is specially charming. Even there 
the fourth Act is the best; and lastly, four s'lokas^ therein 
are specially most beautiful". The highest place is assigned 

1 They are—2Π^^^ &c.; &c.; aifiriT^t 
&c.; and ^[c^ f^m m<^^^é^^ 
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to Kalidasa among poets for the construction of happy 
similes, when it is said:— 

ψι\ι il 
Among later writers, Jayadeva has called our poet 

^Rjx^jj^ the lord of poets * and the or ' Graceful Play ' 
of the Muse of Poetry.^ 

That his countrymen should place him at the head of all 
Sanskrit poets, unparalleled and unsurpassed by those who 
have preceded or followed him, is natural enough; but he 
has evoked spontaneous outpouring of praise and manifesta­
tions of admiration even from foreign scholars and poets 
who had access to works either directly or through transla­
tions. Goethe has voluntarily bestowed the highest meed 
of praise on him—so much was he enraptured by the charms 
of Kalidasa's Muse and struck with his poetic genius. This 
is what he says about the Sakuntala— 

**Wouldst thou the young year's blossoms and the fruits 
of its decline, 

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

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

1 name thee, O éakuntalå, and all at once is said/'^ 

When we remember that Goethe himself was the greatest 
poet of Germany and one of the greatest of the world, we 
realize the importance of his estimate of our poet. The 
well-known philosopher and traveller, Humboldt, pronounces 
the following judgment—'^Kalidasa is a masterly describer 
of the influence which Nature exercises upon the minds of 
lovers. Tenderness in the expression of feelings and richness 
of creative fancy have assigned to him his loity place among 
the poets of all nations. The celebrated critic, Schlegel, 
h^s assigned him a very high position amongst the 
glorious company of the 'Sons of Song'. Several eminent 
modern orientalists have also offered their tribute of praise 
to our Indian Shakespeare, as Sir William Jones was 
the first to call him—the very comparison of Kalidasa 

2 As translated from the German by Mr. E. B. Eastwick. 
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to Shakespeare is the highest form of eulogy that could 
be bestowed upon him by foreign critics. Sir Monier 
Williams, while writing about the éåkuntala, thus expresses 
himself :—'*No composition of Kalidasa displays more the 
richness of his poetical genius, the exuberance of the 
imagination^ the warmth and play of his fancy, his profound 
knowledge of the human heart, his delicate appreciation of 
its most refined and tender emotions, his familiarity with 
the workings and counterworking of its conflicting 
feelings—in short more entitles him to rank as the Shake-
si)eare of India." Prof. Lessen calls him *Hhe brightest star 
in the firmament of Indian poetry." 

We thus find that Kalidasa has established his 
sovereignty in the hearts of all alike. Now it may be asked, 
^What is that in Kalidasa which establishes his undisputed 
claim to the highest honour which is thus bestowed upon 
him ?' Unless this question is satisfactorily answered 
Kålidåsa's merits as a poet cannot be said to be determined.^ 
His poetic genius has brought Sanskrit poetry to the highest 
elegance and refinement. His style is peculiarly pure and 
chaste. It has neither the laxity of the Purånas nor the 
extravagant colouring of later poems. It is unartificial and 
characterized by brevity consistent with perspicuity. An 
unaffected simplicity of expression and an easy-fiowing 
language mark his writings which are embellished with 
similes unparalleled for their beauty and appropriateness 
and with pithy general sayings His diction is marked by 
the absence of long compounds, involved constructions, 
over-wrought rhetoric and artificial puns Kalidasa excels 
other poets in his description of the sublime and the 
beautiful. It is a principle recognized by all modern 
critics that *Nature must be tbe life and essence of poetry,' 
and in respect of this, Kalidasa may be said to be essentially 
a poet of Nature (of course in the limited sense of the term 
which it is possible to attach to it in those times of gay 
luxury and general prosperity). He describes with most 
effective touches the gorgeous scenery of the mountain 
Himalaya—its snow-clad and mineral-covered summits, the 
peaks where sunshine ever reigns, the fragrant and cool 
breezes blowing there, the wilds with the hunters, the 
musk-deer, the potent herbs shedding lustre at night; the 
camara deer, the Manasa lake &., and his description of 

1 For this tbe student is referred to pp. 27-29 of our 
Introduction to the éåkuntala, 5th ed. 



16 

the Ganges and the peaceful hermitage-life is very striking 
and life-like. His descriptive powers are great, and some 
of the scenes in the éåk., the Megh. and the Ragh. are so 
enchanting as to hold his readers spell-bound. And as 
regards c^Pi^M, the kind of poetry which suggests even more 
than what it expresses, he is a master of ackowledged skill, 

(B) HIS D A T E 
The p r o b l e m of the date of Kalidasa is a vexed one and 

it has yet to^be finally settled. The earliest mention of 
KSlidasa by name is in Aihole Inscription dated 634 A - D . , 
and it furnishes the 7th Century A . D, as the downward 
limit of the poet's date. Tradition mentions Kalidasa as a 
contemporary and a court-poet of king Vikramaditya. One 
king of that name founded the era known after him, which 
is accepted as commencing with 57 B. C, Some antiquarians 
once did not accept this date as the correct one but brought 
Vikramaditya down to A . D. 544, propounding what was 
known as the Korur Theory. The battle of Korur marked a 
turning-point in Indian history. Vikramaditya having defeated 
the Mlecchas in it. Curiously enough, Mr. Fergusson 
held that to commemorate the battle an era was invented, 
and that its beginning was placed back 600 years. So 
he put the true date of VikramSditya at 544 A . D., and this 
theory for a time held away, since no inscription was dis­
covered bearing a date prior to 600 of the Vikrama era. But 
the discovery of the Mandasor Inscription, which is dated 
Samvant 529, made this theory untenable and the tradition­
ary date remained unshaken. Then there is the theory of 
the Nine Gems * Nine eminent men called the * Nine Gems ^ 
adorned the court of king Vikramaditya— 

Of these o m d ^ is said to have lived between 414 A . D . 
and 642 A . D. Varahamihira is believed to have died in 
537 A . D. On the strength of these dates of Kålidåsa's 
supposed contemporaries, Dr. Keru placed him in the latter 
half of the sixth century. But in this there are many σ 
priori conclusions and speculation as to probabilities. If the 
tradition proves anything definitely, it proves the connection 
of Kalidasa with King Vikramaditya; but as regards 
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the contemporaneity of the nine authors, the tradition can­
not be true. Next there is the theory of Renaissance pro­
pounded by Prof. Max Muller. He divided the whole 
Sanskrit literary period into two parts. The first began 
with the Vedas and ended with the first century A . D. Then 
came an Interregnum, a period during which foreigners 
invaded India and so literary activity was dormant. The 
Professor placed the Renaissance of Sanskrit learning in the 
sixth century A . D. with the reign of Vikramaditya. But as 
has been shown by Drs. Peterson and Buhler, the period 
called interregnum was really not destitute of literary pro­
ductivity, and therefore, if Kalidasa is to be considered as 
the first poet of the new school, he must be placed consider­
ably earlier than Prof. Max Muller did. 

There are some minor things which have been pushed 
into the controversy. They are—(1) the alleged covert 
references to Dinnåga and Nichula in the Meghaduta, the 
former a foe and the latter a friend of Kalidasa : (2) the 
identity of Matrgupta, a king of Kashmir and Kalidasa (for 
names in Sanskrit are often titles and Matrgupta, 7tt. 
•protected by the mother,' may also be taken as Kaligupta 
or Kalidasa), (3) and the supposed astronomical references 
in the works of Kalidasa to the astronomical theories 
of Aryabhatta, who lived in 476 A . D. Prof. R. N . Apte 
has examined all these at some length, and on the first 
point he comes to the conclusion that DinnSga and Nichula 
were not contemporaries of the great Kalidasa, but must 
have been contemporaries of some other Kalidasa. On the 
second point he observes that Matrgupta and Kalidasa were 
two different persons, since they are differently quoted by 
Ksemendra and other writers and commentators. The 
supposed astronomical references have really no astronomi­
cal significance at all, and it cannot be said that Kalidasa 
was acquainted with the astronomical works of Aryabhatta. 
Mr. K . B. Pathak, the latest exponent of the 6th century 
theory, repeats the argument given above, but principally 
bases his conclusion on his theory about the Hu^a kings, 
allusion to whom is made by the poet in the Raghuvamsa. 
He argues that since there is no mention made of the Hupas 
in the Råmåyana, the conclusion follows that Kalidasa 

2 
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unconciously refers to the Huna, kings of his own time who 
held sway over Punjab and Kashmir in the second quarter 
of the sixth century. But this rests merely on assumption ; 
for there are references to the Hu^ias even in the Maha-
bhårata. Prof. Apte has also shown that just beyond Bactria 
or the threshold of ancient India, the Hanas had constituted 
a powerful empire from the middle of the 3rd century B. C. 
to the end of the 1st or the 2nd century A . D. 

Modern European scholars are generally inclined to 
hold that Kalidasa must have flourished under one or more 
of the Gupta kings. The Gupta period (about 300-650 A . D.) 
was noted in ancient Indian history for a revival of Sanskrit 
learning and arts. The late Mr. Vincent A . Smith (see his 
Early History o/ India p. 304, 3rd ed. 1914) believed that 
Kalidasa must have lived in the reigns of the first two, or 
even in that of the third, of these Gupta Kings: 

Chandragupta I I (c. 357-413) 
Kumaragupta I (413-455 ) 
Skandagupta (455-480 ) 

Both Chandragupta I I and Skandagupta had adopted 
the title of Vikramaditya. To quote the words of Mr, Smith, 
**It is not unlikely that the earliest works of Kalidasa 
may have been composed before A . D. 413, that is to say, 
while Chandragupta I I was on the throne; but I am inclined 
to regard the reign of Kumaragupta I (413-455) as the time 
during which the poet's later works were composed and it 
seems possible, that the whole of his literary career fell 
within the limits of that reign. It is also possible that he 
may have continued writing after the accession of Skanda­
gupta". Mr. Smith thus makes Kålidåsa's literary career 
extend over a period of not less than thirty years. Note 
that, even according to Mr. Smith, there is nothing wrong in 
the tradition about a Vikramaditya having been our poet's 
patron; only we must arrive at an understanding as to 
which Vikramaditya is meant, because various kings in the 
history of ancient India called themselves by that title. We 
ourselves hold, for reasons given below, that we must accept 
as our poet's patron that king Vikramaditya whose tradi­
tional era commences at 56 B. C. The attempt to place 
KSlidasa in the court of the Gupta kings rests merely on the 
fact that Chandragupta I I was named Vikramaditya. But 
the existence of prior kings of that title is now a certainty \ 

1 The Rajataranginl mentions an earlier Vikramaditya, 
a contemporary of Pratåpåditya of Kashmir. 
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Vatsabhuti, the author of the Mandasor inscription, 
copies several ideas from Kalidasa; the latter must, there­
fore, have lived prior to 472 A. D. Again, Asvaghosa, the 
author of the Buddha-^Carita which is a life of the great 
Buddha in Sanskrit, has numerous passages similar to those 
occuring in the works of Kalidasa. Now, Kalidasa was an 
original poet borrowing his subjects from VSlmiki and other 
ancient authors. Asvaghosa was more a philosopher than 
a poet, and may, with greater probability, be supposed to 
have borrowed his ideas from Kalidasa. The date of Asva­
ghosa is given as 78 A . D ; and if we suppose him to have 
borrowed from Kalidasa, the latter will have to be placed 
earlier than 78 A . D . and in this view Dr. Peterson also 
concurs when he says * Kalidasa stands near the beginning of 
the Christian era, if, indeed, he does not overtop it\ 

There is also internal evidence pointing to the same 
conclusion. We have first the evidence obtained from the 
state of the law of inheritance and the penalty for theft as 
they are indicated in passages in the Sakuntala. The 
passage in the sixth Act of the drama, announcing the death 
of the merchant Dhanamitra who died heirless, seems to 
Prof. Apte to refer to a period when the widow of a deceased 
person could not inherit his estate. Such a period is to be 
found only before the Christian era, when Manu, Apastamba 
and Vasistha held sway, and Brhaspati, éankha Likhita 
and Yajnavalkya had not yet written their Codes. The 
penalty for theft, as indicated in the prologue to the sixth 
Act , seems to have been the extreme one, and there is also a 
passage of similar import in the Vikramorvasiya ( a i i c ^ 
ΦΡΠΙ^ϊί &c. V . I . ) . The penalty for theft has been from time 
mitigated with the progress of civilization. Manu and 
Apastamba lay down the extreme penalty, the option of fine 
being introduced later on, as we find it in the Smvti of 
Brhaspati. Theso two circumstances tend to show that 
Kalidasa flourisheu at a period which is anterior to 
Brhaspati, the latter being generally placed in the first 
century A . D. 

Prof. Apte further calls attention to the fact that there 
is no reference to the Nyåya philosophy in the works of 
Kalidasa [ except perhaps in Ragh. X I I I . 1, in which the 
word ^ ^ 3 ^ } ( 3ϊ ΐ^ζτ) occurs, but which the poet might have 
borrowed from the Satiikhyas ] , and concludes that he must 
have lived before the development of that philosophy. Then 
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again we have the evidence of style. The artificiality of 
diction and the fondness for long compounds and double 
meaning words which mark the writings of Dandin ( who in 
his KavySdarsa says that an abundance of compounds 
constitutes the quality of ojas in poetry). Båna, Bhavabhuti 
( 7th century A . D . ) and other medieval writers, are entirely 
absent in Kålidåsa's writings—a fact which shows that he 
must be placed some six or seven centuries before them, a 
period necessary to cause such a revolution in the art of 
literary composition, considering the scanty means of the 
propagation of learning in those times. It thus becomes 
clear that Kalidasa lived in the first century B. C. at 
the latest^ 

III THE PLAY 

(1) THE P L O T 

Pururavas, the son of Budha and Ila and king of Pratis-
thåna is the hero of the play. His queen is AusinarT, 
daughter of Kåsiråja. Urvasi, a nymph of heaven, ,is the 
heroine. 

Prelude—After the Nåndl and the announcement of the 
play, the screams of heavenly nymphs crying for help 
are heard. 

Act I 

SCENE—Peafc of the H E M A K U T A Mountain 

King Pururavas, while driving back to the earth after 
having paid his respects to the divine Sun, hears the shrieks 
of the nymphs and asks them what kind of help they needs 
Learning from them that the seizure of their friend Urvasi 
along with Citralekhå by the demon Kesin was the cause of 
their distress, he sets out against Kesin, the nymphs promis­
ing to wait for hitn on the peak of the Hemakuta mountain. 
Presently the king returns successfully with Urvasi 

1. Prof. S. Ray refers to the discovery in 1909-10 of the 
Bhita medallion, which pictures a scene which looks exactly 
like opening scene of the éåkuntala. The medallion is assign­
ed to the Sunga period (184 B. C.-72 B. C ) , and Prof. Ray 
assumes that Kalidasa is aneterior to the date of the medal­
lion, though the Archaeological Survey authorities, holding 
to the Vincent Smith's date, are inclined to dispute the 
identification of the scene with the one in the Play. 
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and Citralekha. On their way back Urvas'i recovers 
from her swoon; the king is captivated with her 
peerless charms and she with his nobility; neither, however, 
knows the real feeling of the other. They meet the other 
nymphs. Ghitraratha, the Gandharva king, who was deputed 
by Indra to rescue the nymphs, arrives, congratulates the 
king, and invites him and Urvasi to heaven. The king very 
courteously excuses himself ; the nymphs depart. Urvas'I 
pretends to be caught by a creeper and casts at the king 
a longing glance, which the latter returns with equal 
affection. 

A C T I I 

SCENE i.-Envlrons of the VIMANAPARICCHANDA Palace 

The king, returns to his city, but his heart is wounded 
by Love . His queen marks the altered state of his mind and 
asks one of her maids to learn the king's secret from his 
intimate friend, Månavaka. The foolish Vidusaka betrays 
the love of his friend. 

SCENE I I - The private garden of the palace of 
PURURAVAS at Prayaga 

The king, on his part pining after Urvasi, seeks with 
Vidusaka, rest in the pleasure-garden. There he unbosoms 
the real state of his mind to his friend. A t about the same 
time, Urvasi, irresistibly drawn by her own heart, comes, 
accompanied by Citralekhå, to the garden where the two, 
remaining invisible by their divine power, overhear the 
conversation between the king and the Vidusaka. Urvas'I, 
discovering that the king is uncertain as to her feelings, 
avows her love to him by means of a birch leaf, and then 
delights him with her presence. She is, however, suddenly 
called away by a summons from the lord of the gods about 
to witness a performance. In the meanwhile the queen, 
being informed by her maid Nipunika of the king's love for 
the heavenly courtesan, comes, accompanied by her, in search 
of the king, in order to ascertain the fact herself. Through 
Manavaka's carelessness, the birch-leaf, which was committed 
to his care, falls into her hands, and she enters, burning 
with jealous anger. The king in vain endeavours to pacify 
her. He, however, hopes that she may soon repent as she has 
openly slighted his prostration. 



22 

A C T III 
SCENE II—ΤΛβ Hermitage of B H A R A T A 

In the performance exhibited by the sage Bharata 
before the heavenly assembly, Urvas'i who played Laksmi, 
stumbles in her speech. For, when questioned by Menaka 
who acted the part of Varunl-On whom hast thou set thy 
heart,* the words * On Pururavas, instead of * On Puruso-
ttama,' escape her lips. Enraged at this the sage pronounces 
a curse upon her, thereby depriving her of her residence in 
the upper world. She, however, finds favour with Indra, 
who graciously allows her to repair to the monarch, his ally 
in battles, and to remain with him till he beholds the offspring 
she shall bear him. Sometime after this, Urvas'I, dressed 
as an Ahhisarika, comes with Citralekha to the 
Maniharmya palace to pay a visit to the king, but, remaining 
invisible, watches the business going on there. 

SCENE II—Part of the garden of the Palace 
The queen, as was anticipated by the king, feels remorse 

and wishes to make amends for her conduct under the 
pretext of a religious performance which she names 
Triyånuprasådana.'. She sends word to the king requesting 
him to be present at the Maniharmya palace where she 
wishes to worship the moon. The king consents, and repairs 
to the terrace of the palace accompanied by the Vidusaka. 
The queen duly appears, performs the ceremony, and 
at its conclusion gives -her consent to the king's marriage 
with Urvas'I. The king assures her that he will ever be 
true to her. 

The queen departs to take her meal after a whole 
day's fast. Urvas'i, who was a witness of the whole scene, 
now steps forward visibly and is happily united with the 
king. Thereupon Citralekhå, requesting the king to treat 
her friend kindly, returns to heaven. The Vidusaka, 
too withdrws under some plea, and the king and Urvas'i 
retire to rest. 

A C T IV 

[This act is a kind of melodrama and is quite exceptional 
in dramatic plays.] 

SCENE—T/ie groves of the G A N D H A M A D A N A mountain 

After many years are passed in happy union, Urvas'i goes 
with the king to the Gandhamadana forest to sport. There 



23 

the king happens to fix his glance for a moment upon a 
Vidyddhara girl. This rouses the jealous wrath of Urvasi, 
who, disdaining the king's apologies, leaves him, and 
unmindfully enters the proscribed environs of the grove 
sacred to Kårttikeya. The curse of the deity at once takes 
effect, and she is transformed into a creeper. Ignorant of 
this, the king, mad with grief, roams through the forest, 
asking every object he meets with-animate or inanimate-to 
give him some tidings of his beloved or to restore her to 
him. In the course of his rambles he finds the gem 
Sangamanlya (the Uniter of separated lovers). With that 
jewel in hand he embraces a certain creeper which he 
fancies to be his beloved, and O wonder! that very 
instant the metamorphosis is undone and the creeper re* 
transformed into the lovely nymph ! When eyes closed the 
king enjoys the touch, and when,he opens them after some 
time, whom should he behold but the darling of his heart! 
Urvasi excuses herself in suitable terms, and then they go 
back to Pratisthana, riding a cloud which Urvasi changes 
into a balloon by her superhuman power. 

A C T V 

SCENE—rf ie Palace of PURURAVAS 

The king was hailed back to the city with rejoicing by 
the citizens. He ruled peacefully ever his subjects securing 
their affection and loyalty. Excepting a son there was 
nothing wanting to complete his happiness, and even this 
blessing he was soon to have. A few days after the king's 
return, the Sangamanlya jewel is carried away by a vulture. 
The king tries to shoot the bird but it escapes. Soon after, 
report is brought to the king sitting in company with the 
Vidusaka, of the bird's having been shot by an arrow from 
an unknown hand. The gem and arrow are produced, and 
from the inscription on the arrow the shooter is found to be 
none else but king's own son, Ayus. The king is lost in 
wonder mingled with joy, but does not know how to account 
for the fact. He, however, remembers that on the occasion, 
when he performed a sacrifice in the Naimisa forest, he 
was separated from Urva^T, before which time she had 
betrayed some faint marks of pregnancy. The Vidusaka 
attributes the fact to the mystic nature of divine beings. 
Just at the time the arrival of a female ascetic with a boy 
from the hermitage of the sage Cyavana is announced, and 
are immediately admitted to the royal presence. A t the sight 
of the boy the king feels a strange emotion rise within him. 
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Urvasi is sent for. When she arrives, the female ascetic 
hands over the boy to her and repairs to the forest. UrvaS 
then explains to the king how she was commanded by Indra 
to stay with Pururavas till he should see the face of a son 
born of her, and how, afraid of early separation, she handed 
over the boy to sage Cyavana for being educated ; she then 
adds-*Now that you have seen the face of your son, separa­
tion is inevitable; I must go back to my master.' The 
revelation plunges all into sorrow. In his heaviness the 
king determines upon leading a forest life after putting his 
son in his place. A t this crisis Nårada arrives from Indra 
with a message to the king that he should not lay down the 
sceptre so soon, and that UravasI should bear him company 
till death. The message is received with heart-felt thanks. 
After the delivery of the message, Nårada, in accordance 
with Indra's wishes, installs the young prince as yuvarajaf 
and unmixed joy crowns the whole business. The Play then 
terminates with the customary stanza of Benediction 
( Bharatavakya). 

It will be noticed that the principal points in the 
development of the plot of the play a r e ( 1 ) the rescue of 
Urvasi and the agitated state of the heart of the two lovers ; 
( 2 ) the obstruction in the nymph's upward passage which 
deepens the feeling of love; ( 3 ) the Vidusaka's betrayal of 
the king's love ; ( 4 ) the curse of Bharata ; ( 5 ) the 
interference and permission of Indra ; ( 6 ) Urvasi^s avowal 
of her love ; ( 7 ) the falling of the birch-leaf into the hands 
of the queen; ( 8 ) the queen's indignent scorning of her 
husband's prostration and her consequent remorse ; ( 9 ) the 
consent of the queen ; (10 ) Karttikeya's curse and Urvasi's 
transformation into a vine, ( 1 1 ) the Gem of Union and 
Urvasi's restoration, ( 1 2 ) the vulture; ( 1 3 ) the Tapasi's 
arrival with the boy ; and ( 1 4 ) the final favour shown by 
Indra. 

(2) THE SOURCES OF THE P L O T A N D THE 
CHANGES EFFECTED B Y THE POET 

Pururavas is mentioned for the first time along with 
Manu in Rgveda I . 31. 4, where he is called beneficent 
( S f c T ) and a friend of Agni. His love to the apsaras 
Urvasi is described in very obscure language in R. V . X . 95 
in which he requests the nymph once more to bless him 
with her company, thus implying his previous separation. 
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In the ISth verse the gods address him as the son 
of Ida (Ila) and promise him happiness in heaven and 
their company if he would propitiate them with obla­
tions. (See Muir's Sanskrit Texts, Vol. V . pp. 236, 421). In 
the éatapatha Bråhmana IL 5.1, an interpretation of hymn 
X . 95 is given which is itself not much clear either. The 
student will get an idea of the Vedic version of the story 
from Såyanåcårya's introduction to the hymn above 
referred to, given in an Appendix to this Edition. 

The account of the love of Pururavas and Urvasi 
differently given in different Purånas is based more or less 
on the Vedic version. According to the Mahåbhårata, 
Pururavas had a contest with the Brahmanas, fetched the 
three fires from the world of the Gandharvas and had six 
sons from Urvas'I, the eldest of whom was Ayus. Nothing 
is mentioned there of his separation from Urvas'I and re­
union with her. 

The story is very fully and connectedly given in the 
Visnu-P. as also in the Pad.-P. We give in brief the story 
as related in the former Puråpa, which in this part closely 
follows the Vedic version. Urvas'I, a nymph of Indra's 
court, incurred the anger of Mitra and Varuna who cursed 
her to become the consort of a mortal, forfeiting the pleasur­
es of heaven. On beholding her descended to the earth in a 
human form of exquisite beauty, Pururavas, a king of the 
lunar race, was inspired by fervent love. She became his 
wife after exacting from him his consent to two conditions. 
These were—(1) that he should take under his charge her 
two pet rams and keep them safe, and (2) that she should 
never see him divested of his raiment. The denizens of 
heavens, deprived of the enlivening society of Urvasi, felt 
their pleasures stale in heaven and attempted to recover her 
as soon as the curse ended. Some Gandharvas undertook 
to effect this object. They entered the sleeping chamber of 
the monarch and carried off the goats. Their bleating roused 
Urvas'i and the king. The latter, fancying that darkness of 
the night would screen him from the eyes of his wife, leaped 
naked out of his bed, in order to pursue the ravishers. 
Thereupon the Gandharvas produced a flash of lightning 
which revealed him to Urvas'i's view, who, her stipulation 
being broken, at once disappeared, accompanying the 
Gandharvas to the heaven of Indra. 
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When Pururavas came to know his loss, his grief was 
intense; and, his intellect being affected, he wandered over 
the world for several years in quest of his wife until he 
came to a lake in Kuruksetra where he saw Urvas'i sporting 
along with other nymphs. Recognizing her he implored her 
to return. She refused to return, but promised to pay him 
a yearly visit, provided he resumed his station and kingly 
duties. Her annual visits were regularly repeated, and the 
result of these was tbe birth of six sons : Ayus, Dhlmat» 
Amavasu, Vis'vavasu, éatåyu, and érutåyu. The king, h o w 
ever, sighed for the permanent enjoyment of the nymph's 
society and the Gandharvas gave him a brazier charged with 
fire to perform a sacrifice, as a means of attaining his wishes* 
He put the vessel in a thicket and went in search of Urvas'i. 
Not finding her he came back to the spot where, in the place 
of the brazier he found two trees grown up, åaml and 
As'vattha. Pururavas broke a branch from each and return­
ing to his palace rubbed them together and generated fire.^ 
With this primeval fire he performed a series of sacrifices^ 
and, getting the rank of a Gandharva and being elevated to 
the heavenly regions, he there enjoyed the eternal society 
of his beloved nymph. 

The story of the two lovers is also told in the Brhat-
kathd{see Kathas. Taranga 17), but in a manner totally 
different from both the play and the Purånas. Pururavas, a 
great devotee of Visim, while once taking a stroll in the 
Nandana grove chanced to see Urvasi when both were 
enamoured of each other. Knowing the state of the king's 
heart, Visnu sent word by Nårada to Indra, asking him to 
bestow the nymph on the monarch. They were then 'mited 
and lived happily. Then there was a war in the apper 
sphere in which the gods gained a victory mainly through the 
prowess of Pururavas. There were great festivities at 
Indra's court accompanied with music and dancing in celebra­
tion of this victory. While Tumburu, the heavenly preceptor 
of dancing, was superintending the affair, Rambha, who 
was dancing there, committed a mistake, whereupon the 
king laughed at her. Angry at what seemed to him a piece 
of audacity on the king's part, Tumburu cursed him to 

1. The latter circumstances of this legend seem to 
indicate the introduction of fire-worship into India by 
Pururavas, considered as a historical personage. (Wilson) 
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be separated from U r v a s i until he would propitiate 
Visnu. When the king came down to the middle world he 
found Urvasi carried away by the Gandharvas. He then 
went to Badarikasrama to gain the favour of Visnu by 
penance. He succeeded in this, and, by the order of that 
deity, Urvasi was restored to him by the Gandharvas. 

According to Wilson the whole plot of the Vikramorva­
siya is an allegory. The hero is the Sun and the heroine is 
the Dawn. They are together for a time and then they are 
separated. The sun alone wanders over bills, dales and 
rivers and then at the close of the day they are again united. 

The account of the Matsya-Puråpa, however, comes 
nearest to the plot of the play. We, therefore, give it here 
in the words of Wilson:— 

'*Budha was the son of the royal Soma by Tårå. His 
father conferred upon him the dominion of the earth and 
inaugurated him supreme over the world. The holy Budha 
begot by Ila a son who performed by his own might a 
hundred Asvamedhas. He was named Pururavas, and was 
revered by all the worlds. He worshipped Vi§nu on the 
peaks of the Himalaya, and thence became tbe monarch of 
the seven-fold earth. Kesin and myriads of Daityas fell 
before his prowess, and Urvasi, fascinated by his personal 
graces, became his bride. 

"Virtue, Wealth, and Desire, once paid this monarch a 
visit, curious to ascertain which of them held the first place 
in his esteem. The king received them with respect, but 
paid to Virtue his profoundest homage. Wealth and Desire 
were offended by the preference shown to their companion. 
Wealth denounced a curse upon him, that Avarice should 
occasion his fal l ; and Desire declared that he should be 
separated from his bride, and on that account suffer distrac­
tion in the forest of Kumara on the Gandhamadana 
mountain ; but Virtue declared that he should enjoy a long 
and pious life, that his descendants should continue to 
multiply as long as the sun and the moon endured, and 
should ever enjoy the dominion of the earth* After this the 
divinities disappeared. 

**Pururavas was in the habit of paying a visit to Indra 
every day. Having ascended his car, accompanying the Sun 
in his southern course, he beheld on one occasion the demon 
Kesin seize and carry off the nymphs Citralekhå and 
UrvaéT« The king attacised the demon and destroyed him 
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with the shaft of Vayu, by which he not only rescued the 
nymphs, but established Indra on his throne, which the 
Demon had endangered. For this service Indra repaid the 
monarch with his friendship, and gave him additional power, 
splendour, and glory. 

''Having invited the king to a festival at which was 
represented the celebrated story of Laksmi's election of a 
husband, the invention of Bharata, Indra commanded 
Menaka, Rambhå and Urvasi to perform their respective 
parts. Urvasi who represented Laksmi, being engrossed 
by admiration of the king forgot what she had to enact, and 
thereby incurred the high displeasure of the sage, who 
sentenced her to separation from the prince on earth, and 
condemned her to pine fifty-five years, transformed into a 
Vine until restored to Pururavas. Urvasi, having made the 
king her lord, resided with him, and after the term of the 
curse had expired, bore him eight sons: Ayus, Dhrtayu, 
AsvSyu, Dhanåyu, Dhrtimat, Vasu, Divijata, and éatåyu, all 
endowed with more than human power". 

Thus it will be seen that the theme of our play claims a 
high antiquity, and must have been well known among the 
educated classes in the times of Kalidasa. Whatever version 
we take to be the original of the story, we find that the poet 
introduced many changes into it so as to give it a dramatic 
character, and we think they are such as greatly heighten 
the stage-effect. We will here mention the principal of 
them : they are—(1) The king's marriage with Ausinari 
prior to his love for Urvasi. The Mahåbhårata and the other 
sources of the plot mentioned above do not refer to his 
marriage with Ausinari. The Harivamsa calls Urvasi his 
only wife. The rivalry of the queen which forms the chief 
factor in the development of the plot in the second Act as 
also in the third seems to be entirely an invention of the 
poet. ( 2 ) The curse of Bharata and the favour of Indra 
which smoothen the further path of the lovers. ( 3 ) The 
reversing by Indra of his first decree as to Urvasi's residence 
with the king. The tale of the two lovers as told in the 
Purånas ends with their melancholy separation; such tragic 
end suited neither the requirements of Hindu drama nor 
the taste of Hindu audiences. Kålidåsa's genius at once 
found a way out of the difficulty. Just at the moment when 
separation is imminent, Nårada arrives with the joyful news 
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that Indra has graciously allowed the hero and the heroine 
to live together until death would put an end to their 
mortal career. The other changes, which are IQSS important, 
can be easily marked. 

(3) T E C H N I C A L R E M A R K S 
It will be found that the Vikramorvasiya satisfies most 

of the conditions laid down in the first Section of our Intro­
duction. The play opens with a Benediction which also 
suggests the subject-matter, and closes with the usual Bha­
ratavakya. The g^^f^ introduces the heroine to the hero, 
and love germinates between them. The final object is their 
union in wedlock. The ground for the seed was prepared, 
in the case of the king when the Apsaras gave him 
a graphic description of Urvasi's charms. The seed is 
cast when the king and Urvasi see each other. It takes 
up the whole of the first Act and the prologue to the 
second Act. The Mfdy^iif^ fills up the whole of the 
second Act and a portion of third Act. The seed sprouts 
up in this, which is marked by the Vidusaka and 
Citralekhå, and by the Ceti and the queen. The effort or 
Prayatna is implied in 3Π &c. I I . 2. The search for 
means to the desired end, Urvasi's departure at the summons 
from her lord, and the queen's interference notwithstand­
ing, form the Bindu. Ίhe^^^T^ begins from where the 
Pratimukha closes, and ends with the departure of the queen 
The seed is shown to grow further, in as much as the king 
hears from Urvasi an actual confession of her love. There 
is hope of success ( J i F ^ ^ ) as the obstacle from the queen 
is removed. This Samdhi, however, is characterized by 
the absence of the Patåkå. The ar̂ Rédf̂ T actually begins 
with Urvasi's entrance and extends to the close of the 
fourth Act. There is t̂ RcnfH* or certain attainment, but it is 
obstructed by Urvasi's metamorphosis. The f^Ri^^fq" occupies 
the last Act. In it all the foregoing arrangements terminate 
in happy union of the husband, wife and son. 

The action, which is less varied than that of theéåk., 
is progressive in its main parts and sustains the interest to 
the last, although not with the same degree of intensity 
throughout. The introduction of a rival wife, and the love 
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meeting and their interruption Which form a necesarry 
ingredient of love plays excepting in a few cases, the 
description of female beauty and the feelings of the two 
lovers, the contrivance of making one party overhear the 
conversation or the soliloquy of the other, are much the 
same in this as in other plays. In making the queen give 
up her jealousy apparently without an adequate cause 
the poet has perhaps counted a little too much on the 
nobility of her mind and the good sense of the audience. A 
curious feature of Kålidåsa's plays is that the Vidusaka 
plays a conspicuous part in the Malav., is a mediocre in this 
play, and almost a non-entity in the Oakuntala. 

With regard to the extraordinary number of the Prakrit 
passage found in the fourth Act in some Editions, it must be 
observed that they are not genuine. We have shown these 
to be interpolations (see our Notes). It is a strange coin­
cidence that both the third Act of the éåk. and the fourth 
Act of the present play should have been tampered with by 
meddlesome critics or poets, 

(4) THE TIME REQUIRED B Y THE A C T I O N 
OF THE P L A Y 

It is very difficult to determine the exact time required 
by the events represented in the play. The approximate 
age of the king's son is given in the fifth Act , as being about 
twelve years. The business of the first three Acts, each of 
which describes a day's events, is accomplished in about 
twenty days. From the many references to the spring 
season in these three Acts (IwraT^nfrRcf | ^ &c. 
I L 4 , 6; ^^-dM-cft ^^^ îRW^ & c . ) , the events in the first 

Act seem to refer to the first or the second day of 
Caitra as the creepers have not yet fully resumed 
their vernal beauty (^cfTfiT: ^-ftft^lM L 12). The descrip­
tion of moon-rise in the third Act evidently refers to 
the fourth day of the dark half of a month (probably 
Caitra) which is a fasting day, and on which the moon 
appears like a Khandamodaka. About a fortnight's interval 
seems to have elapsed between Urvasi's first meeting with 
the king and her second visit to him. The events in the third 
Act immediately succeed those related in the previous Act. 
A very long period, about thirteen years, seems to separate 
the fourth Act from the third. The incidents mentioned in 
the fifth Act follow closely the king's return to his capital. 
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(5) G E N E R A L R E M A R K S 
The Vikramorvasiya is the second of the three dramas 

attributed to Kalidasa. That play is an emanation from the 
same hand as the Abhijnåna-^Sikuntala is doubted by no 
critic. It is a love drama and belongs, according to the 
Sahityadarpana to that subdivision of dramatic compositions 
which are known as ' Trotakas ' (a division not perhaps 
known to the poet himself). The language employed in it 
displays all the elegance and the beauties of Kålidåsa's style, 
though less perfect than in the Sakuntala. Wilson thus com­
pares the two plays—"The subject of each is taken from 
heroic mythology, and a royal demi-god and nymph of more 
than human mould are the hero and the heroine of either ; 
there is the same vivacity of description and tenderness of 
feeling in both, the like delicate beauty in the thoughts and 
extreme elegance in the style. It may be difficult to decide 
to which the palm belongs, but the story of the present play 
is perhaps more skilfully woven and events rise out of each 
other more naturally than in the éåkuntala ; while on the 
other hand, there is no one personage in it so interesting as 
the heroine of that drama." We may further observe that 
we notice in both almost the same elevation of the poet's 
genius, the same richness of imagery, the same chaste, style 
of composition and the absence of any forced construction 
or offensive conceit, the same command of language and 
felicity of expression the same ardent love of the beautiful, 
and the same power of penetration into the inmost recesses 
of the human heart and its conflicting feelings. The 
Vikramorvasiya abounds in beautiful descriptions especi­
ally of scenery. Popular saying and pithy maxims season 
the conversational portion, and its language though less 
refined and elaborate than that of the éåk., is neither tumid 
nor low. The metres, which are mostly of the shorter kind 
are very musical and full of variety. 

The mastery of Kalidasa in the choice of comparisons^ is 
conspicuously seen in this play. Among the most striking 
passages are to be noted his comparison between the king 
and the Sun as to their work and mid-day rest ( I I . 1) further 

1. The similes of Kalidasa are considered to be the 
happiest in the language. Cf. the traditionary opinion of the 
Pandits— πκ^Ί^π^^ς; \ ' T ^ f ^ ^ ^ T i ^ 
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between tbe king and the leader of the elephant-herd" 
(IV. 25) between Urvall and the creeper -(IV. 38), Other 
similies of exquisite taste and gracefulness are those with 
which he illustrates the recovery of Urvasi from the 
swoon ( I. 7), the anxious waiting of her friends (1.10) and 
her expected meeting with them (1.12), the aspect of the East 
at moon-rise (III . 6) the approach of Nårada (V. 19), and 
others too numerous to note here, but which we have taken 
care to point out in our Notes. We cannot however, close 
these remarks without referring to the passage (V. 22) in 
which the royal dignity shared by father and son is com­
pared with Ganges dividing its waters between the Himalaya 
and the ocean. 

The Poetical Merits of the Play 

As regards its poetical merits and artistic finish the 
Vikramorvaélya ranks but second to the éåkuntala. 
Considered by itself the Vikra. does ample credit to 
Kålidåsa's poetic powers. The love-story is simple; the 
incidents are few and easily intelligible even to those not 
acquainted with the social life and the thoughts of the 
Hindus. With the exception of the central story of the Plot 
—the love of the hero and the heroine—everything in this 
play owes its birth to the creative imagination of our poet ; 
and we may observe that in the construction of the plot of 
the present play the poet has shown great originality of 
conception and imagination. A l l the Acts of this drama 
are original in their conception, and in the creation 
of some of the incidents the poet's imagination is at 
its best. Wilson seems to see a special beauty in this that 
*both the persons and the events are subject to an awful 
control, whose interference invests them with a dignity 
superior to their natural level. Fate is the ruling principle 
of the narrative ; and the monarch and the nymphs, and the 
sovereign of the gods himself, are portrayed as subject to 
the inscrutable and inevitable 'decrees of destiny." And, if 
by the 'decree*' of destiny' he means the carrying away of 
Urvas'I by Kes'in, the curse of Kumara, the conditional 
favour by Indra &c., the justice of his remark may be 
admitted. 'The chief charm of this piece', he further remarks 
is its poetry. The story, the situation, the character, are all 
highly imaginative, and nothing can surpass the beauty and 


