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FOREWORD

The four articles contained in this book—with the exception of the
Introduction—were developed out of talks given in connection with
the Ghilib Centenary in 1969 in Karachi and Delhi. The last article,
Poetry and Calligraphy, was published without footnotes, and in a
slightly different form, in Pakisfan Quarterly XXII.

The articles constitute an attempt to offer the reader some of the
theoretical background necessary for a proper ¢valuation of Ghalib’s

poetry.

ANNEMARIE SCHIMMEL
Cambridge, Mass.

May 1974
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(quoted according to numbers : [V Nr. 219).
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difficuities of Ghalib's style. The most successful attempt seems, to
me : Ghalib. Selected Poems, translated with an introduction by
Ahmad Ali, LS. M.E.O., Rome 1969,

A German translation by the present writer :

Woge der Rose, Woge des Weins, Verlag der Arche, Ziirich 1971,

Beginning with Hali’s Yadgar-i Ghéalib, the literature about our
poet produced during the last 75 years is extremely vast. Many
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INTRODUCTION

There are other good poéfs, teo, on earth —
But they say tirat Ghalib's measure is something differenit!

| S e e WD a2 sl e
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It would be difficult to find a Pakistani or Indian Muslim who
would not agree with this statement of Mirzi Asadullih Ghalib—a
poet whose verses have become part and parcel of everyday speech,
are quoted like proverbs and sung in different tunes, and have formed
a source of inspiration for later poets as well as for painters and calli-
graphers.

Ghbalib's life almost coincides with the final breakdown of the
Mughal Empire in India, that means, with the breakdown of the
political and economic system of the Muslim upper classes who had
been ruling India for more than 800 years.

Delhi, since 1206 the proud capital of a rich and expanding
empire, became the target of attacks and pillaging after the dcath of
Aurangzeb in 1707. Under Aurangzeb’s weak successors internal
cnemies like the Mahratta and Sikh proved as disastrous for the
remnants of the Mughal Empire and its capital as the Muslim neigh-
bours, whether these came as conquerors like Nadir Shah of Iran in 1739,
or as ‘helpers’ like his successor Ahmad Shiah Abdali Durrani. The
result of the advent of their soldiers was always the same. Struggles
between the different factions at the Mughal court added to the
-tragedy.

Meanwhile, the British and French gained a foothold in India.
They were active first in the southern parts of the sub-continent which
had never, or only for a limited time, been under Mughal supremacy.
With the Battle of Plassey in 1757, the British East India Company
got hold of an important district in Bengal, the core of their ensuing
activities. The bapless Mughal ruler Shah “Alam II *Aftab’ was
blinded by the chief of the Rohillas in 1787, and he and his successors
came under the tutelage of the British who extended their infiuence on
parts of India both externally and internally. In their hands was
part of the legal administration, and they reorganized the educational
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system, replacing in 1835 Persian—the hitherto used official ‘language—
by English. In 1843, Sind was annected; a few years later, Lahore
and the Panjab were incorporated into the realm of British supremacy.

It was patural that the Hindus should more willingly respond
to the new possibilities of education’ than the Muslims: for them,
one foreign rule had been replaced by another, and the new rulers
scemed to offer them better chances. The Muslims, however, with
the pride of the former ruling classes, in general refrained from parti-
cipating in a modern ‘un-Islamic’ educationalr and administrative
system and thus lost many chances to compete with the Hindus in
government offices (as far as these were allotted to Indians at all).

During this period of disintegration of the Muslim power, Mirza
Asadullah opened his eyes to this world in Agra, on December 27,
1797. His parents were, like many nobles, of Turkish descent. He
lost his father soon; the uncle who was in charge of his education died
shortly afterwards. The premature boy spent his days and nights in
more or less innocent pames, and the family married him—at the
age of 13—to a pious girl, Umrao Begum, who was then eleven years
old. The marriage proved, as one can imagine, not happy; but Ghalib’s
sarcastic verses about the yoke of marriage and his nasty remarks about
women and about the fetters and chains on neck and hands have been
quoted almost too often by his biographers and should, perhaps,
be taken with a grain of salt. Umrao Begum’s fate was even more
tragic since none of the seven children she bore to Ghilib survived the
first fifteen months. Still the marriage lasted almost 60 years, and
Ghalib never took a second wife into his house. He has alluded,
though, to an affair with a young lady, perhaps a courtesan—but
nothing is known about the details of his obviously deep attachment
to her, nor do we know anything about later liaisons.

. During his early teens, the boy Asadullah indulged in an intense
study of Persian under the guidance of a certain “Abdus Samad who
hailed from Iran and therefore introduced him into the genuine Persian
way of expression. Shortly afterwards, Ghilib settled in Delhi.

The young, handsome and charming poet was well-known in the -

literary circles. But soon began the long period of difficulties: Ghilib
got involved in legal procedures, in the hope to get his ‘pension’ from
the estate of one of his relations. But none of the claims and peti-
tions which he filed in during 25 years yielded any result. To be sure,
the poet enjoyed travelling to Calcutta in 1826; there he hoped for
justice from the British .authorities. In the lively atmosphere of
Calcutta he got involved in a literary controversy with some of the
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Persian writing poets of Calcurta, followers of the Bengali poet Qatil.
The poetical fruits of this journey are a number of descriptive mathnawis
and some gasidas. When Ghalib returned, after nearly three years
to Delhi, he continued hijs old style of life, struggling with the autho-
rities, drinking and gambling. He was permanently in debt and asks
ironically : ]

Is it possible that someone should not know Ghalib ?

A good poet — though of bad reputation. . .

2l &5 I a5 L) G5 e
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During these years the poet compiled a divan of his sclected
Urdu verses and was engaged in gathering his Persian poetry and
prose-works. In 1842, he was offered a professorship of Persian at
Delhi College but declined the offer for trivial reasons. In 1847, the
poet was imprisoned for three months because of gambling—a beauti-
ful Persian poem tells of his feelings.

Ghalib’s hope 10 get access to the Mughal court was eventually
fulfilled in [850: the first official assignment given to him was the
composition of a Persian history of the house of the Timurids—a. work
which he did not like and which he never finished; the Emperor him-
self did apparently not apprdve of its complicated Persian prose style.
When Zaugq, the poet laureate of the Mughal court died in 1854,
Ghilib was ordered to correct the poems of the Emperor Bahadur
Shih ‘Zafar’, like almost all his ancestors a talented poet, who wrote
in Urdu. At the same time our poet was made the poetical instructor
of the heir-apparent. His poems written in honour of the ruler
wrapped the weak Bahadur Shah in a pompous robe of brocaded
Persian verses which make the reader forget that they were written
only a few years before the end of the Mughal Empire.

The last Nawwab of Oudh, the gay and gifted Wijid <Ali Shah,
sometimes sent verses for correction to Ghailib; but Lucknow, the
resort of elegant poets since the late 18th century was annected by
the British in 1856 and the poet-ruler deported to Calcutta. At the
same time, Ghilib's royal pupil died. One year later Lthe so-called
‘Mutiny’ ended the Muslim rule in India.

Ghalib lost his pension once more owing to his connections
with the court, and neither his friendly relations with some British
officers and civil servants nor his gasidas in honour of Queen Victoria
helped him much to win the favour of the new masters. The small
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booklet Dastanbi in very archaic Persian, written to attract the interest
of the British authorities, contains his account of the critical summer
of 1857 in Delhi. As to the title of the strange composition, e.g.
Dastanbi, ‘A Posy of Flowers’, I venture to suggest that it contains
an allusion to a line of the great panegyrist Khiqint (d. 1199) who
has used this rare word in an ode to Princess Ismatuddin :
in the hand of her lofty fortune I saw seven
dastanbi from stars —

Olaad; aashy oo 5
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Was not Ghalib’s booklet dedicated to the most powerful ruler of his
age, Queen Victoria, the princess of truly lofty fortune, at the occasion

of the conquest of India?
Delhi was a dead city in the first years after the revolt; in his

letters Ghilib has described the pitiable situation of the few surviving

and abiding Muslims. He himself had lost during the revolt his
mentally deranged brother who had lived with him for years. His
difficulties were enhanced by the fact that he had adopted the two
children of his wife’s nephew, “Arif, a talented young poet,

Whose cheek is the candle of my family.
rl.i L...-iJLﬂ- (5_,.5 LR L] UT
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®Arif had died in 1852, and the elegy written for him is perhaps Ghalib’s
most touching Urdu poem :

231 O3 Gy5 by |e 560> &5 kg o5Y
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Ghalib’s letters reveal some of the difficulties which he experienced
in handling and feeding the two growing boys during those dark
times.

After a while the poet formed some connections with the court
of Rampur, one of the princely states which had not come under the
British Crown; he visited Rampur first in 1860 together with his two
grandnephews, and his poetry secured him again a certain amount of
money which was sufficient for the modest maintenance of the family
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and for the boitle of red wine which inspired him in the evenings; his
debts, however, never ended.

Even during the long and painful illness which confined him to
bed for nearly three years, Ghailib did not abstain from correcting the
verses younger peets would send him. He prepared his works for the
press and saw them printed before he died on February 15th, 1869.
One of his poetical disciples, Sayyid Ghulim Husain, published a
dirge in his memory in the dvadh Akhbar—one of the leading news-
papers; this curious poem which was printed on March 9, 1869, is
an artistic chronogram of fifteen verses: the first hemistich of each
verse gives the Christian year 1869, the second hemistich the hijra
date 1285. The centenary of Ghilib’s death in 1969 has made his
name better known even in the Western hemisphere thanks to numerous
articles and a few books written in his honour, and with the aim of
translating his poems, so well known and so much Joved among the
Urdu speaking people.

Ghilib’s poetical output—published once more in connection
with the centenary by the Panjab University Lahore—is cornparatively
small: there is the delightful little Urdu d4ivar and the Persian divan
which comprises all kinds of poems, from mystical mathnawis to
chronograms. Ghalib’s unfinished mathnawt in honour of the prophet
Muhammad, called Abr-i gavharbir, ‘The Pearl-bearing Cloud® has
attracted the interest of both Western and Indian scholars during the
last years. Ghilib's gasidas show his great skill in handling difficult
forms. His ghazals are often powerful, but both genres become at
times cumbersome owing to the heavy burden of complicated images
inherited from the great poets of the Indian style. His gifas convey
some personal impressions; the quatrains are partly satirical, partly
mystical. Ghalib’s Persian prose comprises, besides the History
of the House of Timur (Mihr-i nimriiz) and the Dastanbi, letters
and a corrective study of the Persian dictionary Burhdn-e qai® which
got him entangled in a heated controversy with other scholars of
Persian.

Ghailib’s most personal legacy are his Urdu letters, which
reveal his mastery of the language and reflect his self-irony, his wit
and his talent for sharp observation. Yet, they are sometimes molti-
valed by the wish to display his wit and are, thus, rather poetical
reflections than realistic ‘photographic’ pictures.

The poet was not too much loved by many of his contemporaries;
his way of life did not agree with -the ideals of pious Muslims; his
pride, even arrogance in dealing with literary enemies was well-known,
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and the difficulty of his style made his antagonists joke :

We did understand the verses of Mir, and what Sauda says —

Butr Ghalib’s verses! — Save he and God, we know

not who can understand them.
On the other hand, the sources often mention and praise his hospitality
and fidelity, and unsurpassed was his talent for refined conversation,
that typical expression of Mughal culture. This talent is palpable in
his letters and, to a certain extent, in the ingenious way of inserting
colloquial sentences into the most complicated and highflown Urdu
verses.

. Ghalib’s fame throughout the country was to a large extent due
to Hil’s book ¥adgar-i Ghalib, which appeared in 1896 and has since
been considered the standard work on his poetry. Muhammad
Iqbal, the poet-philosopher of Indo-Pakistan, has mentioned the name
of the great poet among those spiritual guides who showed him the
way to poetry during his formative period; in his own poetry he has
quoted his verses several times. Ghalib, buried in the dust of Delhi,
was, for him, the peer of Goethe who rests in the “rosegarden of
Weimar®.

x = L -

These are the dry and outward facts, some glimpses of the life
of the greatest Urdu poet in the 19th century who was also the last
classical writer in the field of Persian poetry in India.

The methods of modern comparative literature have not yet
been applied to Ghilib (nor to other Persian poects); but one would be
tempted to interpret Ghalib's life according to a pattern developed
by Robert Minder for the German poet Ludwig Tieck (1773-1853)
who was only a few years senior to the Muslim poet, viz., the pattern
Splendor—Chaos—Play. These three elements, following each other
and interwoven with each other, can easily be detected in Ghalib’s
life and in his poetry: there is the splendour of the firework which he
has used so often as a metaphor for the state of his burning heart,
the chaotic background of a life spent in restlessness after the few
Jjoyful years of his splendid youth, and there is the playful way of
scattering unexpected images and rhetorical figures over his poetry
and prose—an ease and playfulness acquired by hard intellectual labour.

" For Ghilib was not a poet who composed his verses without
cflort; he has described the secret of poetry as :
drawing the heart-blood from the veins of speech;

00257 568" 51 ot S Oan

INTRODUCTION 9

but he was able to offer the.reader the most elaborate results of his
artistic endeavour in gracefully moving lines, comparable to the
reflection of figures dancing on the dark and chaotic waters of a torrent.

L] LI *

It is revealing to look at our poet’s names—for the importance
of the personal name, and even more the poetical pen-name, is even
greater in the Islamic lands and especially in India than it is in the
West, and often permits us some insight into a poet’s or mystic's
character, his ambitions and ideals.

His parents had called him Asadullah, ‘Lion of God’, that is
one of the surnames of “Ali, Muhammad’s cousin and son-in-law
and the fourth caliph of Islam. The pen-name ‘Ghilib’ is likewise
an oft-used surname of the same caliph <AIT ibn Abr Tdalib al-Ghalib,
the 'triumphant conqueror’. Thus his names form a homage to the
hero of Shi®a Islam, the religious form to which the poet was inclined,
contrary to his family who were Sunnites. Ghalib could easily play
with his nom-de-plume :

whosoever is his companion, is the companion
of the victorious hero.

A e K8 L e St g &S

However, in times of despair he could close a ghazal with the line :

Wherever you see my pen-name Ghalib in a ghazal,
erase it, and write instead Maghlib (= ‘conguered’, ‘overcome’)

o g o8 50 palid e ST e
e il ok s LT A5

Such a pun on the words ghdlib and maghiab is found as early as in
Nizimi's epical poem KRhusrau Shirin, and this little instance shows
how deeply Ghailib was steeped in the poetical tradition of Iran and
India.

When he started writing, Persian literature in the sub-continent
had a history of more than 800 years, and its outward form in the
Arabic-Persian quantitative meter had never changed: the long gasida—
mostly a panegyric, a satire, or a hymn, the shorter ghazal as vehicle



10 INTRODUCTION

for love poetry, mystical or profane, the git°a or ‘occasional piece —
all of them keeping the rhyme enunciated in the first verse throughout
the ensuing poem; further the mathnawr in which the hemistichs rhyme
together two by two and which thus allowed the development of longer,
mainly epical and didactic poems. The quatrain often served for
aphoristic purposes, and was a genre of which mystical and erotic
poets were likewise fond. A by-product, produced by connecting a
number of ghazals in the same meter by a verse which expresses the
general Stimmung of the chain of poems, is the tarkib-band and the
tarii “-band,

These inherited forms had been elaborated and refined by
numberless poets in Iran proper, in Turkey, and in the Indian sub-
continent. As early as in the 11th century—only a few decades after
Mabmild of Ghazna’s conquest of Northwest India—the fame of the
poets in the Panjab, Abu®l-Faraj Riini and Mas®id ibn Sa®d-i Salman,
spread widely over Iran, and with Amir Khusrau (d.1325), the virtuoso
in poetry and music and sweet-talking ‘Parrot of India’, the new style
of Persian poetry opened its first buds: in his verses we find some of the
complicated, even abstruse metaphors and the extremely artistic tech-
nique which were later so common in the so-called sabk-i hindi, the
‘Indian Style® of Persian poetry.

It was at the Mughal court that this poetry lived through its
‘Indian Summer’, as Ethé has called it so poignantly: glowing and
pathetic in the masterly verses of “Urfi (d. 1592), more cerebral in the
poems of his contemporary Faidi and, slightly Jater during the reign
of Jihanglr, in the gasidas and ghazals of the fertile Talib-i Amulr,
highly sophisticated in Naziri’s literary work. Suffice it to mention,
out of the hundreds of poets who swarmed to the generously laid tables
of the Mughal nobles, the names of Kalim (perhaps the most attractive
poct of the 17th century), of Qudsi and of Ghani Kashmiri, and to
remember those poets who were connected with the luckless heir
apparent Dird Shikoh; some of them, like Sarmad, were executed like
the prince at the hand of Aurangzeb and his officials. And in the later
days of Aurangzeb’s reign, when literary and artistic life was no longer
encouraged by the ruler, the poets retired into a world of fancy; the
tunes of weariness and despair—already palpable in the earlier Mughal
poetry—became shriller and more dissonant; the complicated conceits
of Indo-Persian literature waxed so difficult and cumbersome that
some of the poetical and prose works of Nasir “Ali Sirhindi (d. 1697)
and Mirza Bedil (d. 1721) became almost incomprehensible even for
a native Persian (if we believe the critical statement of the Persian
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refugee “All Hazin, whose style in turn was criticized by. Khan
Arzil).

Persian poetry had always chanted the withering of the rose of
happiness : for everything on earth is transitory, as the Qur*an attests.
The poets have echoed these words in numerous metaphors and have
combined the complaint about the instability of life with the quest for
immortal beauty, influenced in their world-view and their imagery by
the Muslim mystics who tried to descry the Eternal and Unique
Source of Life and Beauty behind the manifold manifestations of this
world.

-The beloved to whom the poets address their verses is always
considered cruel; and he/or she (Persian knows no grammatical gender)
can be interpreted by turns as a noble virgin living in purdah whom
one knows only by hearsay or through a picture; as a coy courtesan,
fickle by profession; as a young attractive boy, preferably fourteen
years old; as the despotic ruler: or as the Lord Himself Whose
will is inscrutable and Whose Essence is beyond the reach of human
thought. The ‘rival’ and the ‘reproacher’, so closely associated with
the Iove-drama, fit as well into the scenery of court-intrigue, or they
could represent the dry-as-dust theclogians and lawyer-divines who,
fettered by the chains of tradition, envy the lover who dares to sing
of the mystery of intoxicated love. The special charme of Persian and
related, wiz,, Turkish and Urdu poetry, consists of this ambiguity
which permits different interpretations of an outwardly stmple verse.

Innumerable are metaphors connected with suffering and with
death in this poetry—the poets knew of the

Terminate torment

Of love unsatisfied

The greater torment

Of love satisfied (T. S. Eliot ),
and believed that death is the only way which leads to permanent
union with the beloved—in whatever sense we may interpret this term.
Love is proved and matured by constant suffering, as gold is purified
in the melting pot. That is why the poets never tired of inventing new
images to symbolize this suffering in love: the nightingale who is
wounded by the rose, that radiant symbol of Divine Beauty and
Majesty, or Majniin the demented lover, conversing with the animals
in the desert, or Farhad, the deceited worshipper of Princess Shirin.
‘The polo ball as well may symbolize the head of the lover in the tresses
of the beloved ; the liver is roasted in the fire of love, the house destroyed
by the torrent. Many other images which were taken from the Cur’an
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or from Persian history, from the colourful garden or the pastimes of
feudal lords served the same purpose.

The metaphors and symbols of Persian poetry are restricted,
they have been elaborated during the centuries according to the taste
and skill of each poet. But the repertoire of words was almost in-
exhaustible : the Persian poet who was in need of a rare rhyme or
wanted to surprise his reader could easily recur to the Arabic vocabulary.
Not the genuine expression of personal feelings was regarded as the
poet’s goal: the real art was to surpass former poets. The more
time passed Persian writing poets would compose their gasidas and
ghuzals on a given zamin ‘ground’, e.g., according to a given meter
and rhyme as preformed by the previous masters; this skeleton was,
then, covered, embellished and ornated with words according to the
skill, wit and erudition of the ambitious poet.

The Western reader gets perhaps bored when meeting for the
fiftieth time with a metaphor associated with Joseph and his marvellous
beauty, with Moses and the Burning Bush, with the lifegiving breath
of Jesus, or the world-showing glass of the Persian ruler Jamshid—
but did not European literature live, for many centuries, from the
material furnished by Greek mythology and biblical langnage respec-
tively ? And when a modern dramatist expresses the tragedy of a
family in terms taken from Antigone or QOedipus, or sings his love in
the disguise of figures borrowed from Shakespeare, when Ezra Pound
or T. 8. Eliot insert learned and subtle quotations into their poems they
do nothing else but what the Oriental poets have always done when
they borrow their motifs from the Qur”a@n, the Shihnime, or the epics
of Nizami, “Attir and Maulana Riimi. The essence is the same :
love, jealousy and death, whether the experience be that of Othello
or of Khusrau Parwiz. However, translations of Persian or Urdu
poetry which convey only the rather meagre contents of this kind of
lyrics without explaining the subtleties of style, the allusions and the
whole cobweb-like system of rhetorical devices can never impress the
Western reader who is too often inclined to distill a Weltanschavung
out of the arabesque-like verses of Hafiz and his compatriots. It
should always be remembered: Persian poetry is learned poetry—
much more so than medieval European poetry, much more even than
the verses of John Donne and other Metaphysical poets.

The poet should be judged *‘as craftsman like other cralismen,
a goldsmith of words, a jeweller of verbal images.” This remark of
A. 1. Arberry about the Arabic poets can as well be applied to those
writing in Persian, Urdu and Turkish. This poetry lacks the spon-
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taneity which we assocrate with the word ‘lyrical’; the poets
rather prefer to surprise the reader with their erudition in ali fields of
human knowledge (often hoping for an adequate reward for their
performances). Persian poems therefore demand from the student
an extensive study of the numerous rhetorical figures and a careful
interpretation of each symbol and metaphor, and perhaps their most
interesting aspect for the reader is to observe the poet in his artistic
performance. He has to find out how he uses the device of harmoni-
cally selecting the motifs or that of phantastic aetiology in an unusual
way; whether he is able fo allude to three parts of the body
in one hemistich, or to combine four allusions to religious itéms in two
lines, whether he finds a new rhyme-word in a sequence of rhymes,
or conceals a witty amphibology in an innocent phrase. By such a

" careful analysis the verse reveals new dimensions every time we read

it; comparing it witlt similar verses by earlier wrilers we enjoy the new
and unexpected turn given to an old metaphor, the surprising intro-
duction of a novel subject.

This is the kind of intellectval game which Ghalib played so
well—not always avoiding in his verses the danger of puzzling the
reader in the “labyrinth of ... tortuous inventiveness’, to use once more
an expression coined by Arberry. For this reason it is almost impossi-
ble to adequately translate his verses into any Western language.
For if the translation of classical Persian poetry is not an easy task,
that of Indo-Persian poetry is rendered even more difficult owing to
the peculiarities of the so-called Indian Style. The use of abstract
infinitives, often put in the plural, and unusual grammatical forms, are
typical of the later period of Indo-Persian poetry. And when the
classical poets followed certain rules in the harmonious combination
of motifs, the Inde-Persian writers showed an inclination towards
uncouth compositions of images and words. Inherited metaphors
are sometimes broken up and put together in a different sequence, a
method by which the poets achieved surprising kaleidoscopic effects.
The categories of time and space were now and then interchanged,
optical and acoustical metaphors were blended together, cause and
eflect strangely mixed.

The traditional poet would compare the small mouth of his
beloved toa dot, to the tiny letter mim, or to a nothing; Talib-i Amuli.
however, turns the metaphor and complains that he has become so
silent,

as if my mouth had been a wound which is now healed,
e.g., which is no longer visible. And Ghillib, in wurn. consoles himsell
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when his beloved refuses to kiss him and scolds him instead—how
could she kiss him at all since she has no mouth?
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Another tiend in Indo-Persian poetry is a predilection for
gruesome motifs. The roses turn more and more into bleeding
wounds or threatening flames, just as in earlier times the tulips were
considered the blood-stained shrouds of the martyrs. The symbolism
of fire occupies an even greater room than in classical poetry, as the
drvans of the poets in India, from “Urfl to Ghalib, can easily prove.
The poets who formerly put only salt on their wounded hearts now use

diamond powder, so that Ghilib can inform his reader that the main
ingredient in the salve for the.wounds of his heart is pulverized diamond
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~—the hardest element conceivable—which adds to the gall. ‘Shroud’
and ‘scratching nail’, the ‘blister of the foot’ and the ‘stone flung by
children at the lunatic’ are expressions used frequently by the 17th cen-
tury poets in India, and although most poetsin the Persian tongue had
described the endless way of love and longing, it was the Imrdo-Persian
poets who introduced into lyrics the concept of k/iamyaza, lit. ‘yawning’,
and then ‘insatiable thirst’, the thirst of the shore to embrace the sea.

Longing and breaking down—these are two favourite subjects
of Indo-Muslim poetry (probably influenced by the mystical teaching
which makes the ‘breaking of the lower soul’ a prerequisite for the
mystical path). One of Ghilib’s most ingenious lines—scarcely
preceded by any other poet—states that nothing but the breakdown
of hope and wishes is the result of loving attachment :

Heart pressed unto heart were so-to-speak a 'lip of regrer’,
) CeRE e B & ool ola
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that means lips pressed together in regret and sorrow.

This example shows that great poets—but only these!-- could achieve
impressive results in this style; the reader who perseveres in struggling
his way through hundreds of complicated lines will suddenly find some
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verses, dark and glowing, or unforgettable aphorisms full of despair
and marvellous wording.  The ‘glad tidings of being killed>—again a
mystical concepl—is a common expression among those poets who,
like “Urf1, would boast :

I went to the door of the executioner's house, singing a ghazal. ..
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Ghailib has often echoed these tunes :
Don’t ask how happy the yearning ones are when
they see the place for execution!

It is the °Id of expectation (that) the
sword should become naked.

PURPPIICINN FIG S VY U T RS
o OlLe K o202 2 oglhai o

The crescent which announces the “id al-fitr, e.g., the Festival at the
end of the fasting period, is compared in a traditional image to a
scimitar; and as much as people long for the sight of the new moon
which brings to an end the month of fasting as much do the lovers
enjoy the sight of the scimitar drawn from the scabbard at the place
where they shall be sacrificed. The word °Jd in connection with the
new moon points to the Festival of Breaking the Fast, but in connec-
tion with slaughtering it bears a relation to the second festival of the
Islamic calendar, the Feast of Sacrifices at the end of the annual pil-
grimage to Mecca.

In a small example it can be shown how much Ghilib stands in
the tradition of classical Persian poetry; one of his verses which is
often quoted to convey the idea of his dynamic world-view, e.g.:

Come and behold the fervour of my longing o see you—
hehold my dropping from my evelashes like tears
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With this the poet elaborates an image which can be found in one of
Khaqant's ghazals when he complains that he, being like to the tear-
drop, is too weak for reaching the eyelashes.

Notwithstanding his sharp attacks against the Indo-Persian
poets Ghilib himself follows the Indian style to some extent. The
frequent use of abstract infinitives, even in his Urdu poetry, belongs
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here, and so do long sequences of genitive constructions which resist
a poetical translation.

But in spite of all its intrinsic difficulties one cannot but admit
that this poetry has a charm of its own. I venture to guess that our
generation who is used to the enigmatic style of modern poems as
well as to the weird images of some expressionist poetry, and has also
learned to appreciate the beauty of metaphysical poetry may find a
certain mental pleasure in disentangling the complicated arabesque—
like twists of Indo-Persian and classical Urdu poetry, whose most
outstanding master was Ghalib. The reader of Ghilib's poetry will
be amply rewarded. He will suddenly find verses which are tender
and human:—

In union be gracious according to the measure
of (the lover’s) endurance,

For it means death for the rhirsty when the
water rises over his head
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There is the proud attestation of his fidelity :
May my bier, carried on people’s shoulder, be an
example for those with hearts:
No one leaves the street of his beloved on his own feet
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And there are again those consoling words which friends in Pakistan
use to recite to parting friends :

Parting and union have each a flavor of its own :

Go away a thousand times—come a hundred thousand times!

3l J-U -y Lo Jan s C‘J_,
Lok sha aw p ,b e

Even more frequent are such verses in Ghalib’s Urdu poetry.

Urdu as a literary language had flourished in the Deccan since
the early 16th century; its poetry was partly infinenced by Persian
models. It was surely no accident that its reception in Delhi as a
medium of poetry coincides with the breakdown of the Mughal Empire
after Aurangzeb’s death (1707). The newly discovered literary medium
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was immediately accepted by major and minor poets; the great love-
poet Mir Taql Mir, the satirist Sauda, the mystic Mir Darc_l,
the romantic Mir Hasan, all purified and refined the language, made it
pliable enough to express every nuance of humar:n i_'eelings. Their
poetry was understood by the masses, by the people sitting at. the doors
of the Great Mosque in Delhi, while the sophisticated Persian poetry
could be appreciated only by the members of the cducated classes,
and became more and more petrified since it had lost conlact with the
spoken Persian of Iran. )

Owing to the successive disasters which came over the once so
glorious capital, the imperial Delhi, many poels migrated in the second
half of the 18th century to Lucknow, and there, at the courl of a
dynasty of cheerful rulers, Urdu was polished until it could flawlessly
reflect the dazzling luxury of the court and the gaiety of the Lucknqw
society, but was also able to produce mourning-poems for_ Husain,
the Prophet’s grandson, in deep coloured images and dramatic scenes.

This was the language in which Ghailib wrote his masterpieces.
Who could surpass the lines in a ghazal which is a favourite object of
study for European Urdu scholars :

Sleep is his, sweet intoxication is his, the nights are his,
On whose arm your tresses lie, dishevelled....
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Who save Ghalib could Invent the vérse :

You may kindly call me whenever you like—
I am not time past, that I could nor return!
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We find mystical lines which show Ghilib's sound knowledge of the
Islamic tradition, besides mnusing verses like the git®a of a ghazal
which is made up completely from juridical technical terms :
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There are swinging songs of wine and love as well as the expression

. of the hope that his beloved may not sever ail relations with him—even
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if their relation be enmity, it would be more welcome than her indiffe-

rence :
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But darkness and despair loomed large in the poetry of Ghilib who
sighs,
{ am the dried-up lip of those dying from thirst...
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This darkness is the background for the sparkling fires, the gushing
floods which threaten his very existence. The hope for death is at
times predominant in his verses, and still, the poet advises his reader
to enjoy each melody of life, be it that of happiness or that of mourn-
ing; for ‘the instrument of life will be silent one day?!’
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Ghilib knew that nobody could surpass him in Urdu, but he was
ikewise sure that he was on equal footing with the greatest represen-
tatives of Persian poetry, and that his knowledge in poetical matters
was as comprehensive as his capacity for literary work :

When others hew their axes into the mine {of rubies),

I make a night-attack on Badakhshan
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He wanted to conquer the whole province in which the precious stones

were found, and not to contend himself with a single mine which might
vield only a few jewels... :

The aim of our book is simply this :
we want to introduce the Western reader into the complex imagery
of Ghalib’s poetry and to facilitate his access to a literary field which
has still to be discovered by the lovers of comparative literature. In
the present moment, this can be only a first attempt. The verses from
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earlier Persian poetry which have been chosen to explain some of
Ghilib's images have been plucked at random, nt_)t systematically;
everyone acquainted with classical Persian poetry will be able to add
other examples. But completeness was not intenc!ed anc'l would be
impossible as long as large parts of Persian poetry still remain unknown
to us ; besides, such an attempt would by far transgress a single scholar's
capacity. Still, we hope that we can convey at least a certain -idea as
to what extent Ghilib was indebted to his predecessors, and in how
far he surpasses them with his ingentous ideas.



GHALIB’S DANCING-POEM

If somebody were to ask me to contribute three Persian poems
by Ghilib to an anthology there would be no doubt about the first
two items: without any hesitation I would choose the ghazal with the
rhyme-word be-ragg, ‘dance’, which seems to me, to reveal more of
Ghalib’s character than many other verses of his.
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My second choice would be the ghazal with the rhyme-word
namidam-ash, ‘I called it’,
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where the poet describes how he, regarding each subjective experience
as the reflexion of a higher objective fact, named the manifestations
accordingly: the smoke of his passion wove veils, and he called them
‘sky’; there was a confused dream which his eye beheld and which he
called ‘the world’; the small speck of dust which suspicion threw into
his eye, seemed to him ‘the desert’, and the single droplet which tumbled
from his eyelashes, was called ‘the endless ocean’. In this vein he
continues until he designates the Ka®ba, the goal of the pilgrims,
as ‘the footprint of the wayfarers’, faithful to the imagery of mystical
poets before him. And after all these enthusiastic and highflown
images where the poet functions as a kind of second Adam, ‘naming
the things’ and thus exerting power over them, he suddenly turns in
one of those surprising changes of key which make his poetry so charm-
ing, to a witticism in the last verse : .

Ghalib was a nightingale from the rosegarden of Persia—

I was mistaken and have called him the ‘Parrot of India".}
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Thus, he introduces an elegant allusion to AmIr Khusrau (d. 1325),
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called ‘the Parrot of India’, but at the same time implies his claim
of superiority even over this master of style, since in Ghilib’s opinion,
only Persian-born poets were able to write that flawless style which
Indo-Persian poets but rarely achieve,

As to the selection of the third poem, 1 would need some careful
thought. I might choose one of Ghilib’s poignant and sarcastic
quatrains in which he jokes about the lucky pilgrim who walks so full
of joy that the poet understands that he has left a quarrelsome wife
behind him, and therefore envies him.
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Or else I might select a gagida, preferably Nr. XXVI which begins with

a marvellous hymn about the miraculous powers of ‘those who have
pot insight’,
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but ends in an insipid panegyric for the last Mughal ruler. But finally
I would probably turn my predilection to Ghalib’s little poem on his
cat in which the baroque wording contrasts so charmingly with his
affection for the graceful animal of supple movements.

1 have in this world a cat of pure nature,

The wave of her gait is of a fairy-child's wing ...
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But the very first poem of my selection seems to provide best
access to a large number of Ghilib's favourite metaphors, and perhaps
even to some aspects of his feelings, and his contradictory character.

This is the ghazal with the rhyme-word ‘dance’:

1. Like the reflection of the bridge in the torrent dance in the
delight of afffiction !
Keep your place firmly, and yet dance, separated from your-
self !
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Time (or: the covenant) has no loyalty,; the single moment
is a nice booty —

dance in the blandishment of the loyal covenant Jrom the
beautiful ones!

Constant seeking is delight—what do you talk of getting
over the way?

Give up walking—dance at the sound of the caravan bell !
We have been thriving and have walked gracefully in the
meadows —

o flame, dance in melting our straw and our-thorns!

Take the way of the mystical dance (sama<) to the melody
of the owl,

and dance likewise in the passion (hawa, also ‘air’) of the
trembling of the Kingbird's wing !

In love, the spreading out (in cheer} does not reach an end —
become like a whirlwind of dust and dence in the airl

Leave aside the decayed pictures of the dear Jriends —
dance to the trumpet of mourning and at the banguet of con-
dolence!

Like the wrath of the pious and the Jriendship of the hypocrites
be not in yourself, but dance in the throng! '

Do not seek pain from burning, nor joy from opening —
dance recklessly in the arms of hot storm and morning-breeze!
Ghalib, with that exultation (of thinking): "'Upon whom
do you depend ?”

Wax forth from yourself and dance in the Jetrers of affiiction !
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The necessarily pedestrian translation can only convey the
contents, without reflecting the charms of the poem. In its external
form, it is strictly classical, as poems with the rhyme-words ‘dance!”,
‘the dance’, ‘I will dance’, etc. are by no means rare in Persian poetry,
In fact, classical Persian mystical poetry contains a rather large number
of verses in which the author either tells himself to rise and dance, or
else praises the movement that frees him from all earthly concern.
This particular kind of poems in praise of dance (alien to the rigid
orthodoxy of Islam and therefore often objected to by the pious)
belongs to a much larger tradition in which poets of all races and relj-
gion have praised the dance, still pPreserving a dim memory of its
essentially sacred character.

Indeed, dancing occupies a special place in almost every religion.?
One has called dance the ‘absolute play’, for, as the catholic theologian
Karl Rahner once remarked: every play is, in its deepest meaning a
dance, a Reigen (round-dance) which revolves around Reality.?
It takes man away from the world, from the gravity and density of our
earthly existence, and imbues him with a sense of closeness to heaven,

As it is well-known from ancient Greek tradition, two deities
were connected with dance: they are Dionysos wheo enraptures
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man jn wild dances and carries him forth from himself, and Apolle
who teaches him to move in barmonious forms and fixed rhythm. In
primitive societies, dance is often connected with religious purposes,
be it that man wants to influence the spirits by his movements, as is the
case in the dances of the hunters who imitate the movements of the
game they intend to stalk, or that the faithful try to repeat the har-
monious movement which they ascribe to superhuman powers. In
many societies magic practices are connected with dance : at the
times of eclipses and of war and during the highly critical occasions
of human life, e.g., death, birth and marriage, special dances are con-
sidered necessary to avert the evil spirits which might wish to interfere
with the great event in question and thus threaten the happiness and
health of the -family or clan. To give an example: the villagers in
some parts of Eastern Prussia used to dance around the bier of a de-
ccased family member. In medieval Christian painting a reflection of
this thought is found in the frequently used motif of the Tofentanz,
the mest famous examples of which stem from Holbein’s brush—
Death dances with the human being whom he wants to carry away into
his kingdom.* The medieval paintings had reflected the horrors of
the times when plague decimated the population (first in 1348). The
terrors of the wars in our century have resulted once meore, in whole
series of ‘Totentanz’ in European painting, like those by the German
artist HAP Grieshaber.

Primitive society used dance as a means for warding off evil
spirits, but also as an imitation of the movements of nature: examples
from northern Europe are, the dances at Easter and summer solstice
in which the movement of the sun is ‘repeated’ by dancing in order
to ‘renew’ the strength of the luminary by the magical practice5 One
should not forget the exhausting rain-dances in Australia which are
executed for producing rain. To secure fertility, dances on the fields
or around the seedbeds in springtime were quite common in Europe.

In all these dances, the simplest and most frequently used form
is the circle and round-dance, which evolved from the practice of
describing a magic circle around a certain object. Such circles were
drawn to confine, hence possess an object, or to attain a share in its
power, or else to impart it with some power of one’s own. That is
the meaning of the circumambulation around sacred objects which is
known in most religions—from the fawaf around the Ka®ba in Islam
to dance around the Christmas-tree in Western countries. By means
of this act some of the power of the satred object penetrates the wor-
shipper who seeks to acquire part of its mana.
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In many early societies, dance was considered a most valuable
gift for the deities. It was a kind of offering of beautiful forms by
which man tried to express his feelings of gratitude toward the higher
powers; these in turn, were imagined as enjoying the same delights as
human rulers did. Indian and Indonesian religious dances are in part
developed out of this peculiar attitude; indeed, a dancer who fulfils
the thousands of complicated rules of a classical Indian religious dance
in perfect harmony and beauty has brought something precious to
entertain the gods. Similar ideas were formerly alive even in the early
Christian church.® In some places the faithful would dance in honour
of the Virgin Mary and the martyrs. The official church has never
approved of these dances, but has rather issued a number of decrees
against dancing of which that of the council of Toledo in 589 is best
known.  Nevertheless, it is precisely in Spain (Seville) that a sacred
dance is still performed once a year in some churches. On the other
hand, the idea of dancing in honour of the Virgin is a well-known topic
in literature and folklore: a poor and helpless girl, or a destitute juggler
dedicate the only thing they possess, namely their dances, to the Virgin
who is to find pleasure in their sincerity and in the beauty of such a
spectacle; as a consequence the hero or heroine is proven worthy of
eternal beatitude.”

But even mere important than the magical aspects of dance
is the fact that it can carry a man out of himself and bring him—so
to speak—in touch with a higher reality. Numerous examples of
ecstatic dances can be found in many primitive societies, from the
Shamans in Siberia 10 the Red Indians in America. The prophets in
old Israel attempted to reach the ecstatic state through the practice
of dancing exercises (1. Sam. 19,19; 1. Kings 18,29.) The underlying
reason for such a behaviour is simple: by spinning around one's
own axis or turning around 2 specific centre one feels exempt from the
law of pravitation; in a centrifugal movement the body flees away
from his original centre of gravity and seems to draw closer to the
celestial spheres. For this reason dances are quite common in the
ecstatic communities of the ancjent Near East and Europe—and, we
may add, up to this very day. Considering the dangerous implications
of such dances which seem to set people free from the rigid system
of law and duty, early Christian theologians had reacted energetically ®
“Where there is dance, there is Satan™ says St. Chrysostomus.® Yet
ecstatic dance played an important role in a few medieval heretic
movements, like that of the Korizantes and Dansatores who wandered
for a short while through Europe; in 17th century Russia the Chlysts
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and Skopz considered dancing as a means of elevation intc higher
spheres.

This ecstatic dance developed particularly in Islam, although
Islamic orthodoxy condemned it as violently as St. Chrysostomus .did
for Christianity. The sama“—originally only a musical gathering,
then the whirling dance of those who were enraptured by the music—
was known since the mid 9th century among the mystics of Baghdad;
they opened the first place for sama®-meetings in 864. The question
if and how far sama® was licit became from that time onwards one
of the most controversial problems in Islamic mysticism. The long
dissertations found in the classical handbooks of Siifism, like Sarrgj’s
Kitab al-luma®,*® Qushairt’s Risala, "' Hujwirl's Kashf al-maljzb *?
and many other works show how engaged defenders of both viewpoints
were in the discussions that ensued. The problem remained unsolved
throughout the centuries. In India, some of the mystical orders
permitted sama® (like the Chishtiya), while others, like the Nagqsh-
bandiya, were strictly ageinst it. Every group tried to defend their
own viewpoint in exhaustive books and articles filled with quotations
from the Qur®gn, the Prophetic traditions and the works of the Fathers.1?

The sama® became institutionalized in the Mevievi order in
Turkey (the Whirling Dervishes) in the late 13th century, and nobody
who has witnessed a performance of mystical dance in Konya, the
cenitre of the Mevievis, can forget its breathtaking beauty.’* The
biographies of saints, especiaily in the Eastern part of the Muslim
world, often contain stories about people who practised samac and
died in the midst of their dancing as a result of their acute agitation,®
A stranpge Western echo of the feelings of a participant in the sama®
is the “Ode, by a Western Spinning Dervish: The Secret of the
Universe” by Edward Dowden (d. 1913), who tries to portray the
emotion of constant spinning in consonance with everything créated:

...as Time spins off inte Efernity,
And Space into the inane Immensity,
And the Finite inte God’s Infinity—
spin, spin, spin, spin,'® X

Since dance is connected with leaving the earthly sphere it is
often considered to be a movement peculiar to the gods. Dancing
deities exist not only In ancient Mexico, but even the Phoenicians
knew a Baal Marqod, a ‘Lord of the Dance’. The most famous
example of this type of deity is Skiva, the Hindu god of destruction,
that terrible dancer (rata-rgja) with four arms who dances through the
world with dreadful and yet spellbinding movements. And as the
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Greeks confronted Dionysos and Apollo, India knows not only the
deity who dances destruction but also the harmonious dance of Krishna,
Vishnu's incarnation; he plays and leads the round-dance being
surrounded by the gopis, those cowherd girls who symbolise the
individual souls, each gopi imagining that she alone dances with the
divine beloved.

The idea that dance is the typical movement of those freed from
the laws of gravity is reflected in the Middle Ages in poetry and paint-
ing. According to Gregorius of Nyssa, the great Cappadokian church-
father of the 4th century, in the first created paradise a dance of all
those touched by the power of the Logos was performed, until all this
sweet harmony was destroyed by Adam’s sin; at the end of the world,
however, there will be a new dance performed by all those who have
been admitted to Paradise.)” “There is a dance in Heaven” is indeed
the beginning of an old Dutch song, and the delightful paintings of
Fra Angelico show this everlasting dance: the biessed ones and the
angels dance together around the source of eternal Love and Beauty.'*

The concept that everything created revolves in a kind of dance
around the source of life, is already found in Platonic philosophy.
Plotin and Philo have expressed similar ideas about the well-organjzed
dance of the spheres and of the spirits spinning around eternal Beauty,1?
and the Christian fathers, otherwise so inimical to dance, have gladly
adopted the image, David's dance before the ark (2. Sam. 6,14)
became for them a synibol of this wondrous dance of the spirit around
the Lord.

In the New Testament we read Christ's word “I have played
the flute but you did not dance” (Matth. 11,17); due to this saying the
heavenly dance came to be associated with Jesus himself; the Church
father Hippolyt held that the divine Logos is the sovereign performer
in the eternal dance. The gnostic Acta Joannis (IT 12) use the same
vocabulary, depicting Jesus as the heavenly musician to whose melodies
everything moves in spiritual dance.2® Medieval German mystics,
especially Mechthild of Magdeburg, were extremely fond of this image
and the genre of Geistliches Tanzlied, i.e., the ‘spiritual dancing song'
was often used by the medieval German nuns to express their longing
for Christ in tender verses.2! Later, Jacob Boehme describes the
highest bliss as the moment when the soul enters “into the Inper
Choir, where it joineth hands and danceth with Sophia, or the Divine
Wisdom™,22 This symbolism so greatly cherished by the medieval
mystics, is echoed even today, by the beautiful Ronda “Jesus’ by the
Chilean Nobel-prize winner Gabriela Mistral, to whom Spanish poetry
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owes some of its finest dance poems, recalling in very modern language
the age-old traditional feeling that dance is the movement of the
cosmos. With her ronda, Gabriela Misiral is an outstanding re-
presentative of the numberless pocts and poetesses who have used the
dancing image in their literary works—be 1t specimens of modern Latin
American poetry, or the graceful and enchanting dancing verses by
E.E. Cummings. To mention only one outstanding example in
German literature, the poet Rainer Maria Rilke (d. 1925) elaborated
the motif of dance from his earliest religious poems to the cryptic
verses in the ‘Sonette an Orpheus’.

The largest number of examples of this dance imagery is again’
found in the Islamic world. As already mentioned, the sami® was
practised by the Sifis from the Sth century. Yahya ibn Mu*idh
(d. 872) is, as far as we can see, the first to sing in short and touching
Arabic verses about man’s revolving in the love of God :

The Truth we have not found ;

Seo, dancing, we beat the ground !
Is dancing reproved in me,

Who wanders distraught for Thee ?
In Thy valley we go around

And therefore we beat the ground.®

The classical example of the spinning and the ensuing state of
annihilation in the new centre of gravity is the metaphor of the moth
which flies around the candle until it is burnt to gain new life in union,
a story told for the first time by Hallaj, the martyr-mystic of
Baghdad.*

But even without the moth-and-candle motif the range of dancing
symbolism would be wide emough. We would expect it to become
popular in Persian poetry only after the time of Jalaluddin Rimi, the
spiritual initiator of the Whirling Dervishes, but a short review of the
poetry of his predecessor Fariduddin “Attar (d. 1220), one of the most
prolific writers in Persian mysticism, shows an abundance of verses
in which the image of dancing is used in association with intoXxication
and the rending of his garments, in short, as symbol for that spiritual
rapture in which the poet claimed to live since prée-eternity.?® The
reader as well is called to dance and to cast off the fetters of this world.
Altir's younger contemporary Sa®di of Shirdz praises in his Bastan
the intoxicated dance and alludes several times to the lovers whose
‘soul dances when they listen to the word of the friend’.*® And
the oft-used expression that he who dances ‘tramples the world under
his feet’, i.e., no longer cares for it, is found in his lyrics.2? Perhaps
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the most daring expressions of the mystic’s ecstatic dance ‘with God’
can be found in Razbihian Baqli's (d. 1209) writings.2®
In Rimi’s work, then, dance symbolism reached its apex and
perfection. The tradition tells how the mystic would fall into an
ecstatic state when listening to the melodions sound of the hammers of
the goldsmiths in the bazaar in Konya, or to the chatter of the water-
mill in the lovely suburb of Meram; he would, then, spin around
himself, reciting and singing poetry. A careful analysis of his poems
indeed reveals that many of them were born in the throes of rhythmical
movement, and the reader is often tempted to follow this movement,
being more transported by the sound and rhythm than by the semantics
of the text. By virtue of his lending ear to the ‘inward song of the
soul,?® Rami has used the imagery of dancing frequently: in one of
his quatrains he describes how the eternal Beloved dances on the
screen of his heart and teaches him the art of dancing.®® Perhaps
the finest description of the mystical dance of the Beloved is the short
ghazal which begins with the words :
I saw my friend, he went around the house. .
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The sama® is ‘nourishment for the soul’,3? and when the lover touches
the soil with his dancing feet, the water of life will gush forth from the
darkness®® Taking over neoplatonic ideas, the poet compares the
spinning of the lover around the beloved to the movement of the spheres
around.the moon. This idea has also been expressed in some of the
Iater theoretical explanations of the ritual of the Whirling Dervishes.
The lover who enters the mystical dance is loftier than the spheres,
for the call to sama* comes from Heaven; he enters a place which is
beyond heaven and earth, even beyond the Divine Throne.®® And
one of the comparisons most highly favoured by Rimi as well as by

later poets is that of the dust-particles which dance around the central

sun {o the lovers who in tum, move around their divine beloved—
the word dharra, ‘dust particle’ and ‘atom’, cannot but recall 1o the
modern mind the movement of the atoms around their nucieus...
In such a mystical round-dance the soul looks towards the beloved
and becomes in a certain way united with the centre, since only the
power of the central sun can make the particles move.

Apart from the traditional cosmic explanation of the mystical
dance Riimi went so far as to associate the story of God's revelation
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on Mount Sinai with the dance-motif (Sura 7/139).2* The Qur*an
describes how the mountain was split asunder by the impact of over-
whelming revelations, an event which is called by Rimi “The Sinai
began to dance”; for the movement of the mountain appears to him
as a dance of ecstasy, during which it unrivets itself and attains the
state of annihilation, scattered and piecemeal in the presence of God—
an exact counterpart of rman who will be naughted in God as a result
of His dance. Once the spirit is freed by such a dance from the fetters
of worldly density and has attained a life in union, he sees that each
tree, each plant in the garden is dancing, touched by the spring-breeze
of love; only those branches which are dried up or frozen do not partti-
cipate in this movement that permeates all stages of being.3¢

These few examples show that in the Mevlevi tradition, dance
means both dying and being revived; e.g., dying from this world and
living in the larger cosmic harmony, in permanent union with God.
Annihilation and duration in God, fana® and baqa®, the twofold goal
of mysticism can thus be expressed in the symbolism of mystical dance.

When Friedrich Riickert, the German orientalist-poet (1788-
1866), translated in 1819 a number of poems of Jalialuddin Riumi
in a rather free adaption, he found an exquisite formulation for the
mystery of dance :

Wer die Kraft des Reigens kennet, lebt in Gott,

Denn er weiss, wie Liebe t5te—Allah Hu B
or, in W. Hastie’s English rendering of the Riickert translation :

Who knows Love's mazy circling, ever lives in God,

For Death, he knows, is Love abounding: Allah Hu?35
Hugo von Hofmannsthal, the Austrian writer, has in one short sentence
alluded to this secret of the mystical dance as he had learned it from
Riickert’s translation of Riimi: it means, to recognize that life and
death, passing away and resurrection are intimately related, are part
of each other, as movements in the eternal dance.*®

This is the tradition out of which Ghalib’s verses on dance should
be understood.

For Jalaluddin RUmi’s symbolism was largely accepted by the
Persian speaking mystics. No poet has influenced the literatures of
Iran, Turkey and Muslim India as much as he; quotations from his
work and allusions to its most famous verses are found everywhere;
for centuries, commentaries have been written on his compositions,
and they have been translated into the various Islamic languages.

In the Subcontinent the tradition of music and dance was mainly
connected with the Chishtiya order which had been implanted in Indian
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soil by Mu®inuddin Chishti (d. 1236 in Ajmer), one of the most in-
fluential personalities of medieval India. It is small wonder therefore
that his later disciple in the Deccan, Gisudariz (d. 1421), rather fre-
quently uses dance symbols in his Persian poetry.*® Soon these
allusions were popular with all poets, mystics and non-mystics alike,
and it is no difficult task to discover numerous places in Indo-Persian
poetry during the 16th and 17th centuries which praise the enthusiastic
dance. Thus “Urfi says, in moth-and-candle imagery :

He dances in his own fire—

that is how a moth should be.*!
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Some other poet dances
like mad, longing for the stones of the children.®*
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Or else he admits his utter bewilderment like Kalim who sings :

I have fallen into this sea because of bewilderment —
my boat begins to dance wherever it sees a whirlpool
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Ghalib is only one in the long line of poets who have sung of the
enthusiasm of dancing in East and West, although he is definitely not
a romantic ‘dancing with the daflodils’ but rather a poet who would
have felt closer to the exuberant Dancing Songs of Nietzsche, if one
should look for western parallels to his attitude.s?

Our poem is written in the meter mudari®
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a meter which seems to the Western ear much too heavy and irregular
for the light movement that it is supposed to convey. Riimi's dancing
poems are generally composed in smoother meters, often with a hiat
in the middle of each hemistich, so as to underscore the beating of the
foot and the clapping of the hands in the whirling movement.

Ghilib's poemn ends with the rhyme word be-rags, ‘dancel’
preceded by a long a. Its very first verse is of striking beauty and of
quite novel imagery. To repeat it once more :

Like the reflection of the bridge in the torrent dance in the delight

of afffiction!

Keep your place firmly. and yet dance, separated jrom yourself!
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The metaphors are not common—the bridge had been used in classical
Persian tradition in general as a symbol of this world, as it was intro-
duced by the early Arabic ascetics who relied upon an alleged Prophetic
tradition. “Atlar compares the world to a bridge, or to a castle on a
bridge," and earlier a poet like Khiiqani had used the same metaphor :

Life is a bridge with a breach in ir; the events are the torrent
whiclt breaks the bridge—

Strive that you may pass over the cracked bridge before the
forrent comes!h

RUmT uses the image of the bridge for death which leads to the shores
of the other world.*® But the idea of the torrent which shakes, under-
mines, and eventually destroys the bridge of life is aiready found in
“Attdr's lyrics. From here Ghilib's imagery is derived through the
numerous other poets who had written verses about the association
of bridge and torrent, among them Naziri (d. 1612) whose exampie
Ghalib follows to a certain extent in this ghazal.??” Kalim (d. 1645)
admonishes the reader that in the way of ‘world-burning love® neither
king nor beggar is safe; for
The order of the torrent goes over ruins and inhabited land.

I_er..:.._, ol dn jacilpn GiAe o )

53y LT Aile A I‘"i‘

He thus uses a combination of images which were inherited in turn by
Ghalib. Bedil (d. 1721) associates the movement of water with dance
as well :

For the wave of the ocean, rremt;ling is the dance of the joy
of living —

or : -The fever of longing for someone keeps the pulse of the sea
adancing.®

Ghalib is very fond of the combination of dance—breaking—torrent.
He has expressed one and the same jdea jn a Persian and an Urdu verse
(as he has done several times over) :
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You would think, the building of my house deh'ghr.s. in being
destioyed, for its walls are engaged in dance owing to the

constant coming of the torrenit
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which he varies in the Urdu poem with the rhyme dar u diwar :
Do not ask how one is bereft of one’s senses in the pleasure

of the torrent’s arrival —: v
door and wall are dancing from top to bottomn.
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i 5 i i ics of classical Persian
joy of being destroyed is one of the main topics o . .
:tl:l:t-:'y?’ It is tﬁe yearning for fana@”, annihilation, as the_myst:cs say;
for by annihilation a new and everlasting life is acquired. Kal_:m
expresses this very idea with the imagery of the devastated wall which

‘di ing’ i d to have taught
so to speak, ‘dies before dying’ (the Prophn_:t is n?late
his follﬁewers: “Die before ye die”, a hadith which forms part of the

basic vocabulary of Islamic mysticism): _
The downfall of the old wall is its regeneration : _
No one but death is necessary for my reconstruction.®®
eyl Oz » U‘i‘: J’I_,._:.\ Oalsl
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In harmony with Kalim's verse, the poets of the late 17th fmd c:_u-ly
18th centuries would prefer to use for this state the word' shikast, i.e.,
the ‘breaking’ of one’s self in order to be rescued from this world and

its deceiving manifestations.®? Did not Ghilib say in an Urdu line
whose meaning seems to me, less negative as one would expect :

I am the sound of my own breaking
3hal Uf - o U e
an expression which is repeated almost verbatim in his Persian poetry ?
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It was Hifiz who—following Sac<di’s example 52 had sung in a
famous line :

It behoves 1o go under the sword of His grief in dancing,
Jor he who has been killed by Him finds a good end.5?
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This idea of longing for the delight of pain and affliction, the dhaug-i

bala®, forms one of the central subjects in Ghalib’s poetry—full many a
time has he dwelt upon the rose garden which looks to him, like wounds
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or reininds him of the promise of his beloved to slay him
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The lovers are in his poetry, ‘greedy for the savouriness of
molestations’
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and, have slowly turned completely into pain.
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Here he remains quite faithful to the tradition of mystical poetry in
both the classical langnages and the folk literatures throughout the
Islamic world, though he as an ingenious poet, sings of this pain in
more colourful images and adds some new variants to the old story.

He thus may compare the thorns on which small bits of his torn liver
are impaled to bushes on which red flowers bloom.
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The idea of delighting in suffering is also very well expressed in a
Persian verse of his. where he speaks of Farhad, the unlucky lover who
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after being cheated by the king, killed himself with the axe he had used

T
' canal through the rocks : _ _
to forge a! fremble in blood with envy and dance with delight due to

the axe which trembles in the hand of Farhad.
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{Another of Ghilib's favourite words, that is raskk, ‘envy, jealousy’,
appears in this same verse,) -

o This constant dwelling upon the crueity _of thv% beloved anc_l Fhe
pleasure the poet seems to take in his suffering is at times an agomzu;‘g
ordeal for the Western reader; but one shou_ld always remen?ber lhc
wonderful verse in Ghalib’s Urdu 4ivén which has summarized the

ilosophy of pain and suffering : o
- ? YWhel:z pain surpasses its limits, it becomes a remedy (in itself’ ).
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However, it seéms to me that Ghalib’s introd:uctory verse otI -tl;le
dancing-ghazal contains more than the us?a‘.l !ongmg for _th_e dt}lfht
in pain. It also alludes to a polarity which is ch_aractenstlc o ;
poet’s world-view. The representatives of Islamic theology, ag.
especially the mystics, have always highlighted the c?ntrast of God’s
Jamal, Beauty, and jaldl, Tremendous Power and Majesty, as lht‘: two
poles of life which are crowned by kamal, Absolu?e Perfection. . Chey
have seen in the contrasting mystical states wh.lch alternate in the
mystic's spiritual pilgrimage the movement wh-lch ]cz-lds evcn_tually
into unity. The words of the Mauslim creed WI-th‘ their stark juxta-
position of the negation /@ ({l8#)—'There is no deity’—and the a?ﬁrma!-
tion illz (Allah) ‘but Allah’—play an important role not cl)nly in reli-
gious life but also in poetical language. Quiside the mlystwa_l sphere,
one of the favourite devices of classical Persian poetry is .to juxtapose
two contradictory nouns, or adjectives, or whole claust_’s in one _verse.
Ghalib has made use of this rhetoric device very often; in his gasida on
Divine Unity which is modelled after “Urfr’s rauhid, he_ has u:_laboraged
his ideas concerning this Divine Unity which reveals itself in contra-
dictory manifestations. .

It thus seems that sharply contrasting elements enthrailed him
all the more since he himself was not a straightlined character but bore
many contradictory characteristics in himself :
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The heart an ocean af weeping, and the mouth wont to smile.
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(Apart from its simple meaning, this Urdu verse contains a fine pun
on the word &sina which means both ‘accustomed to’ and ‘swimming’,
thus furnishing a rhetorical association with ‘ocean’.)

In this connection it is highly interesting to read Ghailib's
horoscope as he has rendered it in his eulogy to “Alf ibn Abi Tilib.
There he shows which contrasting influences have ruled his life 3

Call it not an astronomical table, Jor it is a
manuscript jull of infirmities,

call it not an astronomical table, for it is a
thing that comprives opposites . ..
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The fact that both Jupiter, the ‘Greatest Fortune’, and Mars, the
*‘Smaller Misfortune’, are located in the sign of Pisces convinces Ghalib
t.hat not only the guarantee for integrity but likewise the guide of corru p-
tion dominate his life, and that not alone the flood of Noah but the
fatal storm (gargar) which decimated the People of ©Ad are depicted in
the signs of his stars.®®* Harshness and ‘strange tenderness’ are de-
tected by the poet in his horoscope, and those contradictory charac-
teristics which made life sometimes so difficult for him are, in his.
opinion, imbedded into his soul from the moment of his birth.

. His life was not governed by a single mood or. by one attitude
in spite of his occasionally stubborn behaviourin practical life;spiritually
he was trembling like a dewdrop on the thorn. moved by each sunbeam,
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learning by the sun’s gracious view the secret of annihilation.
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This supersensitivity, the ‘watery’ element, makes him the author

of verses which appeal to everyone in every mood, as Ghalib seems Lo
utter what the reader has always felt,
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This element of instability is reflected in many of his poems. To be
sure, the ‘picture on the water’ had long since been a fixed image for
passing away, and especially the poems by the 18th century mystic
Mir Dard contain many allusions to this ‘picture’ or ‘print’ on water,
an image which Western poetry uses as well.?® Here lies the source
for Ghilib’s ‘reflection of the bridge on the surface of the water’, an
ingenious elaboration of earlier motifs.

In other poems Ghilib has described his changing mood in images
of the garden. Perhaps the most gracefully flowing lines are those
from a Persian gagida where he says :

At times I roamed through the deserts like a madman,

at times I went, intoxicated, to the promenade of the rosegarden,
at times, I choose, like the nightingale, the garden-wall’s crest,
ar times I went into the firework due to the

mothlike state of my heart.
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Like the moth he seeks annihilation in the flame, but his flames
are a whole chiraghan, a firework in which spectators may delight.
The dance of the reflection of the bridge on the surface of the pushing
waters which will eventually undermine and destroy this very bridge,
indicates the same end. The dance of the sparks of the firework which
annihilates the moth, fascinates the poet as much as the constantly
changing movement of his shadaow on the floods that threaten his very
existence. Ghalib, however, remains steadfast and firm despite this
dread of the coming flood-—be the torrent a symbol of his attacks of
psychological stress or be it an allusion to the political and social
situation in India during the 19th century.

The second verse plays less ingeniously, with a traditionai idea
of Persian poets, namely, that the beautiful beloved is utterly faithless
and never keeps his (or her) promise. One should not desire more than
the present moment’s bliss (such is the teaching of *Umar Khayyam),
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without expecting longstanding loyalty. Alone the lover should boast
of his loyalty and proudly dance.

Time (or: the covenant) has no loyalty; the

single moment is a fair booty —

darnce in the blandishment of the loval covenant -

Jrom the beautiful ones.

This rather conventional, but nevertheless elegant, verse is
followed by one of those lines which clearly illustrate why Muhammad
Igbal, the poet of restless movement and advocate of dynamism and
continuing development, was so fond of Ghilib’s poetry :

Constant seeking is delight—what do you talk of
gerting over the way 7
. Give up walking-——dance to the sound of the caravan-beil !
The ideai of Ghalib’s wayfarer is not the regular straight-forwarded
pace, like that of the camel which walks steadily through the desert
in the hope of soon reaching its goal, but rather a restless ‘dance’
which cares only for the movement itself, not for the destination.

The image of the caravan-bell——known to the modern reader
from the title of Iqbil’s first collection of Urdu poetry, Bang-i dard,
‘Sound of the Caravan bell’, if not from Richard Burton’s famous
‘Kasidah’ called ‘The Tinkling of the Camel-beli’—is as old as Eastern
poetry itself, the journey of the caravan being a central topic of Arabic
and Persian poetry.’® Mystics and non-mystics have described the
bell which awakens the traveller in the caravan from the short sleep—
the ‘sleep of heedlessness’, as the Sufis would say. Or else they have
listened to the sound of the bell which announces the arrival of the
expected caravan in town, as Sa°di says':

My ear is the whole day on the road because 1 wair
Jor you, and my eye is on the threshold,

and when the call of the mu’adhdhin comes, I think
it Is the bell of the caravan.5®
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As so often it was Hafiz who created the two verses that subsequently
became models for later poets: in the first ghazal of his divan we hear
the complaint that the lover finds no rest in the halting place as the bel]
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summons him for departure from one moment to the next; in a later
poem we become acquainted with the idea that

No one knows where the halting-place of the beloved is :

only that much is clear that a sound of the bell

comes (from somewhere)s®
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The image of the caravan-bellis very often found jn Jami's (d. 1492)
poetry when he plays with the different aspects of bell and sound.®!
A poet like Faidi might excuse himself for making noise since he is a
bell leading the caravan,®? or, again in the same sirain, attest that he
who has reached upion will no longer ask Why and How, for

When thé way is finished the bell has no longer a tongue.®?
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Others might claim that they had become mute and speechless from
weeping since
the bell does not produce any sounds when it is
immersed in water,*
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or perhaps they might complain full of envy that the sound of the bell
reaches the beloved earlier than the lover who rides with the caravan.®®
In short, the caravanbell is 2 common expression with Persian and
Indo-Persian poets, which was immediately adopted by Urdu writers
as is clearly shown in the poems of Mir Dard and Mir.

The association between the bell and the dance which appears
in Ghilib's verse is similarly prefigured in classical models: JFami
speaks of the camel dancing on the mughilgn, the 'Arabian thorn’,
at the sound of a bell that tells him of the Ka®ba of Union.*® “Urf}
uses a similar imagery,®” whereas his conternporary Faydi speaks of
his own caravan in which

neither the dance of the bell nor the sound of
the caravan-bell...

rr:-LL:J |J.'h r.‘_(.'b 2 e Al

is to be found. This image was imitated by Ghilib when he describes,
in almost the same words, the ahl-i fana’, those who have reached anni-
hilation, as
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a caravan without the highway's dust or the peals of the caravan-bell
t—"n--bﬂl-‘!.:.;l.!_’gb;e)__dljuc,el

Jihangir's court-poet Talib-i Amuli, in turn, desires to ‘set the howdah
a-dance® when he himself is bound at the feet of the camel instead of a
bell,®® and NazirT mentions how the sound of the caravan-bell induces
him to ecstasy and sama®.®® Ghalib himself occasionally alludes to
the complaint or the sonorousness of the bell which, in his poetry,
is associated with the motif of roving about aimlessly in the wilderness
when yearning drives the lover deeper and deeper into the desert and
aover the mountain ranges :

Why do you ask how long the journey of longing is 7—

For in this way

the sound of our bell has dropped down like dust.
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And in his Qasida on Divine Unity he has spoken of those who measure
the path of God and who have, in their endless quest

cast the nine spheres like the bell at the necks

of the camels of the caravan...
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an impressive hyperbola which fits into his general praise of longing
and into his descriptions of the'never ending road.?®

The following verse expresses once more the polarity which
is closely connected with the dancing motif :

We have been thriving and have walked gracefully in the meadows—

O flame, dance in melting our straw and our thorns !

The flowers and greenery of the garden and meadows, fresh and lively
as they were in spring, will one day wither. Nevertheless, one thing
is left for them, i.e., to gain new value by being burnt.

Since Ghalib’s fire-imagery forms the core of his poetry we will
devote a special chapter to it.

After having alluded to his favourite subject, that of the dance
of the sparks, Ghilib now turns to another classical symbolismt when
he sings :. '

Take the way of the mystical dance (sama* ) to the melody of the

owl, and dance likewise in the passion (or: air) of the trembling of

the Kingbird's wing (humd) !
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It may well sound strange that he urges that the mystical whirling
dance be performed at the shriek of the owl, which is usvally regarded
as a bird of ill omen, inhabiting ruins and associated with places of
desolation and times of calamity—, all the more so since the next hemi-
stich introduces Ghilib’s favourite bird, the Humi, a bird of happy
omen which prognosticates a crown to every head it overshades.”

However, the combination of these two birds is already found in
earlier poetry. According to “Attar, the owl worships gold (which
is understood from its residing in ruins, the hidingplace of treasures),
whereas the Huma is modest and content.” Khiagani, the outstanding
panegyrist in 12th century western Iran, says :

The bird whom you call Huma
is an owl which has sprung from my nest!
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i.e., it is only a low product of his thoughts, but people are unaware
of its origin and consider it precious, though the poet could produce
much more wonderful things. “Urfi associated the owl with poverty
in contrast to the royal bird, or else with grief;™ Kalim expressed the

thought that

Inthe country of love where the owl has the
splendour of the Kingbird (Huma)—

that head which does not see its edification
Jrom the torrent has gained a bad omen.
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Love sees on'ly one thing everywhere, regardless of owl and Humai;
its goal is new life through annihilation—it is the same imagery as
used by Ghilib in our ghazal: the torrent, destroying the firmly entren-
ched walls and bridges which rejoice in their devastation, corresponds
to the owl, a bird of evil omen haunting places of ruins which neverthe-
less becomes in the eyes of the lover a symbol for the treasures found
when the ravaged castle has been unearthed. Even the idea that the
lover should
dance to the song of the owl in the ruins
can be found in the ravishing dancing-poem by “Urfi which begins :
Say “Idol'* and dance in the idol-temple ...
Ut e Al )0 G5 pie
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The expression rags-i bismil, the ‘dance of the just slaughtered bird’,
which means the fluttering of the poor lover’s heart, is another instance
of an association of ‘dance’ with suffering and death: Indo-Persian
poets have lovingly used this term throughout the centuries.

Indeed, bird-symbolism as used by Ghilib in this verse was always
very popular in Persian poetry. In many primitive and ancient
socicties the bird had been the symbol of the soul which spreads its
wings heavenward;? even today one can hear Turks say can kusu
ugfu, *his soul-bird has flown away’, when they speak of somebody’s
death. In Persian poetry it is mainly the nightingale which was chosen
as symbol of the soul in its longing for the eternal Beauty of the red
rose, the manifestation of Divine Beauty and Majesty, the flower
created from the perspiration of the Prophet.” Or the soul-bird
may be the falcon who awaits the melody of the drum of the Lord
which will call him to leave his earthly cage and to return to the fist
of his Divine Master. We may also think of $2n3i’s charming
‘Rosary of the Birds’,” a longish qasida in which he interprets the way
the various birds praise God—verses which deeply influenced Jalaluddin
Rami. Half a century after Sana®i “Attar relates in his Mangiq ut-gair
the story of the thirty birds who wander in search of the Simurgh,
traversing the valieys of longing, poverty etc. and undergeing many
trials and tribulations until they finally find the Divine bird; then
they realize their essential unity with him: the thirty birds, sT murgh,
are none other than the Sfmurgh himself.... Thereafter, Persian bird-
symbolism relied to a large extent upon “Ariar’s characteristics of the
individual birds.

Ghalib does not employ the combination rose-nightingale as
often as some other poets do. He speaks of the pheasant’s graceful
gait and compares it to a dance;
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but ke is especially fond of three other birds: the peacock, the parrot,
and the Huma. The first two are typical Indian birds which earlier
Persian poetry generally associated with the Subcontinent. The
peacock is, according to tradition, a glorious bird that once lived in
Paradise.” To the multi-coloured peacock, Persian poetry occasionally
attributes the capacity of dancing—he dances, enthralled by his own
beauty (unless he looks down at his ugly feet which mortify him with
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shame).”™ Ghalib invents a rather weird image in.this connection:
he sees the Aask fluttering like freshly slaughtered peacocks because
it is so delighted when beholding the cupbearer’s gracelul approach.
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The unusval comparison rests upon the movement of the reddish wine
in a vessel most likely enamelled or gilt.

As to the parrot, the ‘sugar-chewing bird’, it is connected jn
Persian poetry with the sweet talking poet; that is why Amir Khusrau
was called the iuri-ye Hind, the ‘Parrot of India’,’" a name which
Ghalib thought not too suitable for himself, as we saw in the beginning
although he once claims to be

a palmiree which bears parrots instead of dates
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The parrot’s colour is green like that of unripe dates. This auspicious
hue reminded pious souls of the birds jn Paradise which, according
to the tradition, are green; green being the colour of Paradise and of
highest bliss. In a verse similar to that of the slaughtered peacock
Ghalib might even compare the meadow on which his coquettish

beloved struts 10 a freshly slaughtered parrot, dying under her feet
in joyful convulsions ...
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Or the verdigris on his mirror might be considered by his jealous
beloved, the reflection of a parrot.
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Since these birds are taught to speak by means of 2 mirror, the com-
bination parrot-mirror is rather frequently found in Persian and Urdu
poetry, particularly with the mystics. By the way, the symbolism of
mirrors belongs to the outstanding features of Ghailib’s poetry,
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Ghailib's favourite bird, the Huma3, is a strange mythical animal,
particularly noted for two characteristics: its shadow needs only fall
upon a man te transform him into 2 king, and its food consists of dry
bones. For this latter reason the Huma3 is regarded by some mystical
poets as a symbel of contentment. *Artar lets him speak for himself
like a true Sufi:

I give bones to the dog of my lower instincts, and thus I give
the spirit peace from that dog.

Since I gave always bones to my lower soul my soul had
consequently found this lofty rank.
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And Nasir *All Sirhindi (d. 1697), whose poetry Ghailib admired in
his youth, elaborates this idea in a well-known verse :
The noble gets no share from his own wealth —
How could the Huma sit under his own shadow 5° ?
R Al G dei L S
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Other poets like to describe how.the Humai tried to pick at their dry
bones.®*  This is an aspect of the image, which Ghilib highlights.
He may think that his bones do not befit the ascetic bird :
Keep far away from the crumbs of my bones, o Huma, for this
is the rable of invitation for fire-eating birds.
e sl Wilgenl Glaayy 31 530 a0
Even his dead bones are still so full of fire that the King-bird will
not be able to devour, let a_lone to digest them. On the other hand,
Gbilib hopes that the Huma's beak will peck at his bones after his

death, as this sound and feeling would remind him of that time in his
life when the eyelashes of his beloved were still pricking his heart :
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He also compares himself to the Huma in a daring image which,
like the first one, is associated with his fire-symbolism :
We are the Huma of hot-racing flight ; do not expecr grace from
us ! Our shadow, like smoke, rises upwards from our wing.
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Ghalib’s flight is so swift, so ‘hot’ that his shadow soars upward like
smoke without touching anyone on earth. (In another simiiar passage
which, however, bears no relation to the Humai, Ghalib describes
his running through the desert where ‘his shadow trembles like
smoke”). The following lines exemplify this same style of phantastic
exaggeration :

The humiliation which appears in the way of love —

write it down with the ink of the shadow of the Huma's wing
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For any humiliation and distress imparted to the lover by his Ieve
will be regarded by him as even more precious than the kingly rank
conferred by the shadow of the Huma.—Ghilib expresses a similar
idea in a2 very unusual metaphor in a Persian magia® where he once
more dwells upon the delight in suffering :
The brain of those who aim at annihilation enjoys afftiction—
On top of my head, the saw is ascending like the Humi's wing.
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‘That means: the saw which will split his head (as it happened, according
to Muslim legends, to the Prophet Zakariya) is, in the poet’s eyes,
instrumental in granting him the high rank of annihilation: affliction
and martyrdom are more valuable than worldly wealth and happiness,
than kingdom and power.
Ghalib’s comparisons with the Huma are quite variable; thus
be can see the (blackish) hyacinth growing under the shadow of the

Huma in spring.
sl e B ney S
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Or he may compare the fresh young grass to the shade of the Kingbird
because it grants the earth new strength and beauty
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He uses the word rather frequently in his panegyrics, comparing himself
1o the Kingbird who flies over his object of praise (Mustafda Khan,
Q LX) or associating the spear of his patron with the Humia's beak
which picks at the bones of the enemies (Q LIII).** But cssentially,
even the royal bird is too mean a prey for him; although it has come
into his snare several times, he sends it away and searches for the
“Anqa. the bird of Non-existence which can never be found...
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An association of owl and Huma as in our dancing-poem occurs

in other poems as well;
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The shadow of the owl corresponds with the ‘evening of affliction’:
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Ghilib now and then refers to himself as a nightingale. In the
very first ghazal of his Persian divan he asks the Almighty to grant
him Paradise: would it not be agreeable for God to have such a night-
ingale with lovely new melodies in that garden? However, he similarly
and quite logically expresses his despair and hopelessness in symbols
drawn from the realm of birds. Utterly helpless in this prison of life
he no longer feels the passing of the seasons, he no more descries the
sight of roses:

Here are we, and the cage, and the mourning for wing and feather. .,
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and: This Is the likeness of nty striving :
fike the imprisoned bird which gathers straw
Jor his nest...
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a vain and useless task, devoid of both hope and meaning.
Was not Igbal correct to describe Ghilib’s poetry with the
words :

Now you understand how far the reach of the
bird of Imagination is !
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To sum up the verse upon which we first commented : man
should seize every opportunity to surrender to the music of life, whether
the melody be that of sadness and destruction as brought forth by the
owl, or the song of happiness as is heard frem the movement of the
wings of the Huma.®® Both modes belong together and are as
inseparable as life and death, as annihilation and eternal duration,
as symbolized in dance.® Exactly the same feeling is expressed in
the Urdu line :

If it is not the melody of joy, let it be the melody of mourning,
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Let us enjoy every sound of life, for :
The instrument of life will be silent one day ...
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Consequently, the poet continues his thought in our ghazal with the
seventh verse :

Leave aside the decayed pictures of the dear friends —

Dance 1o the trumpet of mourning and at the banqguer

of condolence !
There is nothing to be gained from constant lamenting and indulging
in the memories of past happiness; although Ghilib speaks in many
a passage of those who have béen consigned to the dust. and of whom
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only a few have reappeared, in the shapes of roses and tulips 85—
ideas expressed by Persian poets since at least *Umar Khayyam.

Between the two verses which sing of *dancing’ even in moments
of despair, Ghalib inserts another verse about the eternal movement
of love and timeless expansion of the lovers :

In love, spreading out (in cheer) does not reach an end —
Become like a wihirlwind of dust and dorce in the air!

Love extends the faculties of man, widens his heart—the word inbisat
which the poet has chosen is derived from the Arabic root basy which
expresses in the language of the mystics the joyful state of opening
one’s heart as contrasted to gabd, the feeling of dejection and of spiritual
depression, of ‘dryness’; it is relaxation, all-embracing happiness,
and may even expand into a sort of cosmic consciousness. We may
interpret the above verse in a purely verbal sense: the heavy clay of the
human body will be scattered and carried by the wind into all possible
directions, or else we may link it with the theories of the mystics who
felt that the lover’s road knows no end.*®* When the Jjourney toward
God ends, the journey in God begins. For the sanctuary of Love

has a hundred stations, the first one being
resurrection,
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as “Urf1 says in a touching verse. Or may we find in this verse an
allusion to the fate of Hallaj (whose figure will become visible in the
last verse of the ghazal)? For “Aytar relates that Hallaj was asked,
on the day of his execution: “What is love™? And he auswered:
“You will see it today and tomorrow, and day after tomorrow”.
‘And on this day they slew him, and the next day they burnt him, and
on the third day they gave his ashes to the wind’. This, too, is the way
of annihilation in Iove.®7

Ghalib ofien emphasizes the dynamic character of love and,
even more, of longing, shaug; the latter word becomes almost a
coterminous with the inward movement driving man toward the infinite.
He has spoken of the hot race of the lover, of his way in which the
Taba-tree (at the far-off limits of Paradise) is only a shady resting-
place halfway
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It secems typical of the poet’s attitude that the express_ion sargar-i
shauq, the ‘cold storm of longing’, occurs several times in his Urdu and
Persian peetry,® and is usually associated with the dust of the road.
Ghilib sees himself as : _

the bird of longing, fallen in the snare of expectation
™ Y CH | JU:".'S‘ r'.‘) s r.j_,..i- JJLL-

And in an even more original metaphor he says :

I am the she-camel of longing, and Gabriel is
the singing caravanleader for me
PR S VX T SRR N | E I P
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i.e., his poeiry is inspired by the angel who sings tc him divine melodies
and spurs him to moving in excitement and haste. As classical Arabic
literature often tells, certain melodies can excite camels so that expert
cameldrivers could goad their animals into incredible speed by their
modulations.®® The same idea is repeated by Igbal's highly rhyth-
mical ‘Cameldriver’s Song" in the *‘Message of the East.’®
In Ghilib’s poetry, longing is the positive force which makes real -
life possible:®2 )
It is longing thar has given my mirror to polishing.
It is longing by which the parrot of my nature became elogquent,
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as he says in a lengthy passage on the power of longing in Qasida VI,
cleverly using two of his favourite images, that of the mirror and that
of the sweet-talking parrot.

The idea of the ashes and dust being carried away, after death,
by the storm (again the expression garsar which our poet otherwise
associates with the People of “Ad according to Qur”anic usage) may
at first sight seem rather materialistic, but actually it is quite common
among the Persian and Urdu poets and even in the verses of pure
mystics like Gisidaraz in the 15th and Mir Dard in the 18th century.
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Whichever interpretation of the verse we may choose, both are in
barmony with classical models.®?
The eighth verse of the ghazal dwelis once more upon the polarity

of life which this poem has so often set forth :

Like the wrath of the pious and the Jriendship of the hypocrites

be not within yourself, but dance in the throng!
The meaning behind this verse of quite unusual imagery is, in some
way, associated with that of the first verse: the pious will never nurture
true wrath within themselves but will only make an outward spectacle
of anger when some worthy cause demands it; the same is the case
with the hypocrites whose friendship and loyalty is only an external
show, but by no means innate in their bearts. Man should move
about in the crowd like an exhibition of ‘pious wrath’ and *hypocritical
friendship’, just as the shadow of the bridge would move on the water’s
surface: devoid of any deep concern, in a sort of tamasha, ‘show'—
to use Ghalib’s expression for this kind of behaviour, as he says of
‘those endowed with insight’:

Whatever they see, they consider it a show (ramasha)
A L3S Olge a4y any LN

Ghalib’s line may remind us of “Urfy's poem with the rhyme-word
mi-ragy, ‘dance constantly’, where he says :

In your soul, do not mix with any but the beloved,

with your body, dance with the sagacious and the madman.™

T e b 0 ('JUL.‘J:E'L-":JI‘."-’
Uaird.ﬂ_,._l.\_j‘_}.i'l.nl_:c;d._u

This resembles ‘the state which the Nagshbandr mystics would cali
khalwat dar anjuman : it means to be isolated even in the midst of the
crowd, to act with them and still keep aloof from them, as the bridge
is steadfast in itself and enjoys the sight of its reflection dancing on the
waters. The metaphor used here by Ghalib is, as far as I can judge,
both novel and very striking.
Then he once more employs the imagery of burning and of wind:
Do not seek pain from burning, nor joy from unfolding —
recklessly dance in the arms of hot storm and morning breeze !
The heart is like a bud, dependent upon the wind if it is to bloom into
a flower or else wither away, leaving no issue. But the bud should be
quite unconcerned as to whether the hot desert-wind burns it or the
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soft morning breeze caresses it: ils only care should lie in its devotion
to dancing, heedless of its future lot. *“The SQfi is ibn al-waqr™.
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says an old mystical saying, he is ‘the son of the time’, i.e., the present
moment; wagt denotes that moment in which certain manifestations
of the Divine Power descend upon the mystic; manifestations to which
he has to conform by resigning his own wishes, hopes, and fear.*
The last verse repeats the rhyme-word bala. *afiction’, of the

first one, but in a wider framework :

Ghalib, with that happiness (of thinking):

“To whom are you bound ?"

Wax forth from yourself and dance in the fetters of affliction !
The expression ‘dance in the fetters of affliction’ occurs also in another
Persian verse by Ghalib :

My heart dances with joy in the ring of the fetters of affliction,

because it imagines jtself in the ringlet of her curls,
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The fetters of affliction appear to the lover as a substitute for the curls
of his beloved for which he has longed and which finally seem to ensnare
him so that he starts dancing with joy. Ghalib's rhetorical question
in our ghazal, "To whom are you bound” ? (that means ““You are
bound to this or that person whom you love™) seems to tend into this
same direction. But in general, the expression immediately reminds
the reader of the story of Husain ibn Mansir dl-Hallaj, the martyr-
mystic of Islam, whose impact on poetry in the countries under Persian
cultural influence was so greatt hat we have to devote a separate chapter
to him. .
The whole ghazal with its ten verses, and not only its isolated
strands, is a highly characteristic expression of Ghilib's thought.
The rhyme-word ‘dance’ shows the inner dynamics which are so typical
of his poetry —
' Roses dance on the crest of the wall in spring

or : 1 dance in the delight of his face, when I see him in the stree
N | IO e O 3l Gy Gad 4 el
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The motif of restlessness and movement recurs again and again in his
verses though often concealed behind traditional forms and behind
an imagery whose twists must first be disentangled before the deeper
layers of meaning can be detected. Movement, produced by longing
and love is the only thing that gives meaning to life, and it will continue
even after death, be it as the dance of the bjts of dust in the wind, or
be it as the ascension of the spirit to higher spheres. Life and death
are interdependent, destruction implies construction, and .even though
the poet in some of his most touching verses speaks of his wish to rest
and to live lonely in a corner far away from human beings,
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remote from all movement, the dypamic aspects of his poetry, as
expressed in the motif of dancing even at the shriek of the owl, prevail
nevertheless. Dancing is the movement of everything created, be it
the torrent which destroys the bridge, be it the wall that awaits the
flood, be it the straw desirous of its consummation in fames.

It is certainly no mere accident that Ghalib employs the same
word of ‘dance’ in a famous verse portraying the activity of the artist
who -apprehends still invisible beauty in a raw block of marble; it
is he who anticipates

the dance of the still uncreated idols of Azar
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This metaphor has not- been coined by Ghalib; it has been used
a pumber of poets before him, including Mir Dard ; but it seerms
revealing that Ghalib selects this very expression from a variety of
other possible metaphors. Sinece ancient times, the process of moulding
ideas into forms of speech had been considered analogous to that -of
carving an idol out of stone—an idol which is already concealed within
the marble. The genuine artist is he who sees the movement of figures
and words before they become visible to the world. He feels the
hidden power of the sparks in the stone, and he joins forces with them
ll::i_f freeing them so that they may partake in the upward movement of

c. .
_ We would be tempted to see a symbol of Ghilib’s own situation

in the first verse of this ghazal: the foundation of the bridge was firm
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despite the dancing of its reflection on the waters. It is much the same
way that Ghalib himself stands firmly and faithfully in the centuries-
old tradition of poetical art as the Iast great classical master in Indo-
Persian poetry. But nevertheless he ‘danced forth from himself®
and proved so flexible that his poetry is made to reflect each shade ol
the soul like the running waters; he was flexible enough as to be affected
by the slightest movement and emotion, which he expresses in his
verses, thus opening a new era for Urdu lyrics. Thus he is able to
convey to his readers a dance of sparks which issue from his burning
and suffering heart, a dance of wit on the never resting waters of

imagination.
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FOOT NOTES
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About Ghilib's attitude towuards Indo-Persian pocts, his literary fight with Qatjl,
and the controversy about the Burhin-¢ qati® see Russell-Istam, Ghalib, Life
and Letrers, and Arilshah C. Sayyid Gilani, Ghalib, His Life and Persian Poetry.
ch. IV, CI. also the last line of IV Nr. 21.

About the sacred dance cf. Bonnet, Hisioire generale de la dance sacrée er prophane,
Pars 1724; W.O.E. Qesterley, The sacred Dance, Cambridge 1923; C. Sachs,
Eine Weltgeschichte des Tanzes, Berlin 1933; W. Schulz, Das Bild des Tanzes
in der Mystik, Phil. Diss. University of Marburg (typescript only), 1941; L.
Vaillat, Histoire de la Danse, Paris 1942; R.R. Tormiai, La danza sacra, Roma
1951; F. Bowers, The Dance in India, New York-London 1953-54; G. van der
Lecuw, Phanomenologie der Religion, Tiibingen 2 1956; F. Hciler, Erscheinungs-
Jormen and Wesen der Religion, Stuttgart 1961, pp. 239-243 (with exhaustive
bibliography); Sources Orientales VI: Les Dances Sacrdes, Paris 1963, an ex-
cellent survey written by specialists; the chapter by Marijon Molé, La Dance
Exsratique en Islam, is the best account of this topic.—For the whole problem
and further bibliography see Die Religion in Geschichte und Gegerwarr, Vol.
VY1, Tubingen 1963, s.v. Tanz.

Karl Rahner, Der spielende Menseh, in: Eranos-Jahrbuch 1948 (pp. 11-47).
p. 64.

About Totentanz see Heiler, 1.c, 242 (with bibliography); Die Religion in €. .- richre
Hnd Gegenwart ¥1 957: Hellmut Rosenleld, Der mittelalterliche Toier:tar=, 1954
Id., Der Totentanz in Deurschiand, Frankreich und ftalien, in: Letterature moderne
5, 1954,

C. M. Edsman, Den dansande solen {RoB 1957), 3-37.

L. Gongaud, La Danse dans les ¢glises, in: Rev. d'Histoirc Eccles. 15/1914,

pp. 2-22, 229245,

The most famous example is the short story by Gottfried Keller, Tanzlegendchen.
A similar subject is treated by . Lesskow, The Juggler Panphalon.

C. Andresen, Altchrisifiche Kritile am Tanz, in: Zeitschrift fiir Kirchengeschichte
72/1961, pp. 217—262.

Chrysostomus, Hom. in Maitthaeum 48, in: Migne PG 58/49].

'* Abu Nasr as-Sarrdj, Kireb al-fuma< Sit-tagawwyf, ‘ed. R. A. Nicholson, London

1914, p. 299 .
al-Qushairl, dr-risala al-qushairiyya, Bulag 1284 h., p. 157.

Hujwirl, Kashf al-mahfnb, translated by R. A. Nicholson, London 1911,2 1959,
Pp. 393—420.

13 AbU HFmid al-Ghazzili, fhya® culgm ad-dia, 11 236-256; cf. D.B. Macdonald,

Emgoiional Religion in Islam as affected by Music and Singing. Being a Translation
of a Book of the fiya® <Ulam ad-Din of al-Ghazzalf with Analysis, Annotation,
and Appendices, in JRAS 1901, pp. 195-252, 705-748,—See also F. Meicr, Der
Derwisch-Tanz, in: Asiatische Studjen 8, 1954, p. 107 fT.

' H. Ritter, Der *Reigen der Tanzenden Derwische', in: Z. f. vgl, Musikwissenschaft,

1933; id., an account of the cclebrations of Jaldluddin Rumj’s anniversary in
Kon:,_ra 1964, in: Oriens X VIII, 1566.—About European pictures of the Whirling
Dervishes see Sahabettin Dazluk, Mevievilikte Resim, Resimde Mevleviler, Ankara

1957, .
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A typical example is the story of al-Ushnani, in Abu’l-Hasan ad-Dailami, Sfrar
AbP “Abdallah ibn al-Khafif ash-Shirézi, ed. A . Schimmel, Ankara 1955
ch. VII Nr. 33.

The Oxford Book of Engiish Mysrical Verse, Oxford 1945, p. 341 f.

Quoted by Rahner, I.c. p. 87, alter Migne, PG. 44/508 b,

G. van der Leeuw, Jn denr Hemel is eenen dans, Amsterdam 1930, German trans-
Intion 1938.

Plato, Phaidron 250 b.; Plolin, Enneads 1I1 2, 14; VI 9; for Philo ses Rahner,
Le. p. 71,

Rahner, lc., p. 52 after Migne, PG 25, 1465 b,

Grete Luers, Die Spracke der deatschen Mystik des Mittelalters imt Werke der
Mechrhild von Magdeburg, Miinchen 1926.

Evelyn Underhill, Mysticism (Meridian Books) New York 4 1956, p. 231, from
Jacob Boechme, The Way to Christ, part I p. 23.

Ab0 Nu*aim al-Isfahanl, Hilyar al-auliya®, Cairo 1930 ., Yol. X, p. 61, trans-
[ation by A. J. Arberry, Sufism, London 1950, p. 62. .

al-Halldj, Kirdb as-fawdstn, ed. and translared by L. Massignon, Paris 1914,
Ch. IT; tasin al-fahm. Cf. H. H. Schaeder, Die persische Vorluge von Goethe's
Seliger Seknsucht; in, Festschrift fiir Eduard Spranger, Leipzig 1942,

Some typical verses in ©Attir's Divan: ghuzal Nr. 26, 149, 403, 543, 456. 548,
560; rarjf “band 11, p. 86.—Khaqgani, too, uses the doncing motil, see Divan
p- 654,

Sa®di, Bosran, Ch. 3, p. 116.

Sacdi, Ghazaliyyat, (Kulliyat Vol. 1), p. 100; also 453; cf. the verse p. 348 where
‘the name of the beloved moves both the speaker and the listener lo dance.’
L. Massignon, La vie er les oeuvres de Ruzbehan Bagli, in: Studia Oricntalia
Ioanni Pedersen Septuagenario, Copenhaguen 1953, p. 238; see also H. Corbin;
Quittude er inquidtude de 'ame dans le soufisme de Ruzbehan Bagli, in: Er-nos-
Jahrbuch XVII, 1948, p. 101.

N. von Arsenicw, Das fnnere Lied der Seele, in: Archiv f. Religionswissenschaft
22/1934,

Jalaluddin Romi, Rubd®lyyar, Ms. Fsad Efendi, Istanbul: . 318 b 3: 318 b 4;
337al;3l6a6.

Selected Poems from the Dlwdn-i Shams-1 Tabriz, ed. and translated by R, A.
Nicholson, London 1898, 2 1951, Nr., XLI; Divan-{ Kablr, ed. B. Z. FurGzinfar,
Tehran 1336 sh. fI. Nr. 2395. ’
Mathnawl-yi manawi, ed.and translated with a commentary, by R_A. Nicholson,
London, 1925-1940, Vol. IV v. 742. The closing Turkish hymn during the
Mevlevi somd© likewise contains the expression riha gldadlr “(The sama®) is
nourishment for the spirit’.

Rub&®iyyarf.322a 8,

id.£.317b5;¢f.f. 335 b. 4.

Mathnawr 11 1942; of. Divin-} Sthams (Nicholson) Nr. II v. 11.

Mathnawl TV 742; cf, Ruba®iyyat f. 329 b.2; the expression is frequentiy used by
Rami and later Persian and Turkish pocls.  Sce also Marhnaw! 1 867, 11346 [.;
I 96 fT.; Divan-{ Shams (Nicholson) Nr. XXVT 4; Ruba“iyyatl. 329 b. 2. ROmi"s
verses connected with dance are almost numberless, some particularly beauriful
examples are Divan-f Xablr Nr. 2276, 2282, 2365, 2366 with the rhyme-word
Fd kifta. The poets of the Mevlevi order in the Ottoman Empire have, then,
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is i i i i f this literawure

elaboraled this imagery. A very interesting representative o. i L
is Ghilib Dedec (d. 1792 in Istanbul}) whose language shows Ef‘ times anazing
similarity with that of our Ghilib, especially in his use of the fire imagery. About
him see E. I. W. Gibb, 4 History of Qttoman Poetry, 6 vols., Leigen 1900-1909,
Yol. TV p. 198-206. - ‘

Iz Fricdrir.‘l'r: Riickert, Ghaseien: Dschelaleddin Raml, Stuligart 1819; particularly
Nr. 9-11. i i .

3% W, Hastie, The Festival of Spring from the Divan of Jaldleddin, rcnde.rcd Inr
English Gazels after Ruckert’s version, Glasgow 1903: Nr. VI (transiation o
Riickert Nr. 11). .

* Hugo von Hofmannsthal, Sebastian Melmath (Werke 111 p. 131).

10 Gistdardz, Anls al-Sushshag (lith, s.d.), p. 16.

i1 =i, ghazal, Kulliydae p. 357. . .
But thcgs.ame poet has also praised the motionless suffering of the [over in ternins

of mystical dance : ) .
To surrender completely and not wo quake is our samd

ol plee Oaghi o eSS

id. p. 316, According to some mystics the S@fi who controls hifnsclf and resists
the enrapturing music is superior to himm who is moved by music a[1=d _po;try. 10
dance; this is the quintessence of the story of Junaid who refused NOri®s m\_matlon
to join the dance with the Qur?anic quotation: '“You see the mountains that
you supposest fixed passing by like clouds..." {Sura 27/88).

11 Begharaz, in: Kashmir 1 I4l.Mis . Ein Tanalied

2 iedrich Nictzsche, 4n den tral. Ein . .

A (Figeiicttir, Divdn, gharzal 28 (1wice), 7i8.—Mir Dard, Djvan-r Fa.r:{, Rubi®i,
p. 119,

¥ Khagani, Divdn, gasida, p. 426

I O VY W N RERPT RFCR By R

)
¢ Rami, Divdn-i Kabir Nr. 102, ) .
1 Nazir, Divan, ghazal 396: “The world is a worrent, the Other world a bridge.

Cf. id. ghazal 242 and the very elegant expression in ghazal 354.
W Bedil, Xulliyar, ghazal 37, ghazal 10.
©® Cf also IV Nr. 61:

The eye of our hut of sorrows is waiting for the torrent.

T R o e

We may add the following references to the 1orrent :

& LT L LS ds o ot ptie
W T 2w 5L 3L 58k ‘sls
Flbr o oldls Joo lrpa i
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Typical of Ghilib’s approach is the question :
To whose house will the torrent of afliction come after my death ?

Further IV Nr. 249 ;

We have cleaned the abode from furniture with (the help of) the torrent,
“ KAllm, Divdn, ghazal Nr. 76. Cf. ROmi, Marthraw! 1V 2540 (discussed in:
A._ Schimmel, Zu einigen Versen Dschelaladdin Rumis, in: Anatolica 1, 1957.
The importance of melaphors for ‘breaking’, "broken’ is further enhanced by the
wellknown kadith gudst *1 am with those whose hearts are broken for My sake".
Ci. Fighinl, Dfvin, ghazai 19. The word shikast is extremely often used by
Bedil. MIr Dard says in a Persian quatrain (Divan-i farsf p. 84) : I am the
slave of him who has broken himsell.
Indo-Persian poets have invented the metaphor of the lock which can be opened
enly by breaking jt (thus =Urfi, Kulliyar, ghazal 285;

oA b admin 2 e JLSTs
S s s, o K iyl 8™ 01l
cf. also the verse by Nagir “AlI Sirhindi, Kashmir IT 936); thus our being broken
becomes the opening of the door of our Paradise {quoted in Muhammad Nasir
“Andalib, Nalo-yi ©Andang 1 522).
A few examples from Ghialib's poetry :
The lover's instrument produces a sound when being broken,
wl I T O R L P
Cl. also IV Nr. 115, Nr. 135, and
P i RSO R S |
| ** Sacdi. ghazaliyyar (Kulliyat 111 p. 289,

52 Die Lisder des Hafis. Persisch mit dem Kommentar des Sudij herausgegeben
von H. Brockhaus, 1854-60, repr. Osnabruck 1969: d3l Nr. 179,

al

¥ H. Duda, Ferhad und Schirin, Zur Gesehichte eines fiterarischen Sagensioffes.
! Prag 1933.
*3 See Sura 41/15; 54/19; 69/9.
* A finc example in Dard, Urdu Divin, p. 42. The expression is well known in the
West, sce Shakespeare, Heary VIIT, 412 -
Men's evil manners live in brass; their virtues we wrile in waler.
*7 Very typical of this atlitude is a Persian ghazal with contrasting pairs of words:
; I possess neither the wealth of this world nor the good recampense (in the
other world) ;

! am neither powerful like Nimrod, nor patient like Khalil,
Jeor ol Lo 6 4> 2ps L o
St e L GG 50 e o
Its last ¢it ©a forms a'sort of prayer to that God who does such wondrous things:

O Thou who hast closed Satan's eye with the nail of predestination and hast
burnt with hot breath Gabriel’s wing . ...



58

an
L 1]
[ 50

”a
L L]
L 1]
-
ay
L L]
[ ]]
™w

T

T3

T4

73

T4
T

GHALIB'S DANCING POEM

ot pie e L Sl
ot dl ety Dby S es o

This poem would deserve a detailed analysis. )
Some beautiful examples in ©Attic’s Divan, thus ghazal. Nr. 489. Famous s
Romd’s line {(Divdn-i Kablr Nr 304.

Our cry is like that of the bell of the caravan,

or like the rhunder when the clouds pass by.

O rraveller, do not put your heart on any haliing-place,

Jor (them, you will became fatigued in the moment of attraction.

Sac=di, Ghazaliyyat, (Kulliyat III), 79.

Hafiz, l.c., dal Nr. 206.

Some examples from Jimi, Djvdn. Nr. 106, 389, 489, 572; further
Nr. 90, 107, 425, 568, 647. and 712 with the lovely verse:

Reason and patience and intellect have alf gone, o hearl, do not siop lamenting |
(For) when the caravan has started moving, the lament of the bell is a condition. )
Faydi, quoted by Y0sul Husain Khan, L'Inde mystique aux Moyen-Ages, Paris
1929, p. 164.

Kalim in: Kashmir 1 159.

Kashmir T 159,

Kashmir TV 1702.

Jam3, Divan, ghazal Nr. 30.

<Urfi, Kuilivar, ghazal p. 297,

Talib-1 Amull, Divan, ghazal, Nr. 47.

IINTaz.IrI. Divan, ghaza! Nr. 535; cl. Dard, Dlvan-i Fdarsl, rubd= i p. 118 and ofien.
Other examples from Ghalib: as a sign of the passing of life :

r_,l.sJJij_,a dl'-il-'-J Jr q,-!_fli-g-'l),:
e U e CBE L
325 UL Al g ek £l
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C. H. de Fouchecour, La description de la nature dans la poésie Iyrigue persane
du Xle si2cle, Paris 1962, shows that the Huma is first mentioned in the poetry
of Farrukhi (d. 1037).

“Attar, MT p. 65. .

“Urfz, Kullivat, ghazal 286; 358 ‘the owl of grief’, ,& dix

CI. 1. Goldziher, Der Seelenvogel im islamischen Volksglauben, in: Globus 1903/
p- 301 fT.—CI. also A. Schimmel, Die Bildersprache Dschelaladdin Rumis, Walldorf
1949, pp. 33-37. A finc example of this symbolism is Ruomi, AMarinawt II

749 ff,

g:f. gA. Schimmel, Rose und Nachrigall, in: Numen V 2, 1958; L. Massignon,
Ruzbehan Baqll, in: Studia Orientalia ... p. 249, 230; art. Gul in Encyclopedia
of Islam, 2nd edition.

Sana®i, Divan, ¢d. M. Rimvi, the long qasida called rasbif agruyor, p. 29 f.
Amir Khusrau, DYvan, ghazal Nr. 1410: the intoxicated beloved is comparable
to a peacock who just came from Paradise.

The association of the peacock with India, and India with Paradise, since it

xl

GHALIB'S DANCING POEM 59

possessess both serpents and peacocks, has been elaborated by Amir Khusrau
as well as by later poets in Indja and Iran.—Faidi speaks of the "peacock of
desire' which struts elegantly, AP p. 180.
Sa®d1, Gulistan, Ch. 1 p. 57. Cf. Ghalib's witty lines :

The picture of the saucy tdol in the rival's embrace —

(to painr it) Mani’s brush would need a peacocks Joor !

P TR T H R PR T+
Sobdl fuls 2l 2L

a clever combination of the peacock-like charm of the beloved with the ugliness
of the peacock's feet which spoil the whole picture; for cun there be anything
more repelling than the sight of the mirthful beloved in the rival's arms. ?
Ghalib’s verse is strangély reminiscent of “Attar's description of the peacock in
the AMangiq at-fair (MT 52) where the colourful bird is made to say :

When the Painter of the Unseen produced my picture,

the fingers of the Chinese became reduced 10 a stump.
In Islamic trdition, the Chinesc, and among them Mani, ore considered to be the
true masters of painting (probably a reminiscence of the marvellously decorated
Manichean manuscripts which werefound in Turkestan).—*'Reduced 1o a slump':
the Persian cxpression gafam shudan contains a pun on galam ‘pen’, the instru-
ment for painting,
Amir Khusran, the ‘Parrot of Indin' often uses Images connecting the parrot
and his homeland; but already in Khiqani's qasidas (D1vdn qasida p. 380 and
often) the relation of both parrot and elephant with India is commonplace. That
holds true also for “Atlar's poetry (see Divan, ghazal 667),—Fouchécour has
shown that the parrot or perroquet was rather frequently menrioned by Lhe earliest
Persian lyrical poets, and that Manuchehrl (d. 1040) has alluded to India as its
original country where the bird speaks Hindj, (Fouchécour, l.c. p. 143),
Ghalib often uses the word, thus in IV Nr. 10, 118, 171; the refection of a parrot
looks like verdigris in the mimror of a Iuckless person

Sl b K L e SLG LT s

Ci. also IV Nr.. 5, and Qasidn XLI, |. further U 141, and 106: everything in the
six directions is a mirror for the parrot :

Wl o Ll o cpn A2 ol

Nasir “All Sirhindi, Kashmir 1T 923; cf. the verse of Kalim (Divan Nr. 204) who
says sarcastically :

The Sky keeps the means of wealth and power for the ignoble,
If the Huma has a shadow. ke has i only for bones.

JJI."A Ul—fb in-j |_; C.J.o.\ q.JL..-l Al
JJL\ U‘.P“:"I 61JJ. ;_,[_"a ‘_g‘ HL-;L‘-F

Cf. Talib-i Amuoli, Drvan, ghazal Nr. 219, 223; Fighdni, Divan, ghazal 129.
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More Huma birds are found in IV Nr. 99, where even a huma-ypi bismif is
mentioned; IV Nr. 174, 280;
I have neither a kingbird's shadow nor a dog’s nature—
I do not want a morsel from bones.
Further: Q LXIV: the shadow of the Huma: IV Nr. 66, Abr-f goharbar, Hamd,
other uses of the word: Q XXII; Q LVIII; IV Nr. 116, Nr. 193; rarkib-band
IT, etc.
The contrast Humi and crow also in “Amir Khusrau, Pfvdn Nr. 1622; Romi,
Divan-{ kabir Nr, 2258, 2158 Huma and owl; <Urh, Kulliydr, ghazal 317, 343;
Kalim, Dyvdn, ghazal Nr. 371;—MIr Dard says in praise of fagr *poverty’, that
The Humai is, in his own eyes, o ¢crow.
Divéan-f farsi, p. 106.
Similar statement :
S i s 2] g 5 ok e i
);-'-Tis_a_r.i:h_,:dﬁ‘..]'l,a)aq'ﬁl:
6t e T A A g e S
Cf. Mir Dard, Divan-i Farsl, p. 95:
One must give hospitality ro pain and distress,
One must keep one's hearr and will cultivated through gricf.
The opporiunity Is given gratuitously, o you who are negligent of existence :
If it Is not a joyful occasion (or: wedding), one must arrange a gathering
Jor mourning.
Cf. A. Bausani, The Fosition of Ghélib in the History of Urdu and Inde-Persian
Poerry. in: Der Islam 34/1959, where he comments upon the famous ghazal
Sab kahan U 90.—Cf, also Mir Dard, Urdu Dvan, p. 67, about the trepsure-house
under the dust, e.g. the numberless beautiful people who have turned into dust
and ashes.
A hyperbole which immediately reminds the reader of the last mentioned verse
though in a completely different setting, is found at the end of the first nauha
‘lamentation® wrilien in honor of the martyred members of Muhammad's family.
It is a verse in which Ghglib praises himself with the words-
My speech has induced the angelic beings into samg®,
In the mourning-elegy I have become rthe panegyrist of Mustafa..
Cf. H. Ritter, Das Mver der Seele, Leiden 1955, p. 30 (according to CAUIr's
Muslibatndma), and p, 635,
©Attar, Tadhkirat al-aullyd®, ed. R. A. Nicholson, London-Leyden 1911,
Yol. 11, 142,
Cf. Khiqani, Divdn, qasida p. 290: the Sidri-tree is not his ultimate goal.
CI. IV. Nr. 204. his dust after death is carried by the gargar :

e e D)3 D rﬂ.- LRI, K P
id. Nr. 26: resurrection will be nothing but a gagsar :
L oblSte cald g grmpe 51 000 Ll JU8 G 35000 Wb oSl S
IV. Nr. 329 :

The scemt of roses and dew do not befit our hui—
Oh cold storm, where did vou po ? Oh torrent. where are vou ?
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In connection with affliction :

& Ol 8w e B U 2, fle ST 2 Los L0 e S AT pr
I¥Y Nr. 246 and U 150 speak of the yarsar-f shaug, the ‘cold storm of longing'.
P CF. the story told by Sarrdj in the Kitéb as-sama®, of his KitAb al-luma™, p. 270.
Cf. also Ghilib’s tarkib-band, S 37. .
"1 Igbal, Payam-i Mashrig, Huda, p. 125: German verse translation by A. Schimmel,
Borschaft des Ostens, Wiesbaden 1963, p. 50.
°1 Cf, IV Nr. 45;

Gt ) el cca, (€50

2 One might think of GisOdaraz, Anfs al-“ushshag, p. 44 :

! hope for the fire of separation which burns e and transforms me into dust so
thar the wind carries me away ...,
or of Mir Dard, Urdu Divan, p. 42.

" <Urfi, Kuiliyar, ghazal 400, Instead of “dgil 8 divdne. ‘inielligent and demented”,
the quotation in Kashmir reads “dyil u farzéna ‘intelligent and clever’, that in
Nala-yi “ Andalib. with the change of one dot ghafi! « forzdne ‘negligent and clever-.
The contrast is lost in the Kashmir variant,

*8 For the discussion of wags in the mystical sense see Hujwiri, Kashy al-mahinb,
transl. R. A. Nicholson, Ch. XXIV: Time is a cutting sword. it cuts the roots
of the futurc and the past.—Cr. also ROmi, Mathrawi 1 133 and Nicholson's
commentary, Yol. VII p. 21; further ROmi's ghazals Nr. 2241 and 2498 in the
Divan-i Kablr, and id, Nr. 2341, a ghazal about samac.



A DANCE OF SPARKS
THE IMAGERY OF FIRE IN GHALIB’S POETRY

Ghalib's Dancing-poem alludes in its fourth verse to the straw
that will dance with the fire, and thus contains an image which is
central to our poet. In Ghalib’s imagery straw and thorns belong to
the furnace; it is their privilege to kindle the fire and enhance its
splendour and heat.

B oiie gl o Gt 56 i 57 s
That is why he could compare himself, being separated from those

who could appreciate him aund his art, to the ‘straw that is not in the
furnmace’,

S g AT I LS Ol e gy e
mgwoédffkmaguyd&'g_

But he could likewise sigh from within the prison :

Woe 1o this abode in which one can find no air except rthe hot
storm that burns the strgw and thorns of the desert.l

e cib O3 ey 457 Ll ol o
s Obly 5B 5 2 A5 e 5
In consuming the bits of straw the fire sparkles forth a radiance of

happiness and dances in spasms of joy, and the straw itself dances as
well, just as our poet said in his Qasida on God’s Unity :

The dance of the straw on the flame renders me so much intoxicated
that I know that the cupbearer has put saffron into the wine.

ISR L T R PRy O Wl i ol
aldil Olie; Gl sl 2 il

The dance of the straw in the flame is compared, here, to the movement
of yellow saffron powder which was apparently put into the wine in
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order to enhance its flavour, as already mentioned in a poem by “Urfi;*
the colour comparison—yellow into red—is quite correct. In most
cases, however, Ghalib speaks not of the dance of straw but of the
‘dance of the flame’ or the ‘dance of the spark’. One of his most
quoted lines is :

The lust of the banguet lasts as long as a dace of sparks

oSG 2 e g0 ey Ul & e S

That means, it ends immediately, for sparks live only a single morment,
as our poet has stressed in a late Persian verse :
I am the sparks of love's radiant fire, so that the moment of
my birth and my death are one —ranid na ha ya hi!

hl&f&u;L&JﬁTJrﬁ
_,ﬁblblii:ir..':'u_,_’.i)\:_-ré

Ghilib has repeated the image of the rags-i sharar, the ‘dance of the
sparks’, in his gagidas by boasting :
When I give a sign of iy steadfastness to the fire of the heart,
I bring forth the dance of sparks from the nature of dusr.

(.m.sou.;;d.sl_,:ﬁ,_‘:_,;&__(&
a3l 2 SR ek 2 el
His heart, though of dust, will loosen sparks as if it were a piece of
flint that has been struck by some other stone. For Ghilib often
associates in the classical tradition the sparks with the flint stones in
which they lic concealad.
Blood would have gushed forth from the vein of the stone,

not to be stopped,
if what you know as sorrow were a spark of fire.

begd & o3 45 54 o9 BGF o oK )
Lya Jlrt;‘*-’_"“’-’—JG?““(‘r‘i —

Such sparks also leap from the axe of Farhad, the unfucky lover who
tried to hew through the rocks a passageway for a canal for milk and
thus became a model for the staunch but lost labour of love

pU boleys o vaed aly i i
%71 1 R i T3 B IRCR R I
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The different aspects of love and jealousy again reveal themselves,
to Ghalib, as fiery sparks, and

I pour sparks into the shirt of the rose when I describe Yyour jace;

{ am the fire of jealousy, fallen into the breast of spring.
P 03002 LS edy ey ()
:.-l s lzil Jlt..:_,.v ula.db ¢ P'Q'J LJ"A_:T

This fine combination of the red cheek, the red rose, and the red spark
is, in its colouring, very typical of Ghalib’s imagery.
In a similar combination of roses and sparks, which is somewhat
more obscure to the Western reader, the poet says :
Even after his death the madman remains the goal
of the visit of children;
the sparks of the stones have shed roses over my tomb.

P LC I LY O BT S

The lunatic—a prime target for stone-throwing children—is a standing
figure in Indo-Persian poetry; Ghalib’s Urdu verse about this subject
has become almost proverbial :
I, toa, threw stones at Majnin (the demented lever) in my childhood
until I thought of my own head. . . . . .

el e TP 4 O
LT Sl e 057 g7 L e

In the above-mentioned verse, he connects the idea with roses which
(as can be seen in many Indo-Muslim places of pilgrimage) are laid
in tribute upon the tomb of the saints, overspreading the sarcophagus
in thick layers; with these roses he equates the sparks that leap from
the stones flung at him by children after his desth.®

Another use of the connection ‘straw-flame’ is found in an
expression which sounds strange if not repelling to a Western ear:
it is ‘the straw of the voice's flame” which occurs sometimes in Ghalib's
verses. But the connection of the candle and its ‘tongue’, e.g., its
wick, with speech is rather common in the Indo-Persian tradition. The
extinguished candle is ‘silent’, and the ‘candle of tajk’ can become rnore
radiant by ‘adding straw to the flame of speech’, i.e, giving it more fuel
for speaking. Ghilib dwells on the ‘voice’s flame’ in a number of
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his verses and may even fear that he has waxed so hot in his r_nclo_dies
that he has become ‘the roast of his voice’s flame’, a rather weird idea

indeed! .
Quite contrary to Ghalib’s use of the straw-and-flame® image

was the usual association with ‘straw-and-torrent’ as employed by

classical imagery: the torrent seizes everything in his_ way and sets the

straw and all kinds of sprigs and rubbish to dancing on the fo_arn.

Kalim, one of the great masters of 17th century India, cleverly combines

both motifs in a verse which is reminiscent of Ghalib's way of thought:
Be at times the rubbish of the torrent, and ar

times the straw of the flame — .
He who wanders through different modes will not

dwell in one halting-place.
el ahed a0 e STLEL a6
Ghilib would say, in describing his own state of mind :

Like unto a wave I waxed into a flood,
in the style of the flame I dance in fire.®

Olsb 4 I e O
o550 el e Az Sy
Time and again he returns to the association of straw and fire, sometimes

inventing daring images, as in his gagida on Divine Unity where he
says that he who ventures to describe God in words

has thrown on the steed of the flame the horse-armour of straw,
Sl aals 1 &y oy ek 1y ey aSGT
S EYLN P S T P U
i.e., has attempted something impossible, and has thus doomed himself

to failure. .
The flame is not irritated when straw hangs upon it—why, then,

should the poet refrain from speaking when mean and miserly men
insinuate themselves into his company ?

P U I | WSy E AP i ] R
ST e STlal el 10 LI ]y ke

(The verse, which again contains a hint to the ‘lame of speech’, more-
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ovt::r em!:odics 2 subtle hint on the word k#as in its twofold meaning
of ‘rubbish” and ‘mean, miser’.) On the contrary, the flame is in need
of some straw for presenting itself more radiantly :

u.‘:.....;._,JL;A._:.x:.i_,I_;L_JJ.S'"iL-.:_,.r

) _Ghalib alsP uses the relation of straw, thoms and fire in the
E;adl;tlmr;?l fl:m“.-:cl.mng of substantial union. Just as Rdmi had described
¢ block of iron that assumes itself to be the fire i ich i
castr oy o et re in which it had been
Straw and thorns, whenever they burn in fire
become fire —
I have died from the delight of the lip so much
that I shall become soul. ’
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The soul is imagipned, in poetry, as being manifest j

bearing thus _association with the kiss.sg The e::;:ntgl;eoli‘rzzﬁsagd
means of a kiss 'is an idea found already in ancient Greek and LatiI):
poetry. In Persian, jan be-lab, ‘he whose soul is on his lips’, is a term
for somebody on the point of death, but in poetical lang’ua e it j
moreover a term for someone who ig dying, longing for a ﬁjss tlos

soul o}f; the:dbeloveg, being consumed by the fire of love,

_ ’n ldea nherited from ancient .science is likewise fou i
t?]haélrt; 3 straw-a_.nd—_ﬁrc imagery: the straw is beheld in.expectat?:n :::‘
e , or fire is viewed as an essentiel part of jts ingredients (bein
one of th_e f'c_nur elements which constitute the material world) and‘g
longs for its liberation. The poet speaks, therefore of the fire which
can be detected from the throb of the pulse of the st.raw and longs f‘;r

fire.
5 ; s ; .
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He alsc may describe those who have attained the last station of
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longing by saying that
they have become straw and thorns jfor their own fire
B G2 Jab pde s 250 LS 2 gy
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That means, they consummate themselves in uninterrupted burning
which they enhance by casting their hearts and souls into the flames.

As far as I can judge, there are few poets in the Islamic world
who used the symbolism of fire as frequently as Ghalib did., It is
surely no accident thar Igbal, in his Javidndme, where he confronts
Ghilib, Tahira and Hallaj in the Sphere of Jupiter, often uses meta-
phors and expressions associated with constant fire, ‘fire under the
feet’, ‘fire of longing’.

To be sure, already in classical times—especially in the verses
of “Attar’® and Rimi—almost innumerable verses sing of the fire
of the heart, the burning of love, the roasting of the liver in the Hames
of separation and the annihilation of the moth in the flame of the candle;
but the tragic aspects of fire-symbolism became more and more evident
in Indo-Persian literature, beginning with “Ur[1's gagidas and glazals.

Certainly, it was Hafiz who in the mid-14th century coined the
verse :

The fire of the cheek of the rose has burnt the
harvest of the nightingale;

the smiling face of the candle becarme the
calamity of the moth.

e b om STl T
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This imagery has been imitated through the centuries—whether by
“Urf1 who ‘throws fire into the nightingales by his gulbang"? (the ‘loud
shout’ or ‘note of the nightingale’, a word which contains the word
gul, ‘rose’) or by Mir who speaks in his Urdu verses of his beloved
with similar expressions. Finally Ghilib portrays the same idea in
his Persian verse :

The growth of the rose has cast me today in suspecting,

perhaps that my nest on the rose’s twig is burnt again. -

iael a5 OLY s 5 ues 1.
g @2l S sl e LT
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He speaks of this strange association between rose-fire and nightingale
in his gagida on Divine Unity :

sl Gl LS sy, 1T
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The Creator Himself has placed fire into the face of the rose abloom in
spring, thus casting the flames into the poor bird’s heart.

To know the manifestation of the rose as burning fire;
oRbe Olse 25T 8 e oF

That is what he considered essential for the lover. This motif of the
‘rose-fire’ has been very popular also among Turkish poets, even in
our day.!®

Ghalib can as well combine the two images of the Hafiz-verse,
lancying that the fiery face of the rose has attained such a state of glow
that even the butterflies draw nigh to its twigs :
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This is a be_autjt'ul husn-i ra®lil, ‘phantastic aetiology’, for explaining
w?’:y butterflies flutter around a rosebush, as Persian poetry otherwise
will n?t permit them any movement but to spin around the candle and
to penish in the flame. Ghalib believes that the nightingale too should

b!: bumt out of jealousy for the rose, and he reproaches him because
his wings are not yet coloured by the red flame.
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The bird whose nest is being burnt
B 3 Gkl Gl 45T il

is a subtle metaphor for the heart that trembles at the thought of
separation.

And here, Ghilib is surely indebted to Kalim and his oft imitated
verse :

In this garden, when a rose does not listen to my lament —
where is the lightning to carry ‘away my nest ?
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Kalim, toe, had compared the cheek of the rose to this ravaging glare
ol lightning.’ The relation beltween flame, lightning (which is in
Oriental poetry always seen as red), and the red roses could lead, then,
to new combinations which might add to the picture the red colour of
blood or of wounds.1?

It was. “Urfi whose impressive poems (with the rhyme-word
atish, ‘fire’, or atish-ast, ‘is fire’) have largely contributed to shape the
fire-imagery of the Indo-Persian poets. One of his poems has been
imitated by Ghalib :

Without cermonies—to be in affliction is beirer than the
Sfear of afffiction —

the bottom of the sea is a paradisical fountain,

and (only) the surface of the sea is fire.
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This verse is an exact reversal of *Urfi’s statement, to wit, that fire lies
concealed within the depths of the sca 50 that the lover should become
first a fish, swimming in the clear water and revelling in the pleasure
of life and love; but that later he is to become a salamander and thus
better equipped to endure the pain which expects him the more the
deeper he gets involved.'® Nazirl who, like “Urfl, composed several
poems rhyming in ‘fire’, similarly describes
the path of the lover amidst seven seas of fire.
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And Kalim compares the poor man who ‘enters the path of love
with the cane of reason’ to one who tries to traverse a fiery desert with
wooden legs.’® Before him, Talib-i Amuli had opened his dnan
with the poetical prayer :

O my God, enhance the flame of my longing !
Make me inte fire and cast me into the world !

b Qo3 pisd Aas o
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thus preparing the reader for the numerous verses on ‘fire’, ‘burning’



70 A DANCE OF SPARKS

and related words in his divdn. But it seems that Ghilib has surpassed
his predecessors by the variety of expressions connected with fire-
symbolism. He said, in one of his frequent ironical lines, that people
fancy him to be a fire worshipper when' they see the sparks leap from
his hot sighs :
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and comparisons of his state with that of Zarathustra, or of his heart
with the burnt fire temple

ceNARhy i GASTY ¢ eaREST ca,e

(neither of them rare in classical Persian poetry)!? are found several
times in both Urdu and Persian :1#

It is a dishonour for the breast if it is not a Jire temple,
1t is a disgrace for the heart if the breath does not spread fire

» A kAT 51 U ane o5 &
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Gi:lél.ib may also, like a number of earlier poets, among them Amir
Khusrau, allude to the custom of the Hindus to burn their dead or to

make a wife commit sutree; for he wants his fiery state to continue
even after death :

Burn my bier, for I am not less than a brakmin,
I can not carry into my tomb the shame of not-burning 1*®
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Sakhtan and jaing ‘to burn’, in Persian and Urdu respectively, are two
of the key-words of Ghalib’s poetry, and there are numergus verses
which rhyme either to ‘fire’ or to words connected with fire.?® The
poet eventually needs no longer fiery tulips and the red blossoms of the
Judas-tree, as his whole nature is fire.
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Since his nature becomes a red flower bed as a result of all the sparks
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that glow within him, the dark spot (dagh),*! €.g., cauterization-mark,
placed upon his heart by separation and yearning, can suddenly sprout
into a chiraghan, a firework; it is ‘the seed of a cypress of firework'.22
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Although Ghilib has once written a gifa® on a genuine fire-work in
Delhi (Qit. Nr. 59), the expression chirdghan is usually associated
with the sparks that issue from the scar of his heart, delighting everyone
with a most lovely spectacle. The Western reader may be strangely
reminded of the lines of Edna St. Vincent Millay who uses the burning-
image in a very similar connection :

My candle burns at both ends ;

It will not last the night —

But ah, my foes, and oh, my friends —

It gives a lovely light 12

Ghilib’s imagery sometimes surpasses the limits of what the

general reader would consider good taste: as for example when he
seeks ‘the roast of the salamander’s heart’ for the table of his heart

Oty T 2 lpe B s 76 2 o
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From the days of Plinius, the salamander has been considered to be
an extremely ‘cold’ animal which can extinguish fire. In Islamic
folklore it is sometimes thought to have been born in fire and is, at
least from the 13th century onwards, regarded asa bird, not as a reptile
—perhaps a confusion with the Phoenix who is reborn out of fire.2¢
We find quite an amazing amount of these animals creeping through
Ghilib's poetry though I doubt that he had ever actually been aware
of a genuine ﬁrc-salamapdcr's appearance, as the species is nowhere
found in the Indo-Pakistan Sub-continent. He may say, that ‘the
nation of the roses has adopted the salamander’s religion’,

._-;.s;_,.u....u:.;’@s s J5 el
for the face of the rose is glowing like fire. He himself bears within his
breast the heart of a moth fluttering intent on self-immolation, but
tempered with the steadfastness of a salamander which cannot burm,.2®
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Imitating “UrfT’s firc-ghazal he describes himself as a combination of
outward water and inward fire so that he who searches his sea for
fishes will find salamanders instead,
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Or else, he may claim to unite in himself the nature of the nightingale
and the function of the salamander, etc.
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The poet wants to be set fully aflame so that neither ‘smoke of
speech’ nor hearing may rise from him
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but that all and everything be burnt. That is why he is overjoyed
when beholding his present state :
How lovely is my state: the body fire! the bed fire !
Where is the wild rue that I may throw it on the fire ?
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The seed of the wild rue, sipand, is used for fumigations against the
evil eye; when thrown onto the fire it ‘dances’, as many poets say.
Since Ghalib considers complete burning as the state of perfect happi-
ness, he needs magic to ward off the Evil Eye of any envy-ridden
person who might wish to harm him. Just as earlier poets commonly
cast their hearts, or bits of their liver as a substitute for the wild rue
upon the fire of love, Ghilib compares the innermost spot of the heart,
the suwaida, ‘little black one’, to the rue.?®

But what happens to the poor lover who is so completely consumed
by the flames of love ? His body is burnt to cinders, and so is his heart—
why, then, gives the beloved no rest and disturbs his remnants, poking
in his ashes ? She will no more find that heart which once burnt for
her ... )
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In a comparatively simple Persian verse Ghilib claims to be
superior to Abraham for whom, as the tradition attests, the flames of
Nimrod’s pyre were changed into a cool rosegarden (cl. Sura 2]/
69);2? Ghalib, however, needs not even a pyre for burning :

Lock, how I can burn without Sfame, without sparks !
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Once more Ghilib has used the Qur®anic figure of Abraham, so often
associated by Persian poets with the symbolism of fire-rosegarden—
in one of his finest didactic lines he alludes to the obedience of Ishmael
who was to be sacrificed by his father :

The child puts his neck under the sword of his father,
when this very father enters into the fire of Nimrod.
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The child beholds the heroic behaviour of his father who is willing to
undergo all trials and tribulations for the sake of his faith or hisideals,
seeing in him the perfect model for himself and the ideal with which
he wishes to be identified ; he will thereupon obey him without qualms—
a sound pedagogic counsel for parents !

Notwithstanding its destructive force, fire definitely enjoys a
positive evaluation in Ghalib's poetic language, as it is associated with
the power of love and is the sensuous symbol for the domination
of the Beloved when He reveals Himself in His cruel and wrathful
aspect of ‘consuming Fire’, a fire which destroys everything besides
itself.* This positive evaluation becomes particularly vivid when
Ghilib evokes the image of lightning, which was, in traditional Persian
poetry, often associated with the smile or the laughter, in contrast
to the ‘weeping of the cloud’. We saw eatlier that straw and grass
are longing for the moment when their interior fire shall be set free.
“UrfT puts it correctly when he says :

Wherever my way passed in the desert of gnosis,
[ saw the grass in trading with the lightning.



74 A DANCE OF SPARKS

Cipna Shmaay S 0y &S e
b,l; phd Al > G b

Ghalib therefore considers-the grass (that is he himself), as having b-ecn
athirst already in Non-Existence (Cadam) for the lightning of affliction.
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A frequently interpreted verse of his which asserts a close association
between destruction and edification belongs to the same group of
images :
The First Principle (hayiila) of the lightning which destroys
the harvest is the hot blood of the husbandman.
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The villaper who cultivates the earth bears in his own nature the_ﬁre
which, one day, will be manifest in destroying his harvest; and since
‘burning’ conveys the meaning of destruction for the sake of edlﬁc_a-
tion, the lightning will be instrumental in leading the harvest to its
proper destination.?®* Another of Ghilib’s Urdu verses conveys a
similar idea :

The brightness of life comes from the house-destroying love.

The assembly is without a candle as long as the lightning
is not in the harvest.
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Thus ‘the spiritually free have lit the candle of the house of mocurning
from the lightning’ which destroys all.
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The reader acquainted with German literature and philosophy
will certainly be reminded of Nietzsche's view expressed in the fore-
word of ‘Frohliche Wissenschaft® where he attributes to the flame the
same positive value :
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Wir miissen bestindig unsere Gedanken aus unserem Schmerz

gebiren und miitterlich ihnen alles mitgeben, was wir von Blut,

Feuer, Lust, Leidenschaft, Qual, Gewissen, Schicksal, Verhingnis

in uns haben. Leben—das heisst fiir uns, Alles, was wir sind,

bestindig in Licht und Flamme verwandeln.

The Western reader who is usually not accustomed to this
philosophy of immolation and probably shocked by the repelition of
such weird metaphors in Ghalib's poetical work should remember
such sentences, all the more as the remarkable cross-relation between
Ghalib, Iqbal and Nietzsche can be undersiood by meditating upon
their similar approaches to the problem of what we may call the
Phoenix-effect, i.e., gaining new life by willingly burning oneself along
with one’s ‘nest’. This imagery is in perfect harmony with the verses
of many mystics in the lands of Islam who have regarded the annihila-
tion of the self as the prerequisite for union with the eternal Beloved.
For them, suffering “is God Himself, whereas happiness comes from
Him™ as Hallaj once said.?® These ideas came to be combined with the
actual suffering of the masses brought about by the deteriorating poli-
tical and social situation. They were [urther nurtured in an environ-
ment where the lover had 1o overcome severe obstacles on the worldly
plan, be it the crueity inflicted upon him by his coy mistress or his
coquettish young beloved, be it the tyranny of unjust rulers or
the assault of plundering soldiers. Thus these ideas cozed into all
strata of thought to permeate the whole fabric of Persian, Urdu and
Turkish literatures until, at the end of the 19th century, a new
Weltgefiihl expresses itself in those literatures. The poets began to
teach activity instead of suffering, and self-realisation instead of anni-
hilation. Yet, the role of suffering and martyrdom as a means of
obtaining a higher goal is central in their verses as well; now it was the
flame of the thirst for political freedom which coloured their poetry.

To turn back once more to the lightning : we should not forget
the charming image in Ghilib’s vocabulary that the lightning ‘has
dyed his feet with henna'—anyone whose feet have been bedaubed
with red henna will find himself unable to walk fast; Ghalib might
therefore think that life passes so quickly that compared with it the
lightning is as slow as if he had henna-dyed feet.

S I PR S
The poet often describes himself as fiery, so much so that his
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reed-pen ‘casts fire into the reed-bed’,
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a comfortable allusion to the beginning of Rumi’'s Mathnawi where
love casts fire into the complaining reed;® as the pen which writes
his love-poems is made of reed it can easily scatter its sparks into
the world. In Persian poetry, especially in India, reed-bed and fire
as well as reed-flute and reed-pen are often associated,?® and Ghalib’s
verse is in this respect hardly orginal. However, when he claims
that his running is so swift (=hot) that he has even burnt the thorns
in the desert, thereby deserving the thanks of all the feet of subsequent
travellers,
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the reader will ao'cept this strange idea with a smile. He will also read

with considerable amusement the statement that the desert appears
like a paper spotted with firemarks from the hot footprints of the

poet
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who lives constantly ‘with fire under his feet’.
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Ghalib’s fire comprises not only his own person, or the objects of
this world; he even intends to burn Paradise with his flamelike breath
so that no one may know that Paradise was nothing but the abode of

his beloved.
ipe OWE Am2 i ) Luln
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The fire which glows in his breast is stronger than hellfire:
Where would be in hellfire this heat ?
The burning of hidden griefs is something different.
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He Boes even so far as to tell his reader not to be afraid of eternal
punishment in Hell: for that will be a lovely spring without autumn.
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{The tertium comparationis is, probably, the left-out rose of which
the fire reminds him; the roses of our garden will wither in the fall but
I-!ell-ﬁre is everlasting ...} Stjll, this daring hyperbole is contra-
dicted by a—though less artistic but more lwman—line in which he
addresses: the Prophet of Islam, trusting in his intercession for hijs
community : :
Erernal Hell is unlawful for T hy  commiunity —
Beware that thou shouldst not intercede Jor those whe are burnt !
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The idca'. that helifire is no longer required for those burnt by love
in this Ilfc_goes bz.lck to early Islamic mystics. Jalaluddin Rimi has
once associated this idea with the name of Muhammad’s arch-encmy

called Abli Lahab, ‘Father of the flame’, who ] i
lacked this fire of love - O MAjOr sin was that he

It is said, the burning Jire is the lot of the infidels,
I have not seen anyone deprived of Thy fire bur Abi Lahap. 24

A el aslh 5T G an S
PR ) s e 5 ST 1 e
owing 10 Iove’, but the Sealowty of ta ey Himy who is infide
Ot O3> 00 s Fied ) ale i
i pilane L L5 we
Shaikh San®in (as “Afttar describes him in his Mantiq ut-tair) had

been a devout saint who had fallen in love with a Christian maiden
had exchanged the rosary for the infidel’s girdle, had drunk wine and'
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herded the swine of his beloved. He became a favourite model case
for those poets who siressed the overwhelming force of love which can
destroy even the piety of 70 years. According to ©Attar, the
Shaikh returned later on into the fold of Islam. His fate inspired
several of Ghilib’s lines as the latter claims to envy him, the veritable
heretic. But this kind of envy and admiration has been a topos with
Persian poets of the post-“Attar period, and is not the expressionof a
subjective state of mind.

Since the use of contrasting pairs of words belongs to the
standard rhetorical devices in Persian poetry, the combination of fire

and water as manifest in the unhappy lover’s tears and the burning of

his heart has always been favoured by poets. This combination was
popular already with the earliest Arebic mystical poets around 900
who claimed that a dearth of fire and water would certainly take place
if the burning hearts of the lovers and the floods of their tears would
not vouchsafe both elements to the world.?* It would surprise us if
Ghalib had not written a number of lines in this strain ;

My weeping is such that water is beneath the dust
—rthat much,

My lamentation is such thar there is fire up to the
simmit of Pleigds
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A subtle, though traditional, pun juxtaposes thurayya, ‘Pleiads’, and
thard, ‘dust’. The fire in his breast and the water (he means, of course,

the wine) in his cup rend the poet independent of both Hell and the
sweet well of Kauthar in Paradise.
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In a similar though wittier image he claims to possess
the furnace of the old woman and the condition of the deluge
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According to Islamic tradition the deluge started with some hot water
which emerged from the furnace of an old woman in the Iragi town

of Kafa: Ghilib’s heart incorporates the heat of this very furnace,
and in his eyes there is enough water to inundate the whole earth.
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Another contrasting pair of words which Persian-wriling poets
would use frequently is the pun on gulshan, ‘rose-garden’, and gulkhan,
the ‘fireplace in the bathhouse’, ‘dust-bin'.?® It designates the contrast
between the delightful place where roses bloom, visited by happy
people in the springtlime, and the lowest place in the bathhouse where
only the most indigent used to seek shelter in winter, and where a few
red sparks might occasionally evoke the memory of the rosegarden.
The gulkhan is, as the medieval Turkish poet Yinus Emre (d. 132])
puts it so excellently, the place where the nightingales had burnt their
wings in the fire of love.3? Kalim remarks that eventually even the
leaves and petals of the roses will wither and decay and that their shrubs
will be cast in the fire—therefore :

The eye thar sees One, knows no difference between
rosegarden and ash-house.

QL-JLIB-,L,.':JTJL:J_JI)JS:S}:..
I RS g TRRY. g {10 IR SR
Ghalib, in his torn, reverls the idea and tells us that he is

wounded by the rosegarden, as it is spring, and
no durarion (of happiness possible}

but made happy by rthe firehouse, for there

is autumn, and yer no autumn
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for : The radiance of the ascendent of the straw is
dependent upon the ash-house —
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Straw, as mentioned before, reaches its destination only when thrown

into the fire : that is the happiest moment predicted by its horoscope,
That is why Ghalib complains about his own uneven state :

When I am a rose, I am in the ash-house,
when I am a srraw. I am in the rosegarden.
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Wherever he may chance to be, he feels that he is in the wrong place,
a place where his true value can not be appreciated.
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One of the favourite images in Persian poetry is that of the candle,

used in different connotations. The traditional combination is that
of the candle with the moth as found for the first time in Hallaj's Kirab
ag-tawdasin. Besides providing a fine metaphor for the tonigue and thus
for speech, the candle was from classical times often used to express
the poet’s own state of mind: it laughs and weeps at the same time; its
flame is radiant with joy, but its body melts away in hot tears.®® It
is natural that Ghalib should have used the image of the candle as often
as his predecessors had done. Most of the current comparisons
(so that with the red tulips) are found in his Persian ghazal rhyming in
sham®, ‘candle’.
We find, in his poetry, the candle in association with the moth,
although not too frequently; there is also the traditional comparison
of the candle with the tongue, given in his Urdu poem with the rhyme-
word sham*®, ‘candle’ :

The story-telling of rhe candle resembles the way
of those who aim at annihilation.
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For its tongue, the wick, diminishes by ‘talking’,-e.g., giving light.
And silence means death for those endowed with the gift of speech,
for the extinguished candie is useless—an idea expressed almost ver-
batim by Mir Dard.?®
Ghalib invents stili another positive evaluation of the fire in

association with the candle: it rescues the lover from his troubles and
his pain. His way of expressing this idea is quite ingenious :

By the splendour of beauty the difficulty of the

lovers becomes solved,

the thorn of the candie’s foor will not disappear,

unless the flame disentrenches ir.
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Here, the wick is compared to the thorn which, embedded in the foot,
causes pain; the wick’s consumption by the flame means the destruction

of the ‘thorn’, hence the deliverance of the candle from its pain which
lasts as long as life itself 40
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But the candle is more often ‘connected with death—ithe under-
lying idea is that it illuminates and animates the gay assembly at night,
but is extinguished when morning comes, just as the conversation of
those friends—who have gladdened the assembly and have set their
hearts to gleaming—ends in these morning hours.®? The expression
sham®-i mahfil, ‘candle of the assembly’, which is used to designate
the most attractive personality in such gatherings should be borne
in mind when reading any line associating the candle with the assembly
and the morning. *“Urfi had written the famous verse :

Do not imagine that when you leave, the world will also pass away,

A thousand candles have been slain, but the assembly is siill there.
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The “killed’ candle as well as the ‘mute oil-lamp’ (chirdgh, an oil-
lamp with a wick, deprived of which it is useless and *without tongue”)
became standard words for the Mughal poets, and the images created
by their ingenious use are sometimes very touching and impressive, 12
Ghalib speaks of the candle which shines till dawn and then is healed
from the grief of existence 3
G)\LJ,,.}_,ACUJ'.LJKG:_A pe s
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But sometimes the burning candle is extinguished too early, and the
poet in his bitter mood may compare himself to Jjust such a candle, a

candle which remains ‘an imperfect scar’, useless and suffering, neither
radiant in the company of the friends, nor dead-silent at dawn.
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‘The smoke of the slain candle’ is an expression of which Ghilib is
particularly fond,
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and in a complicated Urdu quatrain
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ht‘:‘ compares the pulse of one who is rendered ilI by his loyalty in love
w_lth the smoke of the slain candle: the fire of love no longer consumes
h:m,. and only the last throbbing issue of smoke reveals the tiny spark
of life left within him.

Quite c,lose to this melancholy metaphor is the expression ‘candle
of the grave’. <Urfi had furnished the classical model for it in his
verse :

Wherever I turn there comes the scent of the killed lamp —

Probably formerly the tomb of those slain by love was there.

*Id‘w“c‘-’f&"yr’d"—“-"'ﬁ"
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The most utter{y desolate state in whose description Indo-Persian
and I_{rdu poets indulge is that of the candle flickering at the tomb of
a destitute stranger.** Ghailib, once more, laments his place outside
the pale of society, and asks :

Why burns in the desert at the tomb of strangers

that radiant candle

which would be befitting for the happy gathering ?

Uy de OLa 38 oasly
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During hi_s ir_npris_onment, he complains in his truly touching tarkib-
band'of his sitvation in quite similar terms taken from the sphere of
burning, though not from the candle-imagery :

Do not burn my aloes-wood in vain—if" it has to be burnt
then let it burn in the king's censer.

Rt JU R PO S p
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The comparison of the suffering lover with aloes-wood that produces
lovely fragrance while being consumed by the flames was known from
the early days of Persian poetry and Rimi often combines the “id,
‘alo-e‘, with its siiz, ‘burning’ and the “id, ‘festival’, and its saz, ‘manner'l
or ‘instrument”. Our poet may even admit that his life passes in sucl';
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darkness that the light of the candle of the tomb makes him joyful
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or he may call himself ‘the moth of the candle of his own 1omb’.
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Unable to express the thousands of wishes which are hidden in his

breast he heaves a sigh :
The dead candle am 1, without tongue, on the

romb of the strangers.
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Ghilib speaks of smoke in connection with the shadow of the King-
bird’s wings, but he also devotes quite a number of verses to the dark
smoke enshrouding his heart and his life, symbolizing his confused
mind and the hopelessness of his situation. In an address Lo his
beloved he draws a comparison between her and this state of his : she
lives in the colourful waves of joy, he fills heaven and earth with the
fire of his sighs.
K g W5 olisk Ol e b o B
& ol § e SO O o Ol
This poem contains many fire-images other than this from its very

first line to its end. Or else he complains :
From bouquets and bouquets of hyacinths and roses your bed-linen
Jrom heaps and heaps of smoke and sparks my woof and warp.
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The smoke and the hyacinths, the sparks and the roses form a perfect
parallelism as it is visible also in the closing lines of his gasida III

in honour of the Prophet.* More than once he speaks of the fire-
particles that rise from his bed-stead.
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or set the bedroom aflame:
R el A 8y
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and not only his bedding but his whole existence is, without distinction,
made of fire—both sides of the fabric of his life are alike, as it is the
case with the Aame.
T st B VY olad
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. On the other hand his word may be compared to smoke, quite
in kce_ping with the ancient proverb according to which the intelligent
can discern the trace of fire from the smoke it produces,4¢
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The poet teils us that all the walls of his hut have become blackened
by the smoke rising from his heart, so that his abode looks like the
black tent of Laila, the beloved of the demented Majniin 47
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In one of hi-_.s mathnawis he again describes how he is completely
tra!:lsformed-mto flames without smoke; therefore he can once more
claim in another poem that his fire of longing produces no smoke

whatsoever; his beloved can therefore hardly be blamed for her lack
of tears when beholding him.
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The situation would be quite different if the glow within him had

produced some outward sign of it, that is: the smoke which bites the

eyes and causes tears. 8

_ Tl_njs verse is typical of Ghalibs talent to express a melancholy
topic with a dash of humour,——occasionally attaining the first outposts
of black humour. That s surely true of a verse in which he has used the
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traditional image of the blackish down appearing on the face of the
beloved and consequently destroying his youthful beauty. He utters
this thought, so common to Persian poetry, in his fire-imagery,
possibly influenced by one of Sa<di’s quatrains :

As a result of the down’s advent the market of

the beloved became cold (i.e. without customers),

The down of the friends face was so-to-speak the

smoke of the slain candle.
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The radiant, candle-like loveliness vanishes into black lines which mark
the end of the friend's youth so that he can no longer remain an object
of admiration and love for his former worshipper. Very clegant is the
combination of the ‘cold’, i.e., no longer frequented, market with the
smoke which is a sign of the extinguished, i.e., ‘cold’ candle.

We are therefore not at all surprised that Ghalib predicts that

after his death
the flame of love will wear black, after me ...

Ghalib sees signs of fire cverywhere. In the garden,
the path is the wick for the tulip’s cauterization-mark
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The tulip, burning red and therefore often compared Lo flames, is
distinguished by the black spot in its 'heart’;¢® this spot—not rarely
mentioned by poets in a negative sense—is now associated with the
‘wick® of the straight path in the orchard which the beloved might have
graced once with her visit; thus burning the hearts of the Aowers
with the mark of yearning and separation. The sunset which dyes the
cloud in a flush of lovely red hues reminds Ghilib of the moment
when fire rained upon the rosegarden on the day of separation from
his beloved.
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This is a very appropriate image when one thinks of the smail rose-
like clouds that momentarily spread over the sky in certain evenings.
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And those who know Delhi or Lahore will certainly remember how i
the red sandstone buildings of the Mughal period, like the Red Fort,
‘answer light to light' immediately after sunset: the walls appear
transparent for an instant as if they conceal 2 fire which now shines
forth in shades of deep copper and purple.

Ghalib may exclaim in jubilant exaggeration that he would
burn the wings of the ‘Anqa in the realm of Non-Existence by dint of
the fire of his imagination, but in the same breath he may wrile one of
his most touching poetic lines in which sheer human hopelessness is
expressed without any rhetorical play :

In the heart, the delight of union and the
memory of the friend are no longer left —
Fire fell into this house so that whatever was
las been burnt to cinders.
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Or could anything be more forlorn than the idea that even the memory
of the beloved and the wish for union has been, for ever, annihilated ?
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FOOTNOTES

' A weird connection belween fame and straw is the verse :
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1 eUrN\, Kuffiya:, ghazal Nr. 314.

? Kalim was apparently very fond of the image of the stone-throwing children, cf.
Divan, gharal Nr. 159; id. Nr. 497 has an clegant combination of the stones and
the desert in which the demented lover will, eventually, abide :

Due ro the impudence of the children no stones remained in the walls—
Wihen the rown becomes waste, I draw myself into the deser:.
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In another poem (quoted AP p. 229) he combincs the “stones of the children®
with the glass-vessel which, in Persian imagery, is always scattered by the siones
Aung at it; a similar combination is found in a ghazal by Mazhar Jinjanin
(AP p. 284). How popular this image was can be gathered from a verse by
Azad Bilgraml, the 18th cenwury writer whose verses are, though not at all very
- original, yet an excellent compendium of all those stylistic and rhetorical devices
that were in fashion in 18th century India (cf. the charming verse in his biography
by Mir =All Shir Qanic, Magalir ash-shu©ara®, ed. H. Rashdi, Karachi 1557,
p. 58): )
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Cf. also Mir Dard, Urdu Divan p. 73; Bedil, Divan, p. 260.—Ghalib (U 10m
has connected fire-symbolism and the children's game :
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Another comparison points to the roses on the tombs of szints and maryrs :

My roses and my candles becarne wasted on the romb of the mariyrs!
You did not consent (to my wishes), and my life was wasted in supplication.
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* TV Nr, 210. He uses the expression also in § 39, Q XXVII, and says in an Urdu

verse that the silent beauties use “the smoke of the voice’s Hame® as collyrium
for their eyes.
The expression shu®la-yi Gwadz was common in India, see the examples by Ghan!
(Kashrmyr 11 999), Salik (id. 1 305) and Hijab (id. A 53); the latter two are con-
nected with the nightingale; Bedil, Divan 99: MIr Dard, Divan-f farsf p. 64, —
Ghalib speaks also of the sham=-i sukhan. the *candle of speech’ :
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* Combinations of fire and kab@b ‘roast’, though gquilc unpleasant for Western
taste, arc commonplace in Persian and related poctry from early times; to roast
his heart is a normal action [or every poet, and he often will add the *wine of his
blood®* to the roast. Nagir All Sirhindt makes the nightingale the roast of the
rose's fire (Kashmir II 934), an idea [requently expressed in various forms guring
this period of Indo-Persian poeiry.

A fow oxamples from Ghialib®s verses: in M I1I; due to the roses, spring becomes
the kabab for its own fire, :
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or the kabdb of spring bumns in the oven of the tulip.
Cf. IV Nr. 157, Nr. 71, Nr. 151; 8. p. 37. Not even the Prophet of Islam is
spared such a comparison :

The cloud of his grace makes Paradise grow out of Hellfire,
The lightning of his wrath turns the cloud of mercy into smoke of kabib.
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* Other examples: IV Nr. 117, Nr. 200, Nr. 243, particularly Nr. 213 :
QOut of envy that my breast is so fiery the fire draws a dagger of flame
rowards [ltself.
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Cf. also U 61 “the Bame-carrying breath’ :
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? ROmi, Marfinawi 11 1347. The same symbolism was used by a number of
Christian mystics, like Richard of St. Victor, Mechthild of Magdeburg,
5t. Catherina of Siena (c. E. Underhill, Mysticism, p. 421); further in the fogos—
speculations of Origines, in the mysticism of the Greek monk Symeon the New
Theologian, etc. In the Indian tradition, Baba Lal Das, the partner of Prince
Dara Shikoh, used the ‘iron-in-fire” imagery; c¢f. C. Huart-L. Massignon, Les
Enrretiens de Lahore, JA 1926.  Bedil, Divan p. 86 uses a line very similar to that
of Ghalib.

* CI. Hastings, Encyclopedia of Religion and Erhics, YII 739 f. One of the
numerous classical examples arc the lines of the Roman poet Petronius :

haesimus calentes

et transfudimus hine et hine labellis

erranics animas.
The idea of the exchange of souls by means of a kiss has often been expressed by
European poets; likewise the expression of Christian mystical theology according
10 which the Holy Spirit is the ‘kiss between Father and Son’ comes from this
root.
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* The examples in Persian and related poetry are almost numberless: suffice it to
mention Radml’s line (RubASiyyat I. 334 b 1) :
My soul came onto my lips—give me your lip
so rhar I may put my soul into your mouth ;
The connection of the life-bestowing breath of Jesus with the kiss of the beloved,
so common in Islamic poetry, belongs to this cluster of images.

o “Agtar's Dlvan contains cight ghazals thyming in derivations of sukhran*to burn’,

viz. Nr. 16, 17, 213, 214, 454, 495, 549, 599,

¢ =Url!, quoted in AP p. 166; cf. Dard, Divan-i Farst, p. 27.
11 The combination rose-flame-nightingale in Ghilib's poetry : IV Nr. 62, Nr. 78,

Nr. 179; Nr. 301 {with gulbang). For the imagery sce A. Schimmel, Rose wnd
Nachiigali, (Numen V 2); Fazll (d. 1563) the author of the Turkish epic poem
Gal w balbial (German translation by J. von Hammer-Purgstall, Gal o balbal,
das ist Rose und Nachtigall, 1834) uses in his introductory prayer poem almost the
same words about the creator who has lit the torches of the roses and cast fire
into the harvest of the nightingales (Cf. E.J.W. Gibb, History of Ottoman Poerry,
¥1 147 if.). Other examples from Persian and Turkish poetry in Schimmel, 1.c.
p- 102; among modern Turkish poets we may mention Ahmet Hasim, Yahya
Kemal, Abmet Hamdi Tanpinar who used the rose-fire imagery; the finest
cxample is found in a ghazal by the Mevlevi poet Ghilib Dede (d. 1799, vd.
Gibb, Le. VI p. 147) :

The rosc is fire, the rose-twig fire, the rosegarden fire,

the bank of the brook is fire. . .

Kalim, Divin Nr. 56 ghazal. <t OL2T G IS Lasle fy
Shah“Abdul Lauf Bhita®i, Shak je risalo, Sur Sirang 1,10 deseribes the red light-
ning that has put on the red wedding garment and thus becomes a lovely
symbol of the Beloved whom the bride expects as longingly as the thirsty carth
waits for the lighining and the ensuing rain.
“Urfl, Kulliyat, ghazal p. 295; CI. id. ghazal p. 378 :

The ritual washing of the martyr of love musr be performed by fire, nor with

wafer,

How could one wash a flame with water?
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That may be inspired by Raml, Divan-f Kabir Nr. 1096,

Love is an ocean wiose waves are in visible,

The water aof this ocean is fire. and its billows pearis,
Kallm, Divan. ghazal Nr. 236,
Comparisons taken from the Zoroastrian tradition are frequently found in Persian
literature without, however, implying a real knowledge of pre-Islamic customs’
and ideas. M. Mu®In has discussed the Zoroastrian heritage in Persian litcrature
in his Mazdayasna o t3sir-i @n dar adabiydr-i Farst, Tehran 1326 shf1947. The
firc as qibla of the Zoroastrinns is found from Daqlgl (d. ca 980Y onwards (cf.
H.H. Schoeder ‘War Dagqigi Zoroastrier? in Festschrift Georg Jacob, 1932).
Comparisons of the garden and its red Aowers with the fire temple were popular
in early Persian poetry (Abu’l-Faraj ROmi) and occur frequently in Hafiz's
poems. Later, the juxtaposition of fire temple and mihrab or Ka®ba became a
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bxed topos, just as that of the shaikh and the brahmin., Typical is Urf!'s line :
The niche of my firetempie loughed a hundred times at the mihrab.

¥ Examples from Gh3lib: Q I; IV Nr. 66, Nr. 78, Nr. 84; Nr. 143; Nr. 248:
Nr. 288; Nr. 318; Nr. 320, and U 141:
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Charming is IV Nr. 156 :

Whosoever sees her on the road says:
The gibla of the fire worshippers comes a-walking !
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For the rosy checks of the beloved remind the poet of fire which is, again, the
gibla of the fireworshippers; thus, looking at the beautiful beloved everyone
becomes a fireworshipper.  This is only a deviation from the usual idea that the
lovers are idol-worshippers, but-parast; the meaning remains the same.

i* The Hindu in connection with burning is mentioned by Nizaml, Hafr Paikar
34 (see H. Ritter, (ber die Bildersprache Nizamis, Berlin 1927, p. 12, 13). The
custom of saff is several times mentioned in the poems of Amir Khusrau, who
must have eyewitnessed it in India, cf. Divdn Nr. 678 :

To die from love, o friend—Iearn that from the Hindu,

Jor it is not easy ro enter the blazing fire alive.
CI. for the combination Hindu-fire id. Nr. 42, Nr. 735, Nr. 1442, Other poets
have taken over this idea and speak of the ‘fireworshipping Hindu' or the Indian
who burns himself, see Jaml, Dfvan Nr. 20B; Nr. 312, etc.; Maulana Q&sim
Kahl in: Magglat ash-shudra p. 677; <Urfl, Kullivar, ghazal p. 327;‘ Nazlrl,
Dyvén, ghazal Nr, 77; Nr. 166, Nr. 328 in the 19th century Furighi, _D.I’vén
221, and in early classical times Khiqan!, Divdn, gagtda p. 223. FEven in tl_:c
poclry of the regional languages the.combination Hindu-fire is not rare, thus in
Khushldl Khin Khatak’s Pashto poetry (see Roverty, Sefections p. 221). For
the whole complex cf. A. Schimmel, Turk and Hindu, a poetical image and its
application to history, in: Proceedings of the fourth Levi della Vida Confercnce,
Wiesbaden 1974.—Ghalib uses the image also in IV Nr. 296 :
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# IV Nr. 59; Nr. 78; Nr. 91, Nr. 213: cf. the imagery in band 2 of the tarktbband
wrillen in jail, S. 37,
. The expression dagh ‘scar, canterisation mark® occurs very frequently in Ghalib's
poetry. A few examples: Q IV, Q XXV, Q XIX; IV Nr. 11, Nr. 28, Nr. 37;
Nr, 91; Nr. 116; Nr. 213; Nr. 214; U 2, 51, 78; very typical is U 21 :

Thar lament which did not reach the lip becomes a scar of the hears,
that droplet which did not become an ocean is the food of the dust;
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€.g. both of them did not reach their destination.

*1 MIr Dard uscs the same image, Divan-i Fars] p. 17, {cl. Urdu Divin p. 131):
The cauterisation marks have turned me into a cypress ol fire-work (or; ‘illumina-
tion"), .

Cf. also Bedil, Divan, 191. Ghilib loves the expression chirgghan; cf. U 187;
the sighs which he heaves with ‘sparkling breath’ shall wurn into a firework :
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or 1V Nr. 256 :

\From flames 1 have made the custom of a firework for my lamentation,
Jrom the boiling blood have I made a resary of corals for my weeping.
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CI. further U 83; U 155:
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The connection with the moth is found in IV Nr. 309 and U 66; in this verse
Ghilib complains that his sparkling remains unknown to the world :
We are the firework (or: tHumination) of the bedehamber of the moth's hears.
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* Edna St. Vincent Millay, Collected Lyrics, New York 1969 (paperback), p. 95.
™ Kamil ud-Din ad-Damicl, Bayar al-hayawan al-kubrd, Cairo 3 1956, Vol. 1 p. 515,
says that the salamander is, according to Ibn Sida, “a creeping animal known
among the: Indinns and Chinese”. Hjs information is correct so far as poclical
expression is concerned, though not from the scientific viewpoint. In any case,
the mojority of Persinn writing poets in the Middle Ages regarded the samandar
as a bird, probably conflusing it with the Phoenix. Examples are found in abun-
dance in ROml's lyrics, ef. A. Schimmel, Dje Bildersprache Dschelaluddin Rumis,
p. 44, several examples in Sultin Valad, Vafadnama, Sa<dl, Basiin p. 109, and
often. For the relation of the fiery salamander (o hot Hindustan cf. Fani,
Dlvdn p. 91, who says :
So much blossoms the rose of fire from the water and soil of Hind,
thar everyone whe comes ro Hindustan becomes a salamander,

¥ Other salamanders in Ghilib's poems 1 Q@ XXTV: his hot breath casts fire into the
nostrils of the salamander;
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IV Nr. 213;: Nr. 19; Nr. 276; a combination of salamander and firetemple
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= Attdr, Divan Nr. 19 (liver as sipand)}, Q X p. 32 and Q XXV1 p. 77 {the sipand
of the eye): likewise Khaqani, Divan, ghazal p. 587 {the pupil of the eye as sipand),
and ghaza] p. 644 (sipand for the fire of the face). ROmi, l?fwin-i Kablr
Nr. 2410 goes a-dancing into the fire like sipand (i poem with the rhyme
‘burnt’), Nr. 1249 (rhyme-word 'fire’). Cf. also Amir Khusrau, Divas Nr. 1294;
GisAdaraz, Anls al- <ushdg p. 8: Fighani .Divan, ghazal 76 and 171, and
numerans other instances, -
Cf. Q I where God is addressed as :
Oh Who has cast the model of a rosegarden from Nimrod's fire into the
pleasant place of the surrender of the God-krnowing prophet.
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About fire-symbolism in  different religions ef. Heiler, Erscheinungsformen
p. 43 ff. Christian mysticism, relying upon Ep. ad Hebr. 12, 29, has often used
fire symbolism, see Mechthild von Magdeburg, Revelarions. book 6, chopler 29,
aod mooy instances,
The connection of the lightning with the harvest is part ol classical imagery, cl.
Sacdi, Ghazaliyyar (Kulliyat IIE) p. 269. ROmi, Divan-i kablr Nr. 2263, addresses
the Beloved with a line suggesting the positive value of burning :
Whose neck you cut, his neck will become long,
Whose harvest you burn, kis harvest will become great.
Hence, the use of the word difigdn, 'farmer, husbandman® develops, for it is he
whose harvest is destroyed by the lightning. The pocts of the Indion style
have tumed and twisted the image, and Ghalib uses it in different connotations.
He speaks of the singer's voice as lightoing of annihilation,
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Ci. also IV Nr. 155.

or thinks that
When the lighining of your blame remains hidden, it means darkness for the

ascendens in the horoscope of some one’s grass,
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He speaks of the ‘lightning of blame® (ITV Nr. 27) and of the ‘lightning of beauty’
(U 122) 1o show beauty's overwhelming power; often, the connection with the

harvest or the farmer is mentioned, thus IV Nr..10; Nr, 305; 1J 125; Q XVII:
further IV Nr. 125; Nr. 126; Nr. 145; Nr. 241; Nr. 243; U 119: cf. in the rarkibband
from prison with the radif >} s ‘bums® S p. 37:

I am that one with burnr harvest from whose story

the brearh of the wayfarer and rhe highwayrobber and the farmer gets burns.
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L. Massignon, La Passion d'al Hosayn ibn Mansour al-Hallaj, martyre mystigie
de Vislam, 2 vols,, Paris 1922, p. 622.

Romi, Mathnawi 1 9,10. Cf. Divén-i Kabtr Nr. 2249 a'strange association of fire
and reedbed. '

CI. Khaqani, Divin, qagida p. 154; Kalim, Divan, ghazal Nr. 102, Nr. 350,
Cf. U 126:

wr= J> Lla LORL I.r-'-J—T i el
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Divan-i Shams-f Tabriz Nr. XXXII 2 (Divan-i Kabir Nr. 1690 Cf. also Yahya
ibn Mu<=ddh (d. 872): Il they would give me Hell I would never burn a lover in
it, since love has already burnt him a hundred times” (cAttir, Tadhkirar
al-auliyd, 1 p. 301).

Cf. Q. XVII; IV Nr. 175; Nr. 298; R 9.

The famous example by Ibn al-Khawiss in Ab& NuSiim, Hilyat al-auliya®
Vel. X p. 364.—Talib-i Amuli makes from the fire of his heart a hot bath in his
eyes (Divdn, ghazal Nr. 316); Kalim likes the confrontation of fire-sighs and
torrent-tears (Divdn, ghazal Nr. 6, Nr. 173); Mir Dard takes up a very traditional
idea in his verses (Divan-i firsi, p. 86) :

The torrent of the hot tears has alf iy limbs
— oh Dardi—partly inundated and parily burni.

Dard, too, has connected the burning of love with the deluge that destroys his
house, Urdu Divan p. 117, )
In Ghilib's Persinn Divén = 1V Nr. 13, Nr. 48; N4. 51; Nr. 132; Nr. 147:
Nr. 306; Nr. 331.

About the ash-house and related words sce H. Grotdeld, Das Bad im arabisch-
islamischen Mittelaiter, Wicsbaden 1970. kilhanbeyi, lit. "the man of the ash-
house® means in Turkish generally ‘a rough, a rowdy, a deslitute person’.—A
connection of gulshan and gulkhan is found as carly as in Khiqanl's poetry
(perhaps even earlier); he speaks in a gqasida (Divan p. 318) of “the fly in the rose-
parden, the Phoenix ip the ash-house’ 10 denote the wrong state of things. ROmi
sings (Divdn-{ Kabir Nr, 2526) :

{ said 10 the rose-twig: “Why do you dance in this ash-house ?
Enter the soul's garden, look at fresh buds and wigs I

Cf. also Kalim, Divdn, ghazal Nr. 98, Nr. 106.
Yunus Emre Divan, ed. A. Galpinarli, Istanbul 1943; p. 428,

Khaqani, Divan, ghazal p, 645. Mir Dard often speaks of the candle in similar
conncetions, thus Divan-i farsi :

In this desolate banquer one has, from the beginning to the time of dearh,
to lve like a candle, equally laughing and weeping.

Darc!'s contemporary Hazin, who came to India as an unhappy refugee, uses o
fine image to show the contrust between the radiant beloved and the hopeless
lover; he hos modelled his verse in nccordance with a rheworical question which
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was repeated, [rom the 13th century onward, by almost every Persian wriling
poet in India :
O you with siiver body—the candle of whose bedchamber have you been 7
If am burnt—whose niche did you decorate?

wam S Ol &t U e
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The idea that the beloved fills someone else’s room with the splendour of his
beauty makes the jealous lover burn and melt as though he were o candle. (AP
p.-275).—For Ghalib of. Q XIX; IV Nr. 22; Nr. 225: other combinations 1J 143;
155; Q XIV; IV Nr. 6 (the ‘painted candle’ Nr. 37: Nr. 254: Nr. 395 Nr. 255,
4* Cf. Talib-i *Amull : .
I was mistaken, I amt a flame-bearing tongue,
Fogr I am a candle, I can not siand silence.

{Anthology K. A. Rashid, p. 63); Ghanl says likewise (Kashmir II 976)
We show by the tongue that we are alive.
peife Ob 3 855 Lkl
The image occurs very oflen in Dard’s poetry and prose; he conncets it with the
‘morning of old age' (Divan-f Féarsl, rabac®i,p. 101-102; cf. id. p. 16); he teaches:
1o be sllent when the morning of old age comes,
Jor the candle is stlent when dawn draws near.
And he speaks likewise of those endowed with the capacity of speech comparing
them to candles which are bound to be radiant, for :
The glory of the ‘possessor of a tongue’ (i.e. poets and speakers) is the
word ; the silent candle is black-faced (e.g. dishonoured).
Divan-i farsp. 33. See: A, Schimmel, Mir Dards Gadanken iber das Verhilnis
von Mystik und Wori, in: Festgabe deutscher Iranisten zur 2500-Jahrieicr Irans,

herausgegebe[: vor W. Eilers, Stutigart 1971. Ghalib uses the expression
‘candle of.the word’ in U 174 ;

Y e Sy wxl8ds Ayl A g i Il Y
He also complains that
we are the silent candle of our own dark abode
Lo 00 Pl 2 e~ pf 4:&,:‘..» 255 s ol gy
(IV Nr. 12}, that means utterly helpless and useless.
'* Cf. the famous line U 94 according to which

The fetters of life and the chains of grief are essentially one—
How could one find rescue from grief before one’s death?
oA K Bisd s Jool 02 2, Sl WS

Kallm, Divan, ghazal Nr. 89: the caravan of the candles will go toward anni-

hilation at daybreak.
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Cf. Ghalib U 138.

chiragh: 1¥ Nr. 2, Nr. 119; Nr. 192; U 85, 181.

Sa%b (Kashrr 11 604). Kallm speaks of his state as having
The soul on the lip {i.e. on the point of dying), the head

on the polm of the hand;
F am the morning candle; ¥ do not need an execationer.

2 N R R | PP PR
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i.e. I shall be extinguished soon, and nobody need cut my wick (i.e. cut my neck),
Divan, ghazal Nr. 442, CI. Ghilib IV Nr. 161; Q IV.
Some more cxamples of the ‘candle of the tomb' from Ghalib: IV Nr. 9;
Nr. 22; Nr. 192; Nr. 278. In IV Nr. 75 he speaks of the soul which came

like a moth of the tomb's candle a hundred times, seduced by the manifestation
of the murderer.

A BB Gl 1 s o
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CI. also the chirdgh-i mazar in rarklé-band 11

Smoke: Q VII: Q XVII: Q XXXVI: IV Nr. 11; 288; U I55; in U 28 the poet

calls himself "the addict of the smoke of the candle’ i.c. 2 person who remains
awnke at night.

E Ele w5 2 pEE $Ls
Comparison of the heaven or the world with smoke: IV Nr. 131; Nr. 214:
Nr. 228. The ‘smoke of the sigh® Q XLIX,
CI. ). van Ess, The logical struciure of Islamic Philosophy, in: Logic in Classical
Islamic Cultare, ed. by E. G. von Grunebaum, Wiesbaden 1970, p. 26: smoke
was the example of the relation of the daft! to the madini. ¢.g. the fire.
Already “UrlT had compared the black book of the sinners at Doomsday to the
lover’s house of mourning which is covered with black soot from the smoke
of his burning heart, Kuffiydr, qasida p. 187.

S ) J.n.l _,| bJL.aI PR H L‘JL" -f._.g'.
.lL_- Jda Sp3 J.-'-Lr- 4PH I — CJJ.:—

For similar metaphors cf. IV Nr. 59; Nr. 67; Nr. 136.
A verse with similar imagery epens the qibar-i Haidari, U p.189 :
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A DANCE IN CHAINS
GHALIB AND THE TRADITION OF HALLAJ

“Attar tells us in the Tadhkira: al-auliya, relying on Arabic
sources, that the martyr-mystic Halldj danced in his chains when he
was led to the gallows, reciting a quatrain about the wine of love and the
cruel beloved.? This ‘dance in chains’ or ‘on the gallows’ which so
excellently symbolizes the state of the suffering lover was adopted by
many poets in Iran and became soon a topos throughout the Persian
speaking world—La®l Shahbiz of Sehwan in Sind, a 13th century
mystic. signs a ghazal ending with the words

. and I dance on the gallows,?

et e 310 o
and his contemporary Sa“di of Shiraz coins the lovely phrase :

Lover is he who, without himself, out of delight of the sama®,
comes dancing before the sword of afffiction.

gl 393 51 crdusies A5 ol ale

“The story of Hallgj's suffering was transformed into one of the
most frequently used symbols in Persian, Turkish and Urdu literature,
oot to mention Sindhi, Panjabi and Pashto folk poetry.5 The great
mystic is praised as the ‘martyr of love’ Par excellence, who was doomed
to die since the jealous theologians would mot permit him the public
utterance of the secret of his Divine love by proclaiming An@*/-hagq,
‘I am the Creative Truth’—often translated as T am God’ (Hagg is
one of the Most Beauntiful Names of Allah, and became a peneral
expression for ‘God’ among many of the later mystics). Even Hallsjs
contemporaries on the mystical path thought that such a divulgation
of the secret of love was liable to punishment. That not only problems
of mystical theology were responsible for Hallaj’s imprisonment and
final execution in 922 but that his process was conducted for certain
social and political reasons, was, of course, overlooked by the Idter
mystics whose interpretations of Hallij"s ideas rarely conform to his
original teachings. His words *“I am the Creative Truth”—not an
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ecstatic exclamation but the quintessence of his n'fystical thought—
were interpreted as testimony of the Un_ity of Being, fmd hel- wlz;s
considered by many as a typical pantheist. Bu_t nothing could be
farther from the truth. To be sure, we must admit that .most of. th?ls-c
poets who talked about ‘Mansiir' —as he is us:uall?' mentioned wu:'x his
father’s name—were seldom aware of the historical facts underdy:?li
his story and they used his name in much t_hc_same way as thcg ll;s:cr he
names of legendary heroes, such as Majnup, the dtlz-lr_m;:nte o ;cal
Farhad, the luckless worshipper of ‘Ehe princess S |an. ¥p
combination of this kind is found in Ghailib’s verse :

The trial of Qais (=Majnin) and Kuhkan (= Farhad)
is in the stature and the tresses (of the beloved); =
where we are, there is rhe trial of the gallows and the rope.

LU:..:L.J'TUT,_-,Q;,U.__;U_..,.J_’_,.L;
.-_e_u:-:l.ajTJ '_',-J_,Jl.') dl‘“—"u‘-“’r:"bul‘f".‘

is i un, as the erect stature corresponds to the high gal.}otvs
::1:15 :;: ‘t:lri:::sl: to the rope. What Ghalib intends is t!:at N!ajnu:}
and Farhad were concerned only with t!le outwa:l:d mamt_‘cst‘at'loxol ]o.
their beloved, whereas the real lover—like Hallaj and his d:sc:ple
Ghalib—prefers another type of love, the sort that eventually results
i i death.
- pu?Il‘sh]::::::-ea;:ic(lm dar u rasan, ‘gallows and rope_’._ha§ become almost
proverbial in post-Ghilibian poetry, thouglfn Ghalib is b_y no mea:dns
the first poet to use this combination. It is also found in his gasida

* on God’s Unity where be speaks of the Lord,

Who has kept the lovers in the station of gallows and rope,
and has cast the heroes in the meeting-place of sword and spear—

azadasl OL—- K] G: UaJJ-A 3 (:)L_i‘jlf-
i i binations such as this,
e ‘heroes’ intended here are, as always in ¢cam _ :
3]111 martyrs of the battle of Kerbela, namely Husain, the Prophet’s
grandson, and his family, who where killed in combat on the tenth of
M rram (October 10) 680.° ) o
ubaThe expression dar u rasan has become a ropos in post Ghilibian

Indo-Muslim poetry. But a Persian verse by Ghalib _whic!: contains
another traditional juxtaposition, to wit: ‘gallows’—‘minbar’, has even
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more become part and parcel of everyday speech among the Muslims
of India and Pakistan : :
That secret which is hidden in the breast is not a sermon —
you can utter it on the gallows, but you cannor
utfer it on the pulpit.

-:—|-E=13-l.i.;._5LflA.:=...J.\¢5‘_§1JQT

This verse contains an allusion to the fate of Hallaj who was accused
of divulging the secret of loving union between man and God.? As
such it is one of the traditional Juxtapositions of Mansir, the lover,
and the dry-as-dust theologians and preachers who would never allow
the lover to express his love and his yearning for union, let alone the
mystery of union with the Beloved.®

Ghalib is only one poet in the long procession of poets who have
used the name of Mansfr in their poetry. Hallaj’s fate and his tragic
figure has fructified the imagination of more pPoets than any other his-
torical personality of Islam. After his execution, his words were

rated by Ibn Khafif, the Jast mystic to visit Hallaj in prison in 922.¢
“Ainul Qudat Hamadbini who was executed in the year 1132, and thus
resembles Hallij, cited some of his sayings in his books; Rizbihan
Baqli of Shiraz (d. 1209) not only commented upon his Kiab ag-fawdsin
but collected material concerning his life and work. It is he to whom
we owe the preservation and explanation of most of Halilaj’s sayings.10
At the same time the Halldjian renaissance found ijts most Prominent
representative in *Attar. He was spiritually affiliated to the martyr-
_mystic of Baghdad and believed “‘that the same fire which had fallen
Into Mansilr's soul had also touched him'.!! It is therefore only
logical that later Sindhij folk poetry mentions Halldj and “Attar to-
get]_:er as two symbols of the sad-truth that the Divine Beloved showers
afflictions upon his friends and kills them.’? *Ayadr's Persian bio-
graphy of Hallaj in the Tadhkirat al-auliya has furnished the poets of
the following centuries with all those details which are alluded to in
the poetry sung between Istanbul and Belhi; his_lyrical work similarly
conlains some references to the martyr-mystic.

From “Agtar the tradition goes on to Jaldluddin RImi who not
only a_lludes to Hallaj several times but aiso poetically commented
upon his 4na’l-hagg.’® In his Mathnawi he compared the state of the
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mystic to that of iron cast into the fire—the iron, thereupon, calls out
*1 am the fire” because it feels united with the latter aithough its own
substance is still maintained (an interpretation of mystical union which
is also common in Chrisitian and Hindu mysticism).* And as Rimi's
Mathnawi influenced literature and mystical thought wherever Persian
was read, many a poet paraphrased his words about Mansir in the
same way as RAmi had composed poetical variations of the Ana'l-haqq

and of Hallij's famous gagida ugruliinfi—

Kill me, o my friends —
Jor in my being killed there is my life .. .15

Ghm J5 G O G b Gkt

From Riimi, the Halldjian tradition in Turkish literature continues
onto the order of the Whirling Dervishes in Anatolia and from them
in modem Turkish poetry. However, an even stronger predilection
for Hallaj is found among the popular Turkish mystics some of whom
even have, like him, ‘performed their ablution with their own blood’.
The most outstanding poets in this tradition are Nesimi, the enthusiastic
Huriifi poet (flayed alive in Aleppo 1417), and Pir Sultan Abdail
(hanged in approximately 1560 in Sivas). In the rustic order of the
Bektashis the central room in the convent, where the disciple was to
swear allegiance to the mystical leader, was called dar-i Mangar, 'the
‘gallows of Mansur’, since there the neophyte was to be slain to his
lower instincts and to worldly lust.1¢ Halldj’s name was, and still
is,'also associated with the guild of the cotton-carders (‘cotton carder’
is the meaning of the Arabic word hallaj), and he has become just
as stercotyped a figure in Turkish poetry as he has in Indo-Muslim
literature.

It is only natural that the great $afi orders should have discussed
the question of Hall3j, although their leaders were often quite reluctant
in vouching for his orthodoxy. The Nagshbandiya order was very
critical of him, comparing him to a narrow vessel which could not
contain the mystery of Divine fruth and love; his clamour produced
by his illicit intoxication ‘broke the vessel’, i.e., resulted in his execution.
He is described, among these groups, as having stopped at a compara-
tively low stage of mystical experience, for his And@’l-hagq was inter-
preted as ‘unity of Being’ which the Nagshbandis consider as only
a passing stage of ‘intoxication® compared to their own experience of
‘unity of vision® '
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This—quite incorrect—pantheistic interpretation of the Ana’l-hagg
—s0 easy to grasp by everybody—prevailed in fact among the masses
and has tinged mystical folk poetry, after it had been, -occasionally,
used even by the great masters of Sifism, like “Attar and Rimi.}?
Hallaj is a manifestation of God, and the judge who dooms him to
death is likewise a manifestation of another aspect of the Divine—
that is the general tenor of these poets. But Hallij—as we saw in
Ghalib’s verse about the pulpit and the gallows—also represents the
strife and struggle between free spiritual religion, the religion of
dynamic love, and the established order of the religious law, or, in
general terms, the conflict between revolutionary forces and the estab-
lishment, as it has been interpreted in our own days.

Whatever the different interpretation of the motif of Mangir
may be—his name was so well-known to everyone in the Persian
speaking parts of the Islamic world that even the Urdu satirist Akbar
Allahabadi (d. 1921)—to mention a typical example—used his name and
made allusions to his story in satirical verses directed to a wide public,
In fact, Muslim India was the country where the Halldjian tradition
was stronger than anywhere else in the Muslim world. As 1 have
shown elsewhere, Halldj is the central figure in Sindhi mystical folk
poetry, and he takes a prominent place in the Panjabi and Pashto
tradition as well.2® The high Persian literature as it developed in the
Subcontinent from the 11th century onward adopted him soon as a
symbol of love and suffering; already the first theoretician of Siifism
who settled in Lahore, Dita Ganj Bakhsh Hujwirl, composed a book
on Hallaj which is unfortunately lost.

In Amir Khusrau's (d.1325) poetry allusions to ‘Mansiur’ Hallgj
are visible, transported into a sphere of courtly life and elegant behaviour

I have become a flag in love, and in the religious way of the lovers

I shall become victorious (mansiir) when you put me on the gallows.
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Hallaj’s name and fate must have been known to everyone during the
Mughal period; otherwise would be difficult to understand why a
chronogram for the execution of the vizier Khwijah - Manstir-i Shirazi
in 989/1581 called bim thani Mansar-i Hallaj®® At approximately
the same time Mauladni Qasim Kahi, the witty and charming poet of
16th century India even dared to write':
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The secret of and®l-hagq is visible jrom bang, for every leaf of it
has the shape of (the word) Allal; 21
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The intoxication caused by bang (hemp) and the ‘intoxicated’ state
of Mansiir in which he uttered, allegedly, his word *‘I am God™ are
here cleverly connected. Faidi mentions Halldj in his verses,??
but even stronger is the tendency of playing with his name in *Urfi’s
poems. In his quatrains he asks where the true religion, and true love,
have remained, and believes that besides the ana>l-hagq there are still
hundreds of other secrets in Mansiir’s heart.

e 55 03y sl B ansS oGyl
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And following the example of many other poets he feels like a successor
of Hallaj, dreaming of gallows an¢ rope :
I do not know the shape of the rosary, nor the figure of the
niche for prayer:
I am intoxicated by thinking of the gallows and the thought
of the rope.
PR o ARadil ) s 5l 55
This verse with its fine Jaff u nashr rosary—rope, mihrib—egaliows shows
that “Urf1 belongs to those who have prefigured Ghalib’s verse of the -
ddr u rasan. In his great qasida on Unity, so skilfully imitated by
Ghailib, “Urfispeaks of God who has given contradictory orders in the
way of love: law teaches man to be silent, whereas love forces him to
divulge the secret ;

tl‘j'.fd-*ur&-f-‘oruﬂ&*f@—’-'
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the mystic thus lives in the constant tension between prudence and
enthusiasm.?? Ghalib takes up this motif in a very similar way.

The poets at the Mughal court have continued the tradition
of using the figure of Hallaj in various images: faithful to the imagery
set,by Rimi they might see the roses as ‘bundreds of heads of Mansir
on the gallows while the pightingale sings anal-hagqg (Talib-i Amuli}
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or they might contrast the word lagg ‘Truth’, but also ‘reality’ with
batil *‘non valid’. That is how Naziri speaks of Hallaj, and it is he who
speaks of Mansiir’s dance in his prison: here is one of the roots of
Ghilib’s imagery.

The sober people set upright the gallows—

In intoxication, Mangiir, dance in the prison !

0B QI 33 5 pras 55 e

In §3%ib’s (d. 1671) and Abd Talib Kalim’s (d. 1651) poetry the image
is not lacking either; Kalim plays once with the proper meaning of
Hallaj's name, e.g., cotton carder, and regrets that the "“bow of Hallgi™
(as it is used in carding the wool or cotton), has long since been out of
use.?*  That the minor poets of the Mughal court, and those who were
connected in any way with the Persian tradition, were fully aware of the
possibilities of nice word plays with Mansiir and Hallij goes without
saying.z®

It is natural that Hallaj'’s figure was particularly important in the
circle around Diara Shikoh, and Sarmad’s verse pertaining to his
execution has often been quoted :

Ir is a life that Mangir's voice became old :

I give new life to gallows and rope.
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Fani Kashmiri, though a rather mediocre poet from this circle, has
added to the inherited imagery a few new varjants, thus the verse :

As much as Mangiar is inclined to high flight,
Love draws eventually the moth upon the gallows af the candle.

Sl Je Bl jate Qe Sy

c..: JIJJ.-I hdﬂjﬁ_ SRS, J.'-T -
Since Hall3j had for the first time used the allegory of moth and candle
in his kitab ag-jawasin this image is particularly fitting. Halldj is
being educated “by the wooden stick of the gallows™, for he had pro-
claimed the secret of union out of lack of etiquette ; 27 orelse the gallows
are the rod which helps the mystic climbing up the steep roads of

love.®®  Fani may also call the gallows a date-palm on which the head
of Mangiir is the fruit.2®
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Ghalib’s verse that every drop exclaims ana®l-balr, or every atom
says ‘1 am the sun’ was, again, prefigured in the very first verses of
Ghanimat Kunjihi's-(d. 1695) Marhnawi nayrang-i “ishq.?®

The two latest masters of the sabk-i Hindi, Nisir “Al7 Sirhindi
(d. 1697) and Mirzi Bedil (d. 1721) were fuily aware of the Hallajian
tradition. Nasir ®All, in his late days a member of the Nagshbandi
tariga, and a friend of Sa®dullah Gulshan (d. 1728) who was instru-
mental in attracting Wall Deccani to Delhi has not hesitated to use
the traditional motif notwithstanding the aversion of most Nagshbandi
mystics toward Halldj. In a beautiful line he says:

Mangar became dust, but the complaining call and*l-iagq
has not disappeared :

That flute was burnt, but on the lips of the flute player
there is still the same sound.
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The elegant combination of the figure of Hallzj, into whom God
breathed and who thus was able to speak of union with the motif
of the flute, known to Islamic mystics from the very firstline of Riimi’s
Mathnawi, shows Nasir Al’s poetical talent very well; and although
the flute, annihilated by the fire of love of which RUmi speaks,
may have disappeared from this world, the great musician who
spoke thé word of love and union, e.g., God, isas He was in eternity.
The use of the Hallaj tradition by Bedil would deserve a detailed

study; the idea of the runukzarfT, the vessel which is too small and too
shallow to contain the Truth, is repeatedly used in his verses.” He
is also fond of expressions connected with the ‘cotton of Mansir’,
which may manifest itself in his white hair.?? Bedil speaks of the
dance in prison, following Nazirl’s example,®® of the candle, as did
Fini,* and like him he uses the €quation ‘palmiree-gallows’, 9%
This latter motif is, then, cleverly connected with the revelation og
Sipai in Wadi Aiman :

In this valley the dust of “I am the Love™ is not sound,

when I put fire into myself, I am my own palmiree of the

Valley of Aiman.
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Generally Bedil follows the tradition, but twists the meaning often in
such a way that one can discover the original connotation only with
difficulties.*®

The Urdu poets who lived in the environment of Nasir <Ali,
Bedil, and the great masters of Delhi took over the symbolism of
Hallaj, of gallows and rope; whether we think of Mir who uses the
same palmtrees, and the same ‘wine of Manglr®, or of Sauda. A
particularly interesting instance is found in the Na@la-yi Andalib by
Mir Dard's father and mystical master Nasir Muhammad “Andalib
(d. 1758) who describes in most lovely details (Vol. I, p. 132) how a
gazelle entered a garden and fell in love with the gardener; the animals
gathered around the graceful animal and asked what lovely fruits and
odoriferous herbs she had brought for them; but the poor gazelle,
-enraptured by love, and forgetting the shallowness of her own capacity
“began to sing unfitting words”, claiming to be a laywan-i ndjig,
an animal endowed with speech and logic, and eventually, over-
whelmed by the experience of Perfect Beauty she exclaimed “I am the
Human Being™ andl-ins@n... In this little story Nasir <Andalib has
dealt with Halldj in a very charming way. In anotherplace, he explains
the hagq in Halldj’s claim as being the contrast of b&;if, and since the
human soul, though created, is eternal and will not perish after death,
a mystic who has reached the state of perfect spirituality may say
and”l-hagq and thus confirm his own spiritual reality without claiming
that he is Allah. Does one not say that Paradise is hagq. real? (Vol. I
622),

Since Ghilib stands in a line with Bedil, Nasir “Ali, and the
Delhi tradition of poetry and, to a certain extent, mysticism, it is
small wonder that he has taken up the Halldjian imagery to apply it
in a most ingenious way. The idea that the lover must delight in his
afflictions constitutes one of his main topics. By means of an expres-
sion employed frequently by the folk poets, he speaks of the ‘goblet
of Mangiir'—a word which reminds the reader of ‘intoxication’ by the
wine of iove, and he knows that to speak the truth—or to utter the
word khagg, ‘Divine Truth’—will indispensably lead man to the
gallows, for

the end of those who see One is the gallows.

oA Ol 5o pleil 457 Glyyo
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In his mathnawt that pays homage to the Prophet he has expressed
it thus :
Those of this (friends) who sing “He is Truth” are
seeking the Unseen,
Those of his singers {(who utter) “T am the Truth”
speak bitter.
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‘Truth’ is always considered ‘bitter’ in Persian poetry, and those who
claim to be themselves the Divine Truth must be prepared for yet more
bitterness.

Ghalib, too, follows sometimes the Nagshbandi-Subrawardi
tradition which argues that Mangir was unwise, immature, and
narrow in his claim to be one with God— '

every drop can claim "I am the ocean !’

AU jle a ols o Js

but : Though we know that our drop is essentially the sea,
we do not imitate the ‘shallow-vesselness' of Mangir—
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This verse of his is a strange combination of the view held by the
representatives of essential monism and of the criticism set forth by

orthodoxy against Halldj. However, Ghilib holds that one should not
declare the intoxicated lover guilty when he exclaims I am the Truth”,

‘for this act is nothing other thar the manifestation of the Beloved which

incit_es the jealousy of others—

especially of the ‘custodians’, i.e., those entrusted with safeguarding the
p}:rity of faith and the fulfilment of religious law; these are.responsible
for the punishment of a demented and lawless lover and will be re-
compensed when they catch the transgressor. Did not Halldj himself
often call the masses to kill them so that they might be recompensed
by God for their pious and law-bound action ? The orthodox are
portrayed in Ghalib’s poetry as watchmen who must discharge their
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duty in the night :
The veice of the law is higher than Mangir's head —
the complaint of our night-watchman results from
our nocturnal ramblings
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It is—as Ghalib puts it in a slightly extravagant verse—the fascinating
sound of Divine Beauty which *has thrown the ring of desire into the

ear of Mansiir’s blood’, i.e., has made his blood desirous to become
His servant (the meaning of "having a ring in one’s ear’).
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In this verse Divine Beauty is compared to the sound of the ring which
adorns the ankle of the beloved; the ‘footring’ in the first hemistich
corresponds to the ‘earring’ in the second one, so that the formal
connection is perfected.

Jaldluddin Riumi had once confronted, in 2 famous and oft
quoted passage of his Marthnawi, the spirituwal state of Pharao who
exclaimed “I am your Highest Lord"” (Swra 79/24) and that of Hallaj
who said **I am the Truth”. In the first case that ‘I’ became a curse for
the speaker for he spoke out of himself, in the second case it was Divine
grace. Ghalib, in his turn, invents a parallelism between the Divine
address to Moses *I am God™ which ‘made the bush a-speaking’ and
Hallij's word which ‘brings a man to the gallows’,
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9% I KYORR PP R S ot | B H RS
He ean continue this thought which takes up a comparison very

commeon among the Sifl poets in another ghazal from the same late
period of his life.
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_Ghﬁlib bas not only altered the Hallajian And@>l-hagq, ‘I am the
Creative Truth’, into the exclamation Ana>/-bahr, ‘I am the ocean',
as uttered by the droplet, ' '
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or into the exclamation Ana®sk-sharg, ‘I am the East’, as uttered by
the light of morning (similar to the introductory lines of Ghanimat's
nayrang-i “ishq) He even goes so far as to tease his beloved by asking
her to declare frankly Ana’g-ganam, ‘I am the idol’, since his own reli-
gion is far from persecuting infidelity and idolworship. . .
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Ghalib does not hesitate to call himself the ‘Mansﬁr of the
faction of the “All-Ifaht’,
WSS s Sl Bl 5T
the cxtrefnist Shia group who consider “Ali, Muhammad’s cousin
and sc_m-m-law,- a Divine manifestation. The reason for Ghalib's
claim is that his name Asaduollidh, is synonymous with the honorific

name of “Ali, the ‘*Lion of God’; hence, by merely mentioning his own
hame, he can exclaim, without exaggeration :

- d am Asadullah (ie., the Lion of God)
becoming, thus, ‘the careless Mansiir without gallows and without

rope’.
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Ghalib emphasizes the fact that the gallows are by no means a
place for every rogue and highway robber. Quite to the contrary
they are a noble place, and exaltation to them befits the genuine lover.

Sl e B & 6 B3my 5 sn 45T e 4
S T R SN S AT Y

This is reminiscent of a word play popular since the days ol SAttar :
the gallows mean, to the lover, ascension toward his beloved .(th.is



108 A DANCE IN CHAINS

saying, beside its deep meaning, furnished the poets with the elegant
rthyme Hallgj-mi “raj, ‘ascension’). For it is the ‘longing bent on lofty
things’ which ‘seeks the rank of Mangsiir’.
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Ghilib’s verse shows that he is well aware of the danger that any
rebellious freebooter might try to attain the rank of martyrdom for
selfish purposes under some idealistic pretexts. ~ But it is only for the
true lover to
Rise up and sing like Mangiir,
Thrust your existence away !
On 1P jpam s 5
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©Artdr had sung long before that he had exclaimed ‘I am the
Truth' in the Baghdad of pre-eternity. In a similar way Ghalib claims
that he knows no fear of the gallows; for in his own world the story

of Hallzj has not yet been told, and still awaits its realisation in time
and space—it is still ‘a letter under his lip’.
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But Ghilib also contrives to give the tregic motif a witty twist
by reproaching the sober writers of theoretical treatises who fail to
understand deeper meanings; he says :

O had you pondered that, for killing the deeper
meaning with one stroke,

the manifestation of pen and sign may become
gallows and rope !
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The spell of the Hallij-motif continues, after Ghalib, in Igbal.
It seems that the words dar & rasan, ‘pulpit and gallows® belong to the
keywords of Iqbal’s interpretation of his admired predecessor in Urdu

and Persian poetry; another concept is the fire imagery to which he
_alludes in his Javidndme.®® Unless one focusses upon the emphasis
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laid upon the motif of Hallaj by Ghilib, one will barely understand
why Iqbil has displayed the figure of Ghilib along with Hallaj and
Tahira, the martyress of Babism, in the ‘Heaven of Jupiter’,
to discuss with them problems of longing and love and prophetology.
It appears that he saw in Ghilib the poet of dynamism, a man who had
the capacity of expressing the inner movement of life, who knew that to
love means to suffer, and moreover to accept suffering gladly. Ghalib
and Halldj become, in Igbal's epic, the representatives of the same
world-view, the models of the conflict between dynamic love and tradi-
tion-bound theology.

Iqbal's interpretation of Halldj as almost a predecessor of Ghalib
and bimself has, to a certain extent, influenced modern Urdu poetry.
Ghilib’s verse on dar i rasan conveys the necessity of suffering for one's
ideals and is therefere used guite successfully even in the writings of
the most progressive writers of our day who aim at combating fossilized
iraditions and established order®® A similar development can be
witnessed in recent years, in the Arabic countries, where Hallzj has
come to be interpreted as a kind. of forerunner of modern socialism
(thus Salah “Abdus Sabiir, Bayati, etc.}.??
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FOOTNOTES

L. Massignon, La Passion d'al-Hallaj, ¥aris 1922: a good English account of
Hallaj's life and death in Eric Schroeder, Muhammad's Peaple Portland/Maine
1955,

Akhbar al-Halldj, ed. by L. Massignon et Paul Kraus, Paris 3 1957, ¢h. 16, and
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gallows’™ rope in Riml, Divan-i Kablr Nr. 2365.

A. Schimmel, al-Halladseh, Mariyrer der Gottesliebe, Kiln 1968, pp. 109-173
contains a survey of Hall§j's influence on Islamic poetry. id., The Martyr-
mystic al-Hallaj in Sindhi Folk poetry, in; Numen IX 3, 1962, p. 161-200.
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sce the quotation in Nala-yi €Andaits 11 90.

Manuchehri as quoted by Aufi, Lubab al-albab, II p. 55; San3®l, Hodlgat al-
haglga, ed. M. Rizawi, Tehran 1950, p. 100; ©Attar, Divan ghazal Nr. 357:
368; 407; Ruml Divan-i Kabir Nr. 1374.

About the {fsha® as-sirr, the divulgation of the seeret, of. Ghalib IV Nr. 109;
Q XLVIII. .

Sce ad-Dailam!, Slrar Ibn al-Khaftf ash-Shirdzl, ed. A. Schimmel, Ankara 1955.
Razbihdn Baqll, Skarf-{ shathiyar, ed. H. Corbin, Tehran-Paris 1966; the best
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“Agtar, Divan ghazal Nr. 53. CI. L. Massighon, L'eeuvre haflajienne d<Artar,
in: REI 1941-46.

Cf. Schimmel, The Martyr-mystic, and Sachal Sarmast, DNan-i Ashikar,
ed. Makhdum Amir Ahmad, Lahore 1957.

ROmi, Mathnaw! ¥ 2536; the comparison between Halldj and Pharao, which
goes back to Halldj’s kitdb at-tawastn, Ch. VI 20 ff., is elaborated Mathmawrs
IL 305 f.; 11 2522; V 2035 fF. .

Mathnawt II 1347, CI. p. 88 note 7.

The qaglda wugrulamr, *Kill me, o my faithiul friends!” (Hallaj, Divan, ed. L.
Massignon, qaslda Nr. 10) is used by Rumi in the Mathnawr I 3934 ff.; 111 3836
fF;id. 4186 fT.; 1V | 106 f.; V 2675; VI 4062; Divan-i Kabir Nr. 2813 and often—
Ct. Sachal, Dwan-f Ashikar p. 191, and id. Siraikt kalam, ed. Maulvi Hakim
Muhammad Sidiq Ranipuri, Karachi 1959, p. 239.

1.K. Birge, The Bekiashi Order of Dervishes, London 1937, 2 1965, p. 180, glossary
of terms p. 259.

“Attir sometimes proclaims this idea (sce Divén, gagida 16). It is also found in
ROmi. Matimawt 111 690 M., and becomes popular from the late 13th century
onward (Yunus Emre in Turkey, and all the subsequent mystical poets who wrote
in Persian, Turkish, Urdu, Sindhi and Panjabi).

Schimmel, The Martyr mystic p. 194 .

Divan, ed. M. Darwish, Tehran 1343 sh., Nr. 454; cf. Nr. 912, 976, 1130.
Caralogne of the Persian Manuscripts in the Library of the India Office. Vol. LI,
Oxford 1937, Index p. 156, 724-726, Index of Dales p. 709,
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POETRY AND CALLIGRAPHY

ASPECTS DRAWN FROM THE WORK OF
MIRZA GHALIB

In May 1969, the Fogg Art Museum of Harvard University
inaugurated an exhibition of Persian and Arabic calligraphy as a tribute
to Mirza Asadullih Ghailib the centenary of whose death was celebrated,
in that year, all over the world. It seemed to us meaningful to connect
the memory of the great poet of Indo-Pakistan with the art of writing
and calligraphy, for there is scarcely another poet who was such a
devoted letter-writer; and the number of images in his poetical work
taken from the art of writing, from calligraphy and letters, is quite
remarkable. Ghalib was by no means the first to use these similes
and images; it is well-known that the -symbolism of letters, playing
either on the shape or on the hidden meaning (or both) of the letters
of the Arabic alphabet is one of the most cherished traditions of
Arabic poetry since the Jahiliyya, and was elaborated in Persian and
mherited by Persian-influenced languages.! Ghilib stands in this
respect, as in his whole use of metaphors, at the end of a tradition which
goes back far more than a millenjum. But so far as I can Jjudge no
other poet before him had the courage to open a divan with a line like
this :

The picture—of the impudence of whose writing does it complain ?
From paper is the shirt of every written form !
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This ipitial line of his Urdu Divan shows very clearly Ghalib’s in-
geniousness and the way how he handled classical irnagery. To be
sure, the connection of the ‘paper-shirt’ — that means, according
to an old juridical custom, the dress of the petitioner at court—with
letter-writing or with a pun on the khay, i.e., the ‘down’ or the ‘seripl’
of the beloved, is not new: already “Aufi quotes an example;2 the
mystical poets “Attar (d. 1220) and Rami (d.1273),? as well as the great
panegyrist Khiaqani (d.1199) have used the expression,® and Amir
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Khusrau (d. 1325) has put it very charmingly :
In my paper-shirt I am due to you
like the picture of the crescent moon on the calender —
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that means, as weak and lean as the new moon.5 Auhadi Marighi
and Hafiz likewise speak of the ‘paper-shirt’, the dress of complaint.®
The image is—as a good metaphor should be——absol_utely correi-:t:
could a letter be visible without being on paper ? Paper is the. essential
‘garment’ for everything written or painted; hence every painting wears
the ‘garb of the petitioner’. That means, for Ghilib, thateverything
written complains of the hand of the master calligrapher-: "“"Why
did you write me this way 7 Why did you connect me with those
letters? Why did you write me at all? Probably only in order to
show your power and strength, your skill and the beauty of your hand,
without considering how much the letter, the picture will have to suffer
after you have put away the pen and its fate can no more be altered. . .".
The classical Islamic ideas of the ‘writing of destiny’, of the sarnmiwishz,
‘fate’, the fear that ‘the Pen has already dried up’ (gad jaffa®l-galani)®
—all these lie behind Ghalib’s transparent verse which is, indeed, a
concise description of human life in almost classical and yet ‘expres-
sionist’ terminology. : _
Ghailib has used the expression ‘paper-shirt’ once more ina
Persian mangibar where he compares himself to the shadow and the
flame which is nourished by smoke and scars, and continues :
I put on a dark blue dress and make a paper-shirt ;
sometimes motrning for knowledge, sometimes longing for justice.
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The idea of the ‘writing of destiny’, so dear to Persian and Turkish
poets, has been expressed by Ghilib in a charming way when he asks :
Why should I not be disaffected against the way
and customs af meritory works?
The pen of my fate has been cut in a crooked way {—
Pl R R W ST R R JESOE PY
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The beauty of the writing depends, as it is well-known, largely upon
how the reed-pen is cut.? The complaint about the cruel fate makes
Ghalib say in a slightly joking manner :

Destiny wanted thar I should be 'ruined by the

wine of friendship’ (ruined— completely drunk) ;

but the pen wrote only ‘ruined’ and did not go further ...
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Thus, there is no ‘wiiie of friendship’ allotted to him.

The poet may also Jjoke about the concept of sarmiwisht, ‘fate’,
lit. ‘*what is written on the forehead’® — for what else could his sari-
wisht be If not the mark of constant prostration performed on the
threshold of the beloved jdol ?
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One should add that the dark mark on the forehead, caused by constant
prostration during the ritual prayers, is regarded as a sign of special
piety among the Muslims (cf. Sura 48/29),

Hundreds of poets have thought of the Book of Deeds which
will be opened at Doomsday,!® and have compared the face or the
tresses of their beloved to thatr very book. Ghailib follows them, ex-
claiming in a traditional phrase :

Your face is as white as the page written by your right hand,
Your hair is as black as the book written by my left hand !
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Faith and unbelief, pious actions and sins, the radiant whiteness of the
book which is given in the right hand of the faithful whose faces shall
be shining white, and the blackness of the book which is given in the
left band of the black-faced sinners are all present for him when he
looks at the beauty of his beloved.1l

More frequent in Ghilib’s verses, however, than images taken
from Qur’anic sources as they were current among the poets for
centuries are allusions to the act of writing proper. The ink which
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flows on the paper when he siarts writing _and ijorms- a blot
becomes a symbol of the black nights of separation which his black

fate has destined for him.
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He may consider the blackish smoke of the dying candle to be a sign

of mourning for the deceased poet, or see on the black face of his

notebook that :
speech has put on a black garment because of rthe

death of the eloquent.
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Like his predecessors, he plays with the word khary, denoting
both “script’ and the ‘down’ of the beloved which _
grows on the paper on which nothing had been written before,

viz. on the immaculate white face of the young man, on which the
fresh down looks like lines of black ink on a white piece of paper.
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When he says that his

heart has become illuminated by the book of the beloved.
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he contrasts very well the sewadndma, the ‘black’ writing, with thf: idea
of illumination. In this state he feels like a king; for the pigeon,
carrier of letters, looks to him like the Huma whose shadow raises

man to royal honour—touched by the wing of the pigepn \f.rhich brings
a letter from the beloved, the lover is happier than any king in the world

can be ; . -
What comes not from the Huma I expected from the Pigeon
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the letier of the lovely beloved is something,

and the royal title something else,
The connection of the Huméa with the art of writiog is also found in
another verse of Ghalib's, a line in which his poetical exaggeration
reaches once more an apex :

The meanness and distress which appear in the way of love —

write them down with the ink made of the shadow

" of the Humia’s wing.

422 9y Glatess ol HuE gl

e TSR XSS | PR V) WY WU
It is a beautiful though unusual idea that out of the very shadow which
cag transform an ordinary human being into a king the poet should
distill ink to write how distressed he has been rendered by love.l®

Both the shadow and the ink are black; Ghalib has compared the
shadow of the Huma's wing once to black smoke,
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and in old times the best ink was prepared on the basis of lampblack..

No image could better describe the state of the lover than this com-
parison—for him, the deepest distress and abjection which he finds in
the way of love is still much higher than kingship bestowed by the
Humi's wing,.

Apparently, Ghalib’s ink was of a very peculiar character:
when the Iook of his beloved falls upon his letter full of fidelity, the ink
mmmediately springs out of the paper and becomes antimony for her
lovely eyes which have been kind enough to look once at the letter,
and therefore deserve to be embellished and brightened . . . ;
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In exuberant self-praise, again, our poet may utter the wish that his

ink should be- made of pulverized musk, whereas the inkpot should
be the navel of the Khotanese musk deer, full of fragrance,
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a hope which he expressed in connection with the idea that his star of
fame which is still in the nadir of Not-Being will rise one day among
the people of the world.

Numerous are Ghilib’s poems about “paper’ and ‘pen’.. Faithful
to the poetical tradition has he described his marvellous pen in glowing
words: it may speak with Solomon about the devil and may pour sugar
in the way of the ant, and if it were close to Zulaikhi it would certainly

draw a sketch for her painted castle...;
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He is not the only poet, in fact, who thinks that the sound of his pen can
rob someone’s reason so that that person will no longer enjoy the song
of the nightingales;
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other poets before him had already compared the reed-pen to the
immortal Khidr and the black ink to the water of life which is hidden
in a dark valley,’® or to the Virgin Mary giving birth to the—likewise
immortal—Jesus,’® or else had heard in the scratching of their pens the

song of Sarosh,® the angel of inspiration, as Ghalib does in the closing
line of one of his finest Urdu ghazals.
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When Hifiz makes dance the Messiah with Venus {Zuhra) at the sound
of his pen,’* Ghalib’s musical pen induces even the ninth heaven into
dance, the messiah being an inhabitant of the fourth sphereonly. . .;
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When his pen moves in the ambush of his thought, angels will become his
prey, and Solomon—acquainted with the language of birds—his game :
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One may think here of the comparison of the pen with an arrow as
used by earlier poets. It seems, however, a genuine Ghalibian idea
when the poet asserts, at the end of his introduction to the Persian
Divan, that he has selected and put a winehouse beneath each letter of
his poems so that the reader can become intoxicated by reading his
divdn. .
Sometimes he turns to simpler comparisons. In a very special
connection with his constant fight for the purity of the Persian language
which, according to him, was suffering at the hands of Persian-writing
poets of india, he goes back -to the imagery of the Shahname :

As long as my pen is in my hand, what shall I fear from the

enemy ? When Faridun displayed his banner, what fear need

be from Zahhak ?
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His pen is like the banner of Faridiin in defeating the intruder into the
field of Persian poetry: did he not call his book about the errors of the
dictionary Burhan-i Q&< in its second edition ‘Dirafsh-i Kawiyani’,
‘The Banner of Kawe’ which amounts, historically, to the ‘banner of
Faridan' ? ‘
Ghilib may become more Iyrical in the description of his masterly

pen and his paper :

From the new and modern picture which Ghalib

produced the paper has become completely bound in

gratefulness to the pen ;
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or he may say, in a spring description :
The pen flaunted owing to the movement of the paper like

grass from the wind,
the paper unfurled itself from the call of the pen like arose

Jrom the morning breeze.
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The picture which Ghalib draws with bleeding pen cannot be repeated
in the world since it is so fresh and unusual.
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Taking over the oft expressed idea that the pen is so hot from love that
it would burn the paper whereas the paper is so flooded by tears that
it is almost dissolved,’® Ghilib closes his first great gasida—that
wonderful Hymn on Unity—with an allusion to Rami's Mathnawt !

The sound of my pen burnt the world :

I am Ghalib who has thrown fire from the song of

the reed into the reed-bed. ;
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The pen is, of course, made of reed, and thus its association with the
reed flute is easy for him like for many Indo-Persian poets who like to
allude to RimI's line at the beginning of the Marlmawr -

Fire is that song of the reed, it is not wind;

whosoever does not have this fire may be naught '®
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It is the fire of love which is visible in Ghalib's poetry—an ordinary
pen would break when it reaches the word ‘love’ in writing, as Rami
had said.z0
Ghilib’s peculiar charm lies in his fondness to use all of a sudden

most serious images and metaphors in a humorous or ironical sense;
that is true of his fire-imagery as well :

I am writing hot words from the burning of my heart,

so that nobody can put his Jinger on my letters !
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Everybos:ly who would like to put his fingers on his verses for the sake
of blaming him would immediately get burnt. In another verse he
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again indulges in ar admirable hyperbole speaking of the fire of his
heart; here he connects, once more, smoke and ink:
Since my pen walked so intensely hot (=swift) on the paper,
fire sifted out of it; -
I prepare now ink jfrom the smoke which every moment
comes out from the paper —

ARGl a5 g3 a A5 G290l pisdil Sl

indeed a most practical way of writing !

Using the traditional imagery of Zoroastrian fire-worship
together with his favourite combination ‘straw-and-fire’ our poet
may consider his heart

the object of worship for Zoroaster (=fire), and I gave the
spreading of fire to the straw, I mean the pen.
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And if, on the one hand, his hot sighs and glowing words burn the
paper, his tears, on the other hand, drown it and dissolve it: when
he wants to commit to paper a complaint about the cruelty of the
beloved, the pen becomes like a piece of straw hit by a torrent;® it

moves without being able to work, and is carried away, eventually,
by the floods of tears.
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How often has our poet complained about his sad fate by telling

his readers that he writes the story of his madness, or the story of his
unfulfilled love, with bleeding fingers, reduced to a stump.
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These verses—which contain an elegant pun on galam, ‘pen’ and the
‘reducing to a stump, cutting’ galam karni, have inspired the Pakistani

painter Sadigain to some of his exciting illustrations of Ghilib’s Urdu
divan 2!
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There is an expression, common in earlier Indo-Persian poetry,
which Ghilib often used and in which his predilection for the writing-
imagery is combined with the fire-imagery: it is the ‘firestruck paper':
paper with writing on it, when burnt, will give, for a short while, a
certain glitter; the letters will sparkle for a moment owing to the
structure of the ink, and the black firemarks, then, look like the
cauterisation-mark or wound of which Persian and Urdu poets have
5o ofien complained.?* Thus the poet can regard this kind of paper
as possessing sparkling mirrors; he can even compare the desert to a
sheet of half-burnt paper, since in the footprints the heat of his walking
is still visible—so swift, so ‘hot' was the movement of his burning feet
that it left even the desert, typical abode of the madman, spotted with
dark burning-scars.
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He may combine it with birds; every handfull of dust is flying toward
heaven as a dove (doves being ash-grey), and every piece of firestruck

paper becomes the trap for the peacock, for both have the same spark-
ling marks.
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The association of “fire-struck paper’ and the peacock is found already
in 17th century Indo-Persian poetry.2?

Thus in a Persian poem Ghalib says quite in harmony with the
models of the masters of the Indian style :

The letter-carrier got lost—now I throw the letter in the fire:
if it is not a pigeon I make a peacock fly.
PENT IS OO PR -1 ST GO
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The_ pigeon is the nsual carrier for letters, but since there is no pigeon
available, the fire may turn the letters of his writing into a sparkling

pattern like that of a peacock’s tail. This verse reminds the reader
immediately of a charming Urdu verse
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in which Ghailib asks how his beloved shall become acquainted with
the contents of his love-letter, for—and now there are two possibilities
of interpreting the second hemistich—either she has sworn to burn
all paper (and then she would not see its contents at all) or, if the oath-
particle is taken in the contrary meaning: she has sworn not to burn
any paper (and thus she will be deprived of seeing the letters sparkling
and revealing the fire of his love).

The latter meaning is confirmed by a Persian verse in which
he addresses his beloved :

Throw it in the fire and regard my fever and fire —
what need ro -open my letrer full of grief ?
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Ghilib writes the ‘picture of the eye’—i.e., the letter sad _. or

“ain ¢ — on the letterhead se that his longing to behold the face of the
beloved may be fulfilled when she opens the letter —
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a witty idea which has, however, been expressed by Jami who
writes his name as “&@shig-i §adiq, so that he can look at the beloved
through the eye of the §3d when she reads the letter.2?

Our poet leaves his house early in the morning to ask a scribe to
write a letter to the sweetheart :
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How often has Ghalib, himself author of masterly letters in charming
and poignant conversational Urdu complained in his verses that his
beloved has not written; or will not answer!

However, we should not take this complaint too seriously,
because the poets of the Middle East were fond of inserting into their
poems lamentations about the faithless beloved who did not write a
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single line to them: we may think, to mention only the most famous
example, of Hafiz's ghazal with the opening line :
It is a long time that the friend has not sent line !
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We should like to mention here the strange fact that even in the regional
litcrature of Pakistan, especially in Sindhi and Panjabi, the complaint
about friends and family-members who do not write letters forms a
whole genre of poetry. Here belong the touching verses in Shih
<Abdul Latif Bhita®’s Sur Maru®i where the poor girl waits for a letter
from her family (similar to many of bridal songs)®® or the beautiful
poems in Sachal Sarmast’s Sindhi risala, especially in Sur Malkos.?®
This is all the more surprising as the percentage of illiteracy in these
parts of the Muslim world was very high, -particularly among women.
Thus, when Ghalib relates that his beloved does not write, he follows
rather a traditional fopos than to convey his own experiences.

Yet, he gives even the traditional subject of letter-writing a quite
different aspect by his unexpected use of words. Thus he Lells with
great amazement that at one place of the letter the word wa/a ‘fidelity’
was written; it was, however, immediately erased—the paper must
have been ghalathardar, ‘uplifter of error’ when Lhe beloved wrote
her lines.
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Hali thought it necessary to explain this word ghalajbardar by saying
that ‘it is that paper from which the mistake can be very easily removed
so that no trace of it remains’.?? Ghilib has used the term very cle-
gantly to convey the idea that the word disappears by itself: even if the
beloved had indeed written once the word ‘fidelity’ the paper is of such
a kind that this word, which was not really intended immediately
disappeared without leaving any trace.

This lack of fidelity leads the poet also to think that the lover,
wherever he should see a gesture of friendliness from the beloved in
writing, should write on the side of that paper: ‘May my soul be sacri-
ficed for her’.
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And could we think of a more charming description of the strange
state of a lover thao that given in the lines ;

We shall write a letter, even though there be no subject —
we are in love with your name!
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That is the reason for repeating over and over again the name of the
sweetheart in the address of otherwise useless and meaningless letters.
But besides these direct references to correspondence we find

also other allusions to the writing of Ietters in his poetry. The poet
who complained :

It is a ‘C would that’ which I Kave written in a hundred places !
h“.-‘l.:b.._-.v._’ L'.JA:.tK_,aJ..L:T
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could summarize his life in the lines :

The meaning of the word ‘hope’ is in no copy, although
I have written the dictionary of the letters of longing,
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‘Dictionary’, ‘registes’, ‘note-book’—these are words frequently used

in his gagidas in different connections.
As well as my breast — from the afffiction of the charming
ones whose occupation is cruelty —is a dictionary of the
- experience of time's justice

Is my eye, from the behaviour of the beloved ones who have the
atritude of magicians, an index of the diary af expectation’s
grief.
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He who had seen the ‘writing on the forehead’ in the black spot
caused by untiring prostration on his beloved’s threshold sees again his
forehead, with wrinkles and lines, and says gratefully :

He has from my wrinkled forehead understood my hidden
grief; he has understood the secret of the letter from the
disconnected address.

lezaw Ol (8 o G O S o
lezase Olgie 2huy o 4 Lyl L,

The wise reads the story of unhappiness from the forehead of the lover
since grief bas engraved there disconnected, confused and conflusing
lines which reveal the bewildered state of his heart (and this, again,
implies the concept of sarmiwishs, ‘fate’).28 Even more touching is the
line :

Death was a letter whese title page is [life —
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perbaps the most ingenious application of the symbolism of letters
the like of which can be found only in a truly great poet like Ghalib.

But Ghalib was likewise well versed in the art of comparing single
letters to other objects, as through the centuries, the alif had stood for
the slim stature of the beloved and had been the symbol of Divine
Unity and incomparability; the jim (, the dal s, or the fam J
had signified curls and tresses, the stz .- teeth, the mim ¢ the small
mouth—unless it was connected with the name of Mubammad and
speculations about his high rank. This trend to play with the letters
of the Arabic alphabet, so typical of Islamic poetry, is not lacking
in Ghilib’s verse. A nice instance is the verse about his visit to Lucknow
on his journey to Calcutta where he gives the reason for his short stay
in the city with the following line :

Our road is the long-drawing kaf of karam (kindness).
_,s’r.h,,_quru:.:.rgsag.

Wailing for the kindness and favour of the ruler, the poct has very
cleverly compared the long stroke of the initial k1 at the beginning of
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the word kagram, ‘kindness’ to the long way on which he travelled

toward Luckwow. The expression kdf-f karam was not unfamiliar

among the Persian poets; ** but quite unusual is Ghilib’s idea that
even the tyrant is injured by his own fyranny since on the
head of the (word) arra (saw) there is the saw of tashdid—
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as if the word ‘saw’ itself were put under the infliction of a threatening
saw, for the tashdid, which marks the duplication of a consonant,
resembles a tiny saw.

Gbalib may also use the traditional way of hinting at a certain
object by means of two or more letters, which are used in a detached
way in a verse. Thus, 2 classical Persian poet might say :

From the alif of her stature and the lam of her tresses
and the mim of her mouth is the result alam, ‘pain’.

The combination of these three letters points, however, also to the
mysterious letters alif-lam-mim at the beginning of the second sira
of the Qur®an.®® Ghailib jokes in this strain :

Why should I put my heart on the promise of

tomorrow ? For since yesterday

it Is in the ring of the mim and in the ringling

cierl of the lam.
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‘Tomorrow® designates, based on Qur’anic expressions, the Day of
Judgment, whereas *yesterday’ is, in the language of Persian poets, the
day of the pre-eternal covenant, the riz-i alast when God addressed
the not yet created posterity of Adam: “dlastu birabbilum™, “Am
I not your Lord?” (Sura 7/171). That very day the fate of man was
fixed, as the poets often maintain: Ghilib’s fate was that he should
be involved in the study of the letter snin, symbolizing the tiny mouth
of the beloved, and the letter fam, representing her long tresses; both
letters together, however, read muf, J- i.e., ‘wine’ so that the poet’s
peculiar weakness is also expressed in a subtle allusion.
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Puns on single letters are generally found in Ghalib's religious
poetry. He may play with the letter a/iff which is in his verses often
connected with the alif-i saigal, a certain grade of polishing the sword
or the steel mirror, or is associated with the slit in the shirt. But in
both cases it is used to convey the idea of God’s Unity and Unicity

- which has always been symbolized in mystical poetry and theology

by the letter alif,

The lam-alif ¥ is usually the letter which designates close
relationship, love, and embrace. Thus when Ghalib says that
he had already been absorbed in the lesson of annihilation while
Majnin was still writing the lam-alif on the wall of the school
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. he thinks of the old story, often illustrated in miniatures, how Majniin

went to school with Laila and was in love with her before he had to
learn the lesson of losing his mind and roaming through the deserts
in hopeless quest for his lost beloved: our poet claims to be much senjor
to him in the study of annihilation.?!

The lam-alif may also be compared, in the traditional vein, to
“All's mysterious sword Dhii®’l-Figar which looks. in representations,
like the word Ia:

And this two-edged sword which, for rubbing off associationism,
Throws the lightning of 1a into the constellation of infidelity !
When it becomes polished with the alif-i gaigal of faith,
Will it produce in the eye of success the manifestation of ilfd—
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the galif~i aigal, the straight line of polishing, is a technical term for
polishing steel until it shines perfectly: thus the attestation of God’s
unity emerges out of the “‘sword of /3> which cuts the head of infidelity
and burns away, like a lightning, everything besides God. The identi-
fication of the /g with the lightning which Ghalib used in the praise-

poem of Alf is also found in his charming little matinaw? on Benares
where he speaks, at the end, of the necessity of uttering the if@ and
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assenting to the ideol-destroying fa—
Say Allah, and become the lightning of everything
what is besides Him!

To destroy everything besides God, that is the quality of the prophetic
spirit which has found its clearest expression in the Islamic creed, and
likewise the ideal of the mystic who sees nothing but Him, marvelling
at His Unity and His manifestations in time and space which are real
only so long as they depend upon Him.
Thus he may pray:
Erase the picture of duality from the page of my breast,
o you whose glance is rhe alif-i saiqal of our mirror!
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I.e., the mirror of the heart should be polished by the straight lock
(hence comparable to the straight alif) of the Lord so that it reflects
only the Divine Unity and is purified from the dust and rust of associa-
tionism (shirk).

We find the poet further asserting that he has thrown the split
of 1 into the shirt of the directions so that the beloved may proudly
wander outside the veil of our imagination,
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or he may use the old Sifi expression of the 'broom of the /&’
Y &yl for sweeping away all signs of duality from the world.

These puns on the letters alif and mim, or the /a and illa, filled
with religious meaning for every Muslim poet, lead the reader into the
wide field of Ghalib’s religious ideas. A particularly brilliant example
of the use of alif and mim is given in Qasida IIl. Here Ghilib uses
the classical tradition according to which God declared and 4hmad
bila mim, ‘I am Ahmad without m™-Ahad, ‘One’, a tradition which
was frequently quoted at least since “Atftar and Riimi. He himself
has used (in M VI) for this »1 the expression mim-i imkdn, the <m of
possibility’ or *of contingent existence’, namely the existence of every-
thing created as opposed to the Necessary Existence which belongs to
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God alone. Them is, thus, the letter of created, i.e., contingent beings,
the first of which is Mubammad.
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First one has to take the m from Ahmad:

for the m is the veilkeeper of the essential name of the Propher.
Whenever haply by the knowledge of the essence of Ahmad

the m disappears from berween, and the One (Ahad) becomes
manifest,

See without the veil Allah from the alif manifested,

and from the ha®> and dal count and find 8+4=/ (rwelve).
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This kind of letter-mysticism had been popular among Muslim
mystics since long: the word Ahmad, after losing its r7, becomes Ahad,
‘One’. Tts first letter alif, with the numerical value 1, is always consi-
dered the symbo! of Allah, the one and Absolute,®? the numerical
value of the remaining letter 4 is 8, that of 4 is 4, the sum of which,
12, is the number of the twelve imams of the Imamiya ShSa, so that
the name of the Prophet, Ahmad, contains 1) the alif hinting to God,
2) the m of contingent existence and humanity, and 3) the number of
the Shitite imams who distribute the light of Muhammad on earth,

There are sometimes allusions to painting in his poetry—he could
tell his beloved that he had even learnt the art of painting for the sake
of finding a way of drawing closer to her or to arouse her altention,

Ghalib has several times compared his poctry to colourful
paintings: who does not quote the verse in which he calls his Persian
poetry colourful, his Urdu verses colourless ? And he elaborates this
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idea in the subsequent lines of his poem where he boasts, addressing
Bah&dur Shah Zafar :

Look ar my Persian so that you may know that in

the couniry of imagination

I am Manf and Arzhang, and this copy is my Arrang.
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Mani is regarded by Persian poets as the master-painter—probably
owing to the beautifully and lavishly decorated remnants of Manichean
manuscripts from East Turkestan or Western China, and Artang is,
in Islamic poetry, the cave in China where Manfi retired and which he
decorated with paintings.®® Of course, if our poet sees his lovely beloved
in the embrace of the rival he would rather need a peacock's foot than
Mani's brush: the peacock’s foot has always been regarded as the
ugliest part of this colourful proud bird.
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The picture of his beloved should be the only sign on the paper of his
mind :
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How ingenious does Ghilib play on the double meaning of
pardali as ‘veil’ and ‘canvas for painting’ I** For him, Majnin—
always represented naked on miniatures—becomes the example for the
sad truth that love and longing are never compatible with wealth :
Qais (=Majmnin) has become naked even in the veil (=on the
canvas) of the picture .. ..
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Ghilib was able to express every mood at least once in the
symbolism of writing—whether he claims pridefully that
the ink in my inkpot is from the blackness of the
Night of Mighr (lailar ul-gadr),
the sk is myv page and the siars are disi-
sprinkiling on niyv fines,
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or whether he complains of his old age :
We have written on the pages of time, and it passed away,
we have become the unique one in the art of the
word, and it passed .. ..
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it is always the true expression of that sensitive, proud poet who knew
his own value and who was hopeless and full of hope at the same time.
Every written letter complains in its paper-shirt of the hand

of the Great Calligrapher, and stili, every letter is unique and
cannot be exchanged for another one. The poet who saw everywhere
the writing of destiny and saw himself as part of that writing—only
he could invent the line in which the complaint of the letters is echoed
once more :

O God, why does time obliterate e ?

I am not a letter which could be repeated on the

table of the world !
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Surely, he was nol such a letter; the hand of the Eternal
Calligrapher had drawn him perhaps on a dark paper, that of the
darkening age of Muslim India, and of the breakdown of the established
order in which his personal life was deeply interwoven—but he was
surely one of the most impressive and intriguing letters which the pen
of destiny has ever written in the divan of world-poetry.
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FOOTNOTES

! For examples of lctters used in Islamic poctry see F. Krenkow, The use of
writing Jor the preservation of ancient Arabie poetry, in:. Ajabname in honour of
E.G. Browne, Cambridge 1922; F. Rosenthal, Significant uses af Arabfe Writing,
in: Four Essays on Art and Lirerature in Islam, Leiden 1971; A. Schimmel,
Schriftsymbolik im Islam, in: Aus der Welr der islamischen Kunst, Festschrift far
Ernst Kéhuel, Berlin 1959; id., Islamic Calfigraphy, Leiden 1970,
cAull, Lubgh al-albab, ed. E. G. Browne and M. Qazwini, London 1906, 1903,
Vol. I p. 345 (PAiz1).—A historical instance of the use of a paper shirt is given
by Juneid-i Shirazi, Shadd al-zér, ed. Muhammad Qazwini and <Abbas Iqbil,
Tehran 1949, where the QAdi Jamaladdin ibn Yosuf al-Misti who had
come to Shiraz from Egypt and felt disappointed by the treatment he was given
put on a paper shirt and went out to complain at the Madrasa of Sahib <Amid-
uddin, and "‘this is the custom in Egypt that the oppressed, when he despairs
of justice, puls on a paper shirt™. (p. 356).

* €Attdr, Divdn, ghazal Nr. 503; Ruml, Divan-i Kablr Nr. 2]134.
4 Khagani, DIvan, qaslda p. 197 compares the complaining drum to someone who

- o

bas put on a paper shirt; twice he compares the paper shirt 1o the target for the
arrow (farklbband p. 541, gqaslda p. 258): those who envy him should wear &
paper shirt like a target for the arrow ;
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he also ‘will make a paper shirt because of the cruelty of the friend’ (ghazat
p. 557}
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and has invented the charming comparison of the snowbound mountains in

winter to people in paper shirts, for they so to speak complain of the cruelty of
winter :
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Amir Khusrau, Divan, ghazal Nr. 1152; cf. Nr. 1712 (again: target for the arrow).
Haliz, Divan, ed. Abu”l-Qisim Injawi, Tehran 1967, p. 122; there the quotation
from Auhadl is given. CF. also Fighfnl, DiIvdn, ghazal Nr. 310.

A fine pocetical claboration of the fadlth “The pen has dried up™ in Romls
Mathnawi, ¥V 3132 fT.

Amir Khusmu, too, speaks of the crooked letters, Divdn, ghazal! Nr. 1080.

Cf. 8.p. 111, ghazal Nr. |: You know my state, even though the sarnfwishr
is illegible ?
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The Turks speak of alfa yazisi ‘what is written on the forehead’, the Arabs
usually call fate makrab ‘written’.
The book of actions is mentionedin the Qur3an Sura 10/62; 18/47; 34/3; B83/1112;
it is fastened at the neck of everybody, Sura 17/14; {., or given into man's right
or Ieft hand, Sura 69/19,25.—Sura 3/102 speaks of the black and white faces of
the plous and the sinners respectively,
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The contrust black-white is often used; cf. §. p. 90, gira Nr. 23 the morning
is compared to white paper.
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There are other strange methods to produce ink, if we believe Persian poelical
imagery: Jam! makes ink from the suwaidd, the little black spot which is consi-
dered the innermost part of the heart (Dvan ghazal Nr. 637), and the Indian
mystic Kabir in the 15th century, whose imagery combines Muslim and Hindu
ideas, claims to burn his body in order to make ink of it, the bones being, then,
used as pens (Ch. Vaudeville, Kabir Granthavali, Doha, Pondichery 1957, p. 8.
ch. 3 verse 12.)
Thus Sa=di, ghazaliyyar (Kulliyat 11I) Nr. 635; S3”ib adds that this Khigdr trans-
forms the white page into a garden filled with hyacinth; the comparison of the
blnck curling letters of the nasta<ifq or shikasra siyles to curling dark hyacinths
is very elegant {(Xashmir I 53).
Thus Talib-i Amull, Kashmir 11 697; cf, id. 700.
About Sarosh see M. Mo®In, Mazdayasnd o tasir-e dn dar adabiyvair-i farsi.
p. 448 .
Hifiz, ed. Brockhaus, alif Nr. 9; cf. Ghalib's Q XXXVIII or 5. p. 15! “lt enrap-
tures the heart like the song of the Psalms from David's lips™.
Lahore edition 1969, Vol. XI, ed. Muhammad Baqir. — Cf. Russell-Islam,
Life and Letiers, p. 333 and 357.
Sarraj quotes in his Xirg@h al-luma= fi*t-tasawwuf, ed. Nicholson, the famous linc
of Abn <All Rudhbirl (p. 249):
I wrote to you with the water of the eyelids.
e et el iy Gl Ly (UL o
oS I e glie 5 S B ki
This poem alludes in its last line to the fact that Oriental ink is solvable in water.
The idea has, then, be elaborated by many a poet in the Muslim world, parti-
culnrly to create the idea that the ‘black book of sins' can be washed off by the
water of tears.
The combination el water and fire is very commeon in connection with writing,
cf. Sa<d!, ghazaliyyar (Kulliyat III} Nr. 357, Khaqganl, Divén p. $20; Nazirf,
Divan, ghaza!l Nr. 460, and many others. Some charming examples from Hispano-
Arabic literature are given by Soledad G. Fenesch, Sobre una extrane manere de
eseribir, in: al-Andalus 14/212.
Riml, Mathnaw! 1 9, 10. Cf. Nicholson, Commentary Vol. ¥IL. p. I19. The
combination of “fire’ and ‘reedbed' was commonplace in medieval Persian and
even more in Indo-Persian poetry: see Bedil, Divan 105, 141.
Romi, Mathinaw] 1114 ;
Sec also U 176 about the fire-spreading pen :
S T T RO Il RTR PU R SRS TS I [ R g | AL P R
His words are almost verbatim found in Dard, Urdw Divan, p. 7.
Some examples: Sallm, in Kashmir I 383; Qabil, in Kashmir A 292; Bedil. Divan
p. €9, B1, 191; in 188 hc says :
Like the fire-struck paper we are the guests of bagd (duration, remaining

in God)

We are the peacock rhat spreads its feathers and adorns the meadow.
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Mir Dard has compared the world to a fire-struck Paper (“flmul-kitab p. 180)
and speaks of the *hundred eyes' of such paper (Divan-i fars1, Rubfisi p. 118);
cl. his Urdu Divan P. 46, 73; Nasir Muhammad =Andallb, Nala-y! ©Adndalrh
I 85 II 309, 526.
Bedil speaks of ‘binding the letter at the voice’s flame' so that it may reach its
destination (Dfvar 99). He also says :

I am the letter of eolour that is bound 10 the wing of the peacock {Dfvan
L67); cf. also id. 219 the combination of the peacock with z cliiridghan *firework’
and 157 the ghazal with the rhyme k&ghidh, ‘paper*, further the verse id. 159 :

{ did nor write a letter in which rthe heart has nor become blood,

Find your news abour my letter in the peacock's Jeathers.
Dard likewise connecls the peacock with the scar (Divan-; Jarst rubaci p. 141),
and with eyes and a tmp (id. 84); the connection of “fire-struck Paper’ and ‘snare’
is found in a2 poem of Nigir ©All Sirhindi (Kashmlr IT 936). It is but natural to
associate the sparkling tail of g peacock with fire, the round designs reminding
the poet of scars: of. the line from the Wesrminsrer's Drollery, 1671:

I saw a peacock with a fiery tail. ..

As to the pigeon, it is mostly associated with ashes duc 1o its greyish colour:
thus the juxtaposition of the faithful pigeon, the ash-coloured letter-carrier,
with the fire coloured peacock becomes even more impressive.

Jaml, Divan Nr. 357 (p. 309). The clegance of the verse is enhanced by the
fact that the poet uses rhe Persian word chashm for ‘eye’-—for every reader would
expect the Arabic €ain ‘eye* which is also the name of the frst letter of the word
S@shig ‘lover—This combination is found also in a poem by Mir “Alf Shir Qani=,
Maklindma, ed. H. Rashdi, Karachi 1956, note 185+ “When the yad saw the “ain
of the lover. (@shig). .. .* and in other verses.

Shah “Abdul Latif, Shakjo risalo, ed. Kalynn Adwani, Bombay 1957, Sur Marui
IT'1 /f.; cf. A. Schimmel, Hockzeissiteder der Frauen im Industale, in Zeitschrilt
f. Volkskunde, 1963,

Sachal Sarmast, Riszlo, ed. “WUthman =Al Angarl, Karachi 1958 Sur Marui
I 3 fi.; Sur Malkos IIT, 1V.

H3all, Yadgar-i Ghalib, Lehore 1963, p. 218 (ed. Khalll ur-Rahman Da®adi).
Similar allusions are frequently found in Indo-Persian poetry, cf. Kashmir
A 242, 81; Even the Pashto poet Khushbil Khan Khatak (d. 1689) says :

Those are real men (of Ged) who in this world
read on the tablet of the Jorehead the writing of the heare.

(Ruba®1 Nr. B8 in Muntakhabar, ed, Anwar ul-Haq, Pashto Acadeiny, Peshowar,
s.d.}).
Thus Kalim says :
Beneath the guf af qand=ar (contentmens) rhe kaf ef karam found Place,
Qur narrow hand was ligher than the pand of the wealthy.

witl s VY Loy oy S O b sl malin GG G s

i:c. contemmcnt_ and poverty are more important than wealth because they are
like the mountain QAaf, all embracing, and contain kindness and friendliness; the
‘narrow hand® reminds us, that the k&f was usually mentioned because of its

L]
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cxtrcme narrewness: ‘marrower thap a kaf-i kit is a standing expression
with Sana"i.

The expression gafsj qand=at, gq4f of contentmeni, is used by Khagéni,
Divan, gaglda p. 293: and goes back to earlier SOIF  trudition. The
expression became very common in later times and is connected, by Fani,
with the 1 of fardghat, ‘leisure’ {Divin P. 58, cf. id. 43), which, however, is not
very witty. *

F. Riickert, Grammarik, Rhetorile und Foetile der Perser, new ed. by W. Pertsch,
Leipzig 1872, repr, 1968, P. 310.—Other examples in ROmi, Marhnawl V 1316:
Fighani, Dmin, ghazal 15; Néla-yi ©Andalt I 802; M. U. Daudpota, Kaldam-i
Girldri, Karachi 1956, p. 55 note 85 about the alif —l@m-mim and its mystical
explanation according to which the {5m is the secret between Allah (afif' ) and
Muhammod (mimd.—A favourite combination was that of dif 'heart’ with daf
and Igm. ‘Heart is outside of & and 1’ says “Attar (Divan, gharal Nr. 74}; he also
composes “ishq, ‘love’ from ain, shin, and gaf (id. Nr. 105). Khigani combines
both words in his verse :
FEe S Gmy 05 DBy et e Sy
(‘Jl UJ'A.; Jo g = ry ) u-"_l-l.i
The form of <ain shin gaf is in the mind, that means “ishg ‘love"
The figure of alif idm mIm is in the heart, that means, alam, pain.
(DIvdn, gagtda p. 260). Cf. ROmi, Divén-i kablr Nr. 1187
Since the story of Majnon and Laila forms part of Nizami's Khamsa, it has been
frequently illustrated, and the miniatures ‘preserved in European, Asinn, and
Americon museums and collections maostly show Majnlin in the wilderness,
naked and reduced 1o skin and bones; the next frequent Lopic is the school scene,
where the two children fearn alif and other letiers.

CLU29. ..o &Gl fas i o) Ll ok

The idea that the mystic necd not learn any letter besides the afif, is commen-
place in the biographies of saints; for the knowledge of Dijvine Unity as symbo-
lized in the alif renders him independent of this world. Thesc stories recur in
Turkey (Yunus Emre, d. 1321) and in Pakistan (Shah <Abdul Latif Bhitg®l,
d. 1752), and the idea of the alif as comprising everything itnaginable has often
been expressed in high literature and folk literature throughout the Islamic
world. Cf. Sarrdj, Kirah al-luma®, p. 89, and a few more examples in Schimmel,
Schriftsymbollk ; further see A. Schimmel, Mystical Dimensions of Isiam, Chapel
Hill 1974, Appendix I.

Already Manuchehrt €xpresses the view that Manl was a skilful painter, sec
Fouchécour, p. 99; Qatran speaks of (he ‘Chinese painter' (Fouchécour p. 187,
Nizdmi uses the eXpression in connection with Farhid; Sa®dr and Romj are fond
of the zomparison. The story of the contest of the Greck and Chinese painters

that it oceurs even in Pashto poetry (see Raverty p. 286). About the whole topos
cf. J. Rypka, History of Iranian Literatures, Dordrecht 1968, p. 61 A,
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In Indo-Persian poetry the image often becomes a symbol of the transitoriness of
glory, as Nazid says :

Although the country of China was filled with paintings of Mdanr,

It became waste, neither a picture is there anymore, nor Manl.
(Divan, qaglda Nr. 40, p. 509, cf. ghazal Nr. 386).—A particularly charming
application of the traditional ‘picturc in China’ was invented by Mir Dard in his
Divan-i Fdarst, p. 5 :

Come, that your picture may take place on the keart's tablet!

Do nat go to China, for there, pictures are (painted) on silic!
An allusion to the painter who draws Majnin reduced to skin and bones by
Salik, Kashmir I 307. Cf. Nasir “All, id. I 934 :

The disappearing of the painting means the shirt for the naked...
i.e. he will no longer be sezn as naked, for when the picture disappears he, too,
becomes invisible.
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