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ABSTRACT COPY

This work is devoted to discuss the developments in Urdu poetry
since 193%6.

A bprief account of the developments in poetical language,
various verse-forms and themes of Urdu poetry till Igbal (1877-1938)
has been given in the introductory chapter. The second chapter is
on the poetical language of Urdu poetry. In it, the influence of
English language, the use of Hindi words and phrases and the employment
of colloquial vocabulary in Urdu poetry of the last thirty years is
discussed at some length. In the third chapter on metres, a general
account of the use of metres in Urdu poetry is given. In addition,
some recent attempis to write poetry with disregard to metres are
discussed. A "relative frequency table of metres" is also prepared
and included in this chapter. The fourth chapter deals with various
traditional and new verse-forms of Urdu poetry. They are both defined
and distinguished from each other. In the fifth and sixth chapters,
a number of themes of Urdu poetry since 1936, such as the influence of
Communism, the Independence of the sub-Continent of India and Pakistan
and its aftermath, Communal Riots of 1947, writings on social evils and
customs and on peace and war, historical and allegorical themés, humorous
and satirical poetry, the influence of religion, recent Indo-Pakistani War,
and psychological themes including sex, escapism, scepticism, an individual's
predicaments, imprisonment of the present moment and so on are discussed

at length. The final chapter is that of the conclusion.
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some time after his death well substantiates our assertion.
Another difficulty whickh a'student of Uidﬁ literature faces

in this country is the difficulty of obtaining sufficient Urdu
publications of this period. Desplite these obstacles, the
novelties that featured in this period of Urdu poetry, were
tempting enough. The task seemed uphill, the more so in the

face of the huge literature produced during this period. In
order to explain this period in the perspective of tne tradition
of Urdu poetry since centuries, & brief account of the development
of Urdu poetry till Igbal has been included. Apart from the
chapters on poetical language and metres, various forms of Urdu
poetry - and Urdu poetry has forms that find no clear parallel in
the \‘iestern poetry -~ have been defined and distinguished. The
poets of this period have treated various themes in their poetry
and I have selected the most common of them for discussion.

Finally, a word about the title of this thesis. I have
semphasised more on Pakistani poets rather than Indians. The only
reagon for this was the insufficient availability of Urdu
publications by Indian poets of the period under review, However,
I have taken full edvantage of my restricted material,

In such an endeavour there are bound to be pitfalls and
motivations of perscnal choice may also play its role. However,
I have tried to be as objective as possible.

¥, H. Shakir
October, 1969.



TRANSLITERATION T
(a)

VOWELS INITTAL NON-INITIAL

| a ) ab Y bad

b i o, is ) din

[ u J i us o but
T Ja vl Jas Ji: ma’ 3l 2

5! 0 A ok /‘ s0

N T 7 7

J’/ au J2 ] aur ;; nau

=l ‘—(‘ ek “ be

st 1 A T 5 o1

< at L aied & hai

1. The system of transliteration is adopted from the
dictionaries composed by Platts, Duncan Forbes and
Ram Nara’in Lal, Allah’abad (Student's Practical

Dictionary).

2. See also the words ot (bat), JL (mal) which have

extended sound of "a" but do not have the sign of ~.
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CONSONANTS

- b 25 dh 12 gh
Vi bh s d <& £

< p 25 dh ) q

A rh > 4 g k
al” t J r / kh
& th J T g g
< 'i; y/b J.?h j gh
4 th J z J 1
= 8 s zh g m

J 3 Ve s o n

Fi S sh s w

& ch S s | > h

2

Z; kh 4 2 «“ 6 1, ¥

> d & ¢

The nasal sound of the letter n is shown by n,
silent ¢ is indicated by w. Izafat is presented as —e-.
[ EE—

The sign of hamza is shown by ? and it is the same as that

of the sign shown on alif mamdiida ( 7 = 'z ).
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(b) The difficulty that besets a person aiming at the
preparation of a bibliography of Urdu literature is that

the names of writers defy any scientific arrangement. The

use of a surname is rare in the sub-Continent. DPeople are
known by their names only. The poets and writers use some
pen~name in their writings as well. The confusion is further
increased by the common tendency that they also add to their
names the name of their own town. For example Raghupatl
Saha*e Firaq Gorakhpurl (Firaq of Gorakhpur), Shabir Husain
Khan Jogh Malin?zbadl (Jogh of MalIhsabad), Abu-ul-Asar

Haffz JalandharI (HafIz of Jalandhar) and so on. Now it will
be very difficult to recognise these poets if they are referred
in the references and bibliography as Gorakhpuri, MalI@!EbEdI
and Jalandharl respectively. While preparing a bibliography
and giving references, I have tried to give that part of the
name first, with which the writers are famous, and other
names, if any, follow thereafter. In this method, where there

were marginal cases, 1 have used my own discretion.
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CHAPTER ONE
INTRODUCTION

The aim of this chapter is to describe briefly, the
development of language, various verse-forms and themes of
Urdu poetry since its inception until the late 1930s with
special reference to the political, social and economic
background of the sub~Continent of India and Pakistan.

The origins of the Urdu language are obscure.T
It has been accepted, generally, that its genesis took
place as a result of the intermixing of the Muslim
conquerors of India and that of the natives. By the

sixteenth century Urdu language in the Deccan had developed

so much that it was able to express poetical ideas.2 The

1. WazIr *Agh&. Dr., Urdd Shafirl K& Mizdj, 1lst Ed.,
Jadid Naghirin, Lahore., May, 1965., pp.168-170,
believes that the genesis of Urdu took place in the
Indus Valley, some thousand years ago. Various theories
have hitherto been put forward by many scholars such as
§QIr§nI. ﬁafiz Ma@mﬁd, Sabzwari. Dr. Bhaukat, Suhel
Bukhari. Dr.;tregarding the origins of the language.
It is interesting to note that each scholar has traced
a different origin such as Panjab, Deccan.

2. Sadiq. Muhammad, A History of Urdu Literature,
Oxford University Press, London, 1964, p.l.




history of Urdu poetry may be divided into two periods.l

In the earlier phase of the first period in the Deccan the
language of Urdu poetry has HindI and DeccanI affinities.

Apart from using a large number of Hindi and Deccani words,among
its Chief . characteristicsis simplicity of subject and
directness of method. The poetry conveys a deep feeling

of religion and mysticism. On the whole the themes taken

from Persian along with Persian diction and imagery are

rare. The era between Muhammad QulI Qutub Shah® (1580-1611)

1. YAz3d. Muhammad Husain, in his famous book, ’Ab-e-Hayat,
15th Ed., Shaikh Mubarak fAlI, Lahore, 1950, divides
Urdu poetry (from Wall Aurang?abadl to Ghalib. Mirza
Asad Ullah Khan,) into five periods. These divisions
seem artificial when one examines the political, social

and cultural situation of the time because the period
from Wall to ggalib and its poetry reflect the sameness,
the inertia of life. This view has also been supported
by Faruql. Dr. Muhammad Ahsan,in his article entitled
Tazkira Wigarl aur Mu@amméd Husain YAz3d KI’ﬁb—e—gayEt,

published in Urdu Adab, Vol. 3, No.4, June, 1953,
quarterly, Anjumsn-c-Taraqqi-e-Jrdd, ‘AlYgarh, pp.135-36.

2. fAziz Ahmad, in his article Urdu Literature, published
in The éultural Heritage of Pakistan, ed. by Ikram. S.M,
and Spear. Percival, Oxford University Press, London, 1955,
p.121, says that Muhammad Quli Qutub Shah, the King of
Golkonda (Deccan) was the first Urad poet who composed a
book of Urdu ghazals.




and Wall Muhammad, Wall Aurang!abadl (1668-1744)l may be
considered to be the first phase.

The second phase of the same period includes the early
part of the eighteenth century up to Mirza Asad Ullah Khan
Ghalib (1797-1869), one of the greatest Urdu poets. The
chief characteristic of this age is the predominant Persian
tradition. Northern India was greatly influenced by the
poetry of Wall who visited the area in 1T700. The influence
of Persian culture and poetry was greater in the north than
in the south due to the Mughals (the rulers of India who
spoke Persian). As a result Urdu poetry became so influenced2
by Persian tradition that even today the Urdu poet has not
been able to dispense with it completely. It is interesting
to see that the national anthem of Pakistan, written in the
early fifties by Abi~ul-Agsar HafIz JalandharI (b.1900) has
an almost entirely Persian vocabulary. The Persian

predominance brought with it remote and vague similes and

1. Sadiq. Muhammad, op.cit., p.56 and 60, says that Wali's
real name was Wall Muhammad and not Shams-ud-Din Wall
or Wall Ullsh as is believed by other scholars; he
insists also, that he died in 170T7.

2. Saksena. Ram Babu, A History of Urdu Literature,
Ram Nara’in Lal, Allah’abad., 1927, p.23.




vulgar exaggerations, totally alien to Indian culture.
The primary model of Urdu poetry during this era became
Persian poetry, which represented the Persian mind,
Persian civilisation and Persian culture as if the
Indian poet had, in his poetic works, identified himself
with the aspirations of the Persians and had accepted
their cultural standpoint as the basic term of reference.l

The influence of Persian vocabulary may be noted in the

following couplet of a ghazal composed by Ghalib:

SUr T f iy
LT p wn g bin S 2

If the underlined word L7 may be changed to the Persian
equivalent ,UT, the whole couplet would become Persian in
vocabulary. This began at a time when Persian poetry, after
reaching its peak under Satdl (1184-1292), gafiﬁ (d.1389) and
JamT (1414-1492) was on the decline.S This Persian trend

1. ?Ediq. Muhammad, op.cit., pel4. See also §idd{qi. Dr.
Abu-ul-Laig, Tajribe aur Riwayat, 1lst. Ed., Urdu Academy
Sindh, Karaggi., October, 1959., p.33.

2. Ghalib. Mirza Asad Ullah Khin, Diwan-e—Ghalib,
Taj Company Ltd., Lahore, (n.d), p.7.

3. Sadiq. Muhammad, op.cit., p.l4 and $iddigI. Abu-ul-Lais,
op.cit., p.33.




had its rewarding aspects also in the sense that the
phonetically unpolished and vulgar HindI words were
discarded, and more supple Persian and fArabic words along
with Persian and fArabic metres came into use. Thus the

trend of broadening the canvas of Urdu as a poetical

language continued.l

But with this, the clarity and

1. Due to the Persian influence, there started in the
eighteenth century a Purist Movement in Urdu literature
that continued from one generation of poets to the next.
The sole aim of this Movement was to eliminate all those
phonetically unpolished and vulgar HindY and Deccani
words, similes, and metaphors, from the poetical
language, which 4id not suit their taste or could
not be placed beside the Persian or fArabic words
for one reason or another. Under this Movement some
delicate words were also sacrificed for new ones and
the other great loss was that the poetical language
became almost entirely divorced from the spoken
language. A number of discarded words did not find
their way back into Urdu poetry until recently.
Wall Aurang’abadl, Shah Mubarak ?Abru (1692-1747),
Khan-e-?Arzi (1689-1756), Hatim (1699-1781 or
1792) Mirza Mazhar Jan Janan (1700-178l1), Sauda, MIr,
Nasikh and Ghalib were the leading poets who
continued to "purify" the Urdu language.



simplicity which were characteristic of poets like Walil,
Mirza Muhammad RafI¢ Saudaz (1713-1780), Khwaja MIr Dard
(1719-1785) and Mir Taql MTr (1722-1810) began to
disappear. Ultimately, this simplicity and clarity died
at the hands of Shaikh Imam Bakhsh Nasikh™ (d. 1838) and
his followers (the Lucknow School). They carried the
delicacies and refinement of art to such a point that the
importance of emotions and subject-matter were put aside.
Inspiration was overlooked, and technical skill was all-
important.

The four important forms of poetic expressions which

dominate this era are qagIda (panegyric), magnawi, ghazal

L2
and marsiya.
LR 4

The form of qasida was nurtured by Sauda and Shaikh

Muhammed Ibrghim Zaug (1789-1854), the teacher of poetry of
Bahadur Shah Zafar, the last King of the Mughal Empire.
In spite of the fact that a great number of maqpawIs

were written during this period, apart from Mir Hasan's

1. Nasikh is known as the legislator and reformer of
the Urdu language. See §§diq. Muhammad, op.cit.

Pp‘133-34‘ .

2. See the chapter on forms for the full account of these
and various other verse-forms of Urdu poetry.



(1727-1786) Si@r—ul-BayEn (Sorcery of Eloguence), none
appears to be of a high literary standard.

Ghazal, however, held sway over all other forms of
poetry at this time. The age of Sauda, MIr and Dard is
accepted, generally, as the golden age of ghazal. Apart

from these masters of ghazal, Insha Ullah Khan Ingha

(b. between 1756-1758 and d. 1817) Shaikh Ghulam Hamadani
MushafI (1750-1824) and EKhwajaHaidar €Al *Atish (d.1846)
played an important role in broadening and keeping up the
standard of ghazal. Among the latter poets of this era,

Ghalib is the only one who is considered a major poet.

MIr Babar fA1T AnTs (1802-1874) and his rival Salamat
€411 DabIr (1803-1875) are far superior to any other
marsiya writers. AnTs and Dabir both used this form for
religious poetry elegising the martyrdom of the grandson of
the prophet Mngammad and his family at the hands of the
early Umaiyid caliph YazId. ILater on, however, this
technique and form began to be used in descriptive poetry
of non-elegiac subject-matter.

The early Indian political, economic and social
history was fraught with disturbances and inequalities.
Conquerors came and went, power passed from one to

another, leaving hardly any permanent mark on the
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society.ljhéhﬂogmgy change that the continual transfer

of power brought for the people, was that the tax-
collectors changed and taxes increased to feed the court
of some distant king. The literature, in general, and
poetry in particular, remained almost uninfluenced by the
plight of the people, and the historical and political
events were hardly ever the subject-matter of literature.
The reason seems to be that during the days of feudalisnm,
the poets, generally, remained of a laureate character,
were stipendiaries of the kings and nawabs and had no
other purpose but to write for the pleasure of their
masters.z' They had next to nothing to do with the
outside world of miseries and insecurity. At the same
time there were saints and mystic poets who bftenaPreg
to preach Only escapism. On the whole, pessimism and
despondency are the dominant themes of this period. The

reason may be that this stage was concurrent with the

-F - -
1. fIbadat Barelwi. Dr., Jadid Shairi, Urdu Duniya,
July, 1961., Karachi, p.70.

2. Saksena. R.B., op.cite., p.28.



decline of the Mughal Empire, but the other reason was that
Urdu poetry was following the foot-steps of Persian poetry,
already on the decline and also full of despair and pessimism.l
The only poet who did not emulate this stage in Persian
poetry was Wall Muhammad Naﬁir Akbar’abadl (1740-1830).
Saksena has talked of him as the purest Indian poet in that
he conveys well the ideas of Indian culture of his time.2
The Indian poet harped persistently upon themes and
variations inherited from Persian poetry, particularly in
the earlier nineteenth century. When inspiration was not
forthcoming, he began to indulge in trivialities of a
hitherto unprecedented nature to such an extent that poetry
in general began to look almost trite and wvulgar. The
predominant feature of this poetry was its relegation to
an aimless play with words, §édiq goes as far as to say,

", ..words, words, words, this is the best commentary on

their works."3 ALt3f Husein HalI (1837-1914) expresses

l. Sadiq. M., op.cit., p.2 and p.1l4.
2. Saksena. R.B., op.cit., p.1l42,

3. Sadiq. M., Op. cit., D34,
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his indignation in a couplet:
jilgaét V ;u5uJ/$$j
e “ g ‘/lfli/u_‘_' ::,«:f 1

That distasteful collection of poems and panegyrics

Which is more stinking than a dunghill.

The first period culminated in Momin Khan Momin (1800-1852),
Zaug, Ghalib and the ILucknow School. With them the era of
mediaeva12 poetry ended but this generalisation should not
be carried too far because certain trends of the mediaeval
poetry have persisted and found their way into our own time.
This aspect of Urdu poetry, mentioned above, may be
considered as an interregnum in the development of Urdu
as a poetical language. While this trend persisted in
Lucknow, very important changes were taking place in Delhi
and Calcutta, which brought Urdu poetry to the threshold
of a new movement.
The second period began as the result of Western

influence particularly with the introduction of English

1. HElf,Al?éf Husain, Musaddas-e-Hall, Taj Company Ltd.,

Lahore (n.d)., p.T1.

2. The pre-Mutiny (1857) poetry is often called mediaeval
Urdd poetry by Urdd critics. See also Sadiq. M.,
Op. Cite, DPe2 and p.206.
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education and ideas. Since the beginning of the nineteenth
century, India began to absorb the ideas of the West;
political and social institutions began to be influential
from Western education, English literature, the Western
sclentific attitudes and philosophy through the introduction
of the printing press, newspapers, universities and colleges.
The ideas, thus assimilated, came into direct conflict with
the Indian tradition and began to stir the inherent inertia.
The new outlook sounded the death-kmell of the stereotyped
references. This new movement first appeared in prose
writing and was later absorbed by the poets in their works.
By 1832,1 Urdu had been accepted as the language for
conducting official matters, with the result that it
received a further impetus towards widening its sphere
as a language.

John Borthwick Gilchrist (1759-1841), founder of the
Fort William College (Calcutta 1800), provided a base
for Urdu prose writing. Similarly in DelhI, the DelhI
College (established 1825) did admirable work in imparting

1. According to Sadiq. M., Ibid, p.400, it was 1836.
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Western scientific education and also became a centre of
literary activities. The failure of the Mutiny in 1857
brought in its wake a realisation for the Indian Muslim
that there were only two paths of action for him to follow:
either to assimilate the ideas implicit in the culture and
civilisation of those in power or to perish. Sir Saiyid
Ahmad Khan (1817-1898), founder of the Mohammedan Anglo-
Oriental College, ‘AlIga?h (established 1877), became
conscious of the fact that the future of the Muslim
community was dark until and unless the British were made
to believe that the Muslims were not their obvious enemies.
In view of this he began a reform movement, in which
the education of the Muslim community on Westernm lines,
wag the dominant theme. This movement also had its
literary aspects because writings on social, cultural
and political subjects began to appear, which are, probably,
the best examples of early prose of modern Urdu. Saiyid
A@mad collected around him a galaxy of men of letters,
among whom in the poetic field, gﬁli played an important
role. At the behest of Saiyid Ahmad, gélI wrote a long
poem entitled Madd-o-Jazr-e-Islam (The flow and ebb of Islam)
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which is kmown as Musaddas-e-H81I.' This outstanding

literary work is, in fact, an apologia in which gElI
traces the rise and the fall of the Muslim power and
brings out the causes of its downfall. Leaving the
political motive aside, it came to be judged as the dawn
of the modern poetry. It divorced poetry from the old
imagery of winecups and hairlocks or a mole on the cheek
of the sweetheart, and brought it nearer to life. From
then on, these principles began to be incorxrporated in
modern poetry. This period also saw the sphere of ghazal
broadened. There was a revolt against the conventional

subjects generally thought suitable for ghazal. The forms

of qit‘a and rubafI also received attention and musaddas
(six_E;;; stan;;—;;;m) and maﬁpaw{ began to be used for
narrative and descriptive subjects, dealing with all
conceivable aspects of lii‘e;2 Exaggeration along with

fanciful words was condemned, as also were ambiguous and

1, Hall. Altaf Husain, Musaddas-e-Hall, op.cit.

2. Various verse forms including these are discussed in
the chapter on forms.
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remote similes and vague metaphors.

The Musaddas in the poetical sense, was an
expression of an apologist movement which swept the sub-
Continent in the latter part of the nineteenth century.
Other examples of this movement can be found in the
writings of ShiblI Nu‘menI (1857-1914) (History), Amir
‘417 (History) and Saiyid Ahmad (Culture). Sadigq believes
that this movement was, in fact, a literary expression of
a feeling of inferiority arising from contact with Western
achievements and thus a glorification of the past dominates
the writings of this period;l This worship and glorification
of the past had two important influences on the later poets.
Firstly, this feeling of inferiority was momentarily
replaced by one of elevation due to the pride in past
achievements, and secondly, the movements of reform began
which were mainly directed towards education and hence
brought a more optimistic poetry into being.

Hall's Mugaddama~e-Shi‘r-o-Shafiri has played a great

part in establishing a new attitude towards poetical

1. Sadiq. M.,0Reit., p.222.
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literature and has had a greater influence on later poetry
than any other book of criticism. On the contrary,
Muhammad Husain YAzad (1833-1910), one of the pioneers of
modern Urdu poetry, also played a prominent part in the
literary field through his prose and poetical works. Among
his works, ’Zb-e-gayat, a history of Urdu literature from

Wall Aurang’abadl to Ghalib, is an outstanding exsmple of
early literary criticism.
It seems difficult to go further without mentioning

the names of Akbar Husain Akbar Allah’zbadl (1846-1921),
Muhammad Isma¢Tl (1844-1917) and €Al Haidar Nazm
Tabataba’I (1852-1933). The poetry of the former was full
of satire which severely attacked Western influences which
were establishing themselves in the Indian way of life. He
had a distinct style of writing which died with him.
Muhammad Isma®Il was probably the first poet to write
blank verse.l He is known as a children's poet and has
translated many English poems into Urdu, as did Naﬁp
gabaxabﬁ’{ and many others. The quality of some of these
translations is outstanding.
1. Ejaz Husain. Dr., Na'e Adabi Rujhanst, 5th Ed.,

Kitabistan, Allah?Zbad., May, 1957., p.44.

See also Wazir 'Agha. Dr., Urdu Sha®iri Ka Mizaj,

op.cit., p.334. o
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In 1867 Dr. W.G. Leitner, Director of Public
Instruction of the Punjab, established Anjuman-e-Punjab,

a literary institution and the literary sphere was further
broadened when galx and *Azad, with the collaboration of
Colonel W.R.M. Holroyd, later Director of Public Instruction,
founded a literary circle in 1874. They encouraged the
poets to write poetry on westerm lines and they believed
that literature should reflect life in all its aspects.

The closing part of the last and the beginning of the
present century are not merely important because of the
birth of modern poetry, but also because a great number of
poets were moved by the spirit of the times and favoured
the reform movement. This movement created a stir among
conventional poets who opposed its activities and ideas.1
In spite of the growing influence of Western literature,
the conventional style persisted and it is still governing
some aspects of Urdu poetry. It does not, however, seem odd,
because in every literature the conventional poetry and the
new poetry run parallel to a certain stage until the new

assimilates the old.

1. Surur. YAl Ahmad, Riwayat aur Tajribe, Urdu ShatirT men,

Ul‘dﬁ Adab, VOlo 3’ NO. 4-0’ OPQCitO, P.lzo) ‘Aligarh_.
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Nawab Mirza Dagh (1831-1905) and Munghi AmIr Ahmad
MInal'I (1828-1900), who, to some extent, kept up the
standard of their predecessors, may be called the last
prominent heirs of this traditional and conventional poetry.

During the early years of the twentieth century, changes,
in almost all spheres of life, were taking place so rapidly,
that it seems difficult to analyse the poetic undercurrents.
This era embodied a sense of political awakening which
created an atmosphere of predominant political involvemen?t
for the Indian intelligentsia. The Independence movement

under the Indian National Congress (established 1885)

brought Indians in close conflict with the British. 0dd
as it may seem the victory of Japan over Russia in 1904,
was generally thought in India to be a victory of East
over West. The ideas of Patriotism and Nationalism became
widespread. This new trend in poetry received further
impetus between the two World Wars. The special feature
and importance of this phase is that the link between
literature, politics and sociology became close and this
created a new outlook. The passion to solve the econonic
and social problems of the country and the working classes

and peasants became widespread.
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The poetry of Dr. Sir Muhammad Igbal (1877-1938),
Pandit Barij Nara’in Chakbast (1881-1926) and Shabir
Husain Khan Josh MalTh'abad (p.1894) is full of passion.
Igbal being a philosopher, politician, reformer and poet
at the same time introduced his coherent political and
philosophical ideas into the different forms of poetry

such as ghazal, ma§nawI, musaddas. He has left an

immense influence on the present generation.

Lyrical poetry emerged during the twenties., It was
nourished and elevated by ‘Azmat Ullah Khan (1887-1927),
Muhammad Da'@d Khan Akhtar Shirani (1905-1948), Hafiz
Jalandhary and many others. The latter is famous for

his long poem §g5hn5ma—e-Isl§m;l ‘Azmat Ullah Khan and

gafIE Jalandharl did many experiments in the poetic forms.
‘Agpat has broken away completely from the former Persian
influences, and one can see clearly his own Indian
background in his poetry. He has frequently used
discarded HindI words, similes and metaphors in his poems.
This Hindl trend had a great influence on the later poetry,

particularly in vocabulary.

1. gafIz JalandharI. Shahnama-e-Islam, Majlis-e-Urdu,
Model Town, Lahore. The poem i1s spread in four volumes,
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To conclude this literary survey it may be said that
before 1857 the poet was primarily eulogising princes and
kings and even when he was not eulogising, it was mainly for
that class of people that he wrote. After the upheaval of
1857, when British power became politically established,
Urdu poetry had to find new terms of reference which brought
it nearer to the aspirations of the newly emerged middle class.

Toughly _ - _
This period laste%kfrom gali to Igbal. After Igbal, there
seems to be a rise of intellectualism, a growing affinity of
poetry to the individual predicament, strong Socialist
influences, a wide movement towards a thorough cleansing of
poetic forms and a . revolution against
tradition.” . . . This is a new turn in Urdu poetry

which will be the subject of discussion.
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CHAPTER TWO

LANGUAGE

Among the various changes which are taking place

in Urdu poetry, today, is the change in poetical language.

This change has been due to a number of factors which may

be discussed as follows:-

1.

2o

5e

6o

T

THE INFIUX OF THE ENGLISH LANGUAGE.
THE USE OF HINDI WORDS AND PHRASES.
THE EMPLOYMENT OF COLLOQUIAL LANGUAGE.
THE USE OF OBSOLETE WORDS AND PHRASES.

NEW ABSTRACT EXPRESSIONS : THE JUXTAPOSITION
OF ABSTRACT AND CONCRETE EXPRESSIONS.

THE USE OF PERSIAN AND fARABIC VOCABULARY,

(i) SOME RECENT EXPERIMENTS IN THE USE OF LANGUAGE

(ii) THE PHONETIC USE OF Q;EIYA (RHYME) AND

THE USE OF LONG RADIFS (DOUBLE-RHYME)
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1. THE INFIUX OF THE ENGLISH LANGUAGE

Since the beginning of the last century, the English
language and its literature have been directly oxr
indirectly influencing the minds of the people of the
Indian sub-Continent. There are, obviously, a number of
reasons mentioned before responsible for this influx.

In the poetical field, Akbar Allah?abadi, Hall and some
other poets have used English words in their poems. 1

The former has used a great deal of English vocabulary
in his satirical and humorous poetry. The frequent use
of English words was, however, greater in prose and in

spoken language than in poetry.

From about 1936 A.D, onwards, the use of English

words by Urdu poets in their serious poetical works

1. gElI has used about a dozen English words such
as college, nation, chemistry in his Musaddas
entitled Madd-o-Jagr-e-Islam.  op.cit.
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1

increased considerably. One obvious reason is the

universality of the English language and the other main
reason writes fAbid gasan Manto, a critic, is that, "Now
the need of time is in favour of creating a new poetical
language and new forms of expressions. The life of today
is undexr the influence of realities, such as atom, space

and speed. The existing idioms, metaphors, symbols and

1. Although Akbar Allah?abadl used a large number of
English words in his satirical and humorous poetry
he almost ignored their use in his serious poetry.
At that time, the use of English words in serious
poetry was not common. Similarly Igbal used some
English words, but these words could only find
place in his satirical and comic poetry which is
not muich in quantity. The main purpose of this
sort of poetry was to point out the loop-holes
of Western civilisation and at the same time to
provide a laughing stock. However, the woxrds
crept in and gradually found their place in serious
poetry since the establishment of the Taragql Pasand
Ta@rik (1936 A.D), (The Progressive Movement) in

Urdu literature. We shall discuss the Progressive
Movement in the Chapter on themes.
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similes of language are not adequate to express the
emotional and psychological feelings arcused by the atomic
age." 1 He further writes, "The progress of knowledge is
faster than the language. Therefore knowledge is going

2 Time has

ahead whereas language is lagging behind?
certainly brought in new thoughts, ideas and inventions

which were quite unknown to the people of India and Pakistan.
The invention of new words and their affiliation takes a long
time; therefore Urdu poets, in order to keep themselves
up-to-date with new branches of knowledge, began to take

full advantage by borrowing English words and new scientific
and technical terms, and making use of them in their poetical

works.

Newspapers, periodicals, radio, cinema and television

1. Mento. ®Abid Hasan, Aj Mir-o-Ghalib Kahan hai,
Qalam Kar, a magazine of Adara-e-Mugannifin Pakistan,

Lahore, (n.d), ed. Qatil Shifal and Mirz3 AdIb. p.70.

2. Ibid, p.75.
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are mainly responsible for either coining the equivalents
of new foreign words or using them intact. For example
the equivalents of "common-wealth", "United nations",
"cabinet" are coined by journalists as {;ii;>b) ,

o»}:ﬂ;‘and <4 ¥ respectively. The words, thus coined,
infiltrate into the day-to-day spoken language and ultimately

into poetry.

SPECIMENS FROM POETRY

Here are given, some of the typical examples of the
use of English words in verses,

Salgm MachlI Shahri (b.1920) has used five words
U~ (scenery), @Oj/(couch), ,§£g (pipe), Jot (novel)
and 4%, (radio) in three hemistichs of his sonnet entitled

Drawing Room. The stanza is given below:

’ / o .3/ . . g
Sl ol i S fl Vuoam § 2
4__.)(///4__(‘/;(!,_«‘“/:._..1:_44:4‘-(; -
¢ - ‘ > el
L:J//%—Zd ‘dﬁ.&{d‘@/é/’:
> - - L
s . . V,
Mlﬂd‘}”wd‘ﬂdﬁf?%ﬂfj/m

1. Salam Machll Shab¥ . Bihtarin Nazmen, 1941. Tnd.Ed.

galqa—e-Arbéb—e—Zauq, Lahore, p.56. (n.d.)
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Note Makhmur Jalandhari's (b.1914) use of the words
L (cinema), Jf (hall), C,;Lf (actress) in one of his

couplets:
A g e e
B L s S
Note also the use of the words - (bench) and ¥ (car)
by Sahir Ludhiyanwi (b.1922) in his poem entitled Shahkar:
441M%4;24/¢:.145g4:é; Ut b
P "ii 3é;J{é.q:;4‘uki
Note Mu§3af5 ZaidI's (b.1930) use of the words ! (bus)

and  f, (rail) in his following couplet:

7 A% U YY) 3
J/ 0 U (‘/ug’/.?é’}/,

1. Mekhmur JalandharI. Tafaqub, Talatum, (n.d) Maktaba-

2. Sahir Ludhiyanwi. Talkhiyan-, 1958, Maktaba-e-Dastur,

Lahore, p.ll.

3. Mustafa Zaidl. Ta MerI Shama‘Dil-o-Dida, Gareban -,

lst Ed. Maktaba-e-Adab-e-JadId, Lahore, p.65.
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Israr-ul-Haq Majaz Lekhnawl (1911-1955) has used the
word ¢+ (bomb) in the following couplet:
e B BT gbg g
é«—dAﬂuﬂquffﬁfff‘ 1
See also the use of.;Le word .- (machine) by
Akhtar-ul-Tman (b.1915):
Loy oo S ey
A A 2
SaqI FarugI has generousi;f;;ed English words in his
short poem entitled Party . Some of the words are p/ (zrum),
o? (gin), 2¢bi (striptease), .+ (club), 2 (coat)
and 2,6, ./ (tape-recorder):
| FAE S 1 0
Ay S R W
Moy s s
,//é 4#7/Eiofﬁﬂf£;i£;/
Pl g 2
;# 4£/424é5b5jﬂcbf/3)
el ‘:'w?/‘éll o
j?27‘>5JZVK%Z'4ﬂJngf

) - > 7 .
eI A

Yo g ) = e )

1. Majaz LakhnawI. ?Ahang-e-Nau, 'Ahang, (n.d), Naya Adara
Lahore, p.ll4.

2. Akhtar-ul-Iman. Mera Nam, ?Ab-e-Ju, lst.Ed.1959,
Naya Adara, Lahore, p.100.

3. Saql Faruqi. Funun, daur-e-Jadid 1-2, Vol.l, No.l-2,
May-June,1965, ed. Ahmad NadIm QasmI and Habib Ashfar
Dahlawi, Lahore, p.354.
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Ghazal is a very disciplined form of Urdu poetry in

its use of language. Whenever a change has taken place in
Urdu poetry, ghazal has been, probably, the last form to
be influenced by it. Change in poetical language usually

appears first in nazm (poem) and then ultimately in ghazal .

In contemporary Urdu poetry, English words, first appeared
in nazm (poem) and it was only in recent times, that some
courageous attempts were made by a number of poets to use

them in ghazals.
Note Zafar Igbal's (b.1932) use of the words J»-/J
e ; )
(book-shelf), /J’,é (scooter) and <~ ~J (tea-shirt) in
the following three verses of his ghazals:

N A .
S o oW o L

ol ’W/f{’/&'r :
a_obg'}‘wdu;) = JF ”
J:?’/’%O”} Y Padd

oG 2 3

.y - P A
e SR N SN R e

1. Zafar Igbal. ?Ab-e-Rawan,lst Ed.1962., Naya Adara,
** Lahore, p.96.

2. Zafar Iqbal. Sawera, a magazine, No.34,1964, Naya Adara,
** Lahore, p.l95.

3. Zafar Iqbal. Sawera,No.34, 1964, op.cit., p.1l94.
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Note the use of the word 9"4;K/ (colour-box) by

MunTr Wiyazi (b.1928) in one of his ghazals :

P M‘f’"‘_f_’_é/
idfd"’f,”/*@%’ff/

.

Nasir Shahzad has used the words ¥ (cornice)

and ‘f_JG (necklace) in a couplet of his ghazal:
A Vlrzg:%—bﬁ)qicf/ék/L{/é%;(
/ d/%_J‘ﬁJj ¢ p K

See the use of the word f'>7 (ideal), as a

rhyme too, in a ghazal by Shahid ShaidaI:

1. Munir WiyazI. Jangal men Dhanak, lst Ed., 1960

Naya Adara, Lahore, p.95.

2, Wasir Shahzad. ChandnT KT Pattiyai lst Ed.,July, 1965,

Maktaba-e-Adab-e-Jadld, Lahore, p.l5.

3. Shahid Shaida’Y. Shama®, March, 1968, Lahore.
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And finally note the use of the words 7t (match-box)
and . £ (cigarette) by Mahmiid Sham and RihI Kunjahl

in their ghazals.

_ o
v AL LU G o e

F oy AL s :
b/ s » y
§ ey s Ly £

2

VLT o £4.8, L

Before closing this Section, it is worth noting the

use of Izafat3(adjunot) between English and Persian or

fArabic words., It is particularly interesting to note
that there are still a number of poets, mostly traditional,
who strictly observe that no HindI word should be joined

with the Persian or fArabic word by means of Izafat.

1. Mahmud Sham. Sawera’No. 34, 1964, p.205.
2. RunI KunjahI. Sawera , No.34, 1964, p.208.

3. Izafat: Construction of one noun with another;
— prefixing a noun to a noun so that the
former governs the latter in the genitive
case, as ghulam-e-Akbar (The Servant of
Axbar)., This definition is taken from

The Student's Practical Dictionary, Ram
Narain Lal BenI Madho, Allah?3bad, 13th Ed.1963,p.49
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Note the use of the words _< . (discussion)
and /;/ (culture) joined by Izafat as /;/;;;. or
bahs-e-culture by Firaq Gorakhpurl :

L.//;:.J S %,._‘/luc,g o
S VLW g e U

See the use of Izafat between the words ;Z (smell)

and J,% (petrol) as %2 j or bi-e-petrol by Josh

Malih’abadi. Note also two English words ¢ (car) and

3 ¢ L (mud-guard) in the second hemistich:
é.%/;//l’/o;é_ d/'/b'-:é—}?
PRSI S WIS

Atmad Riyaz (1922-1958) has used the phrase /r," S
Arz-e-Dollar, (The Land of Dollar) for America, by

joining 1 end JI3 by Igafat;

", / . 4 e -
b Kbvﬂi‘,ye’é.g,'.Jfg;f%/‘f;r/tk
LT W d L iy = W3

1. Firaq GorkhpurI. Zindan-e-Hind, Sawera, No.12,Ldhore p.ll.
2. Josh Mallh'abadl. Sawera No.34,1964. Lahore,p.70.
The title of the poem is Chand roz aur Meri Jan faqaf
chand hi roz.

3. Ahmad Riyaz. Amn KI Rah par, Mauj-e-Khun, lst Ed.
June, 1961, lajlis-e-Yadgar-e-Riyaz, Lyallpur, p.l100.
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Incidentally, T.S. Eliot's famous hemistich
"Thave measured out my life with coffee spoons",. has
been almost translated literally into Urdd by Ziya

Jalandharl (b.1923) in his poem entitled Zamistan KI Sham

(Winter Evening)
or b ot d e o S e 2

LIST OF ENGLISH WORDS

Today, quite a number of poets, make use of English
words in their poems., Here is a classified list of
English words3which have been used by poets in their

works:

l. Eliot. T.S., The Love Song of J. Alfred Prufrock,

collected Poems | Faber and Faber Ltd., London,1963,p.14.

2. Ziya JalandharI. Bihtarin Nazmen,1947, Halga-e-Arbab-e-

zaug, Naya Adara, Lahore. p.25.

3. These are the words of ancient and modern European
languages which have found their way into Urdu poetry
through English.



ADMINISTRATION

Agent
Cartoon
Clerk
Company
Committee
Control
File
Inspector
Jail
Judge
Plan

Police

ARTS
Actor
Actress
Canto
Drama
Film
Novel
Sonnet
Stage
Theatre

Violin

< |~
w0
R 2

SR

AR -
o % 0T Y

¢
o'
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DRINKS AND FOODS

Brandy
Cafe

Cake
Champagne
Cigar
Cigarette
Gin
Glass
Pastry
Restaurant
Rum

Whisky

ECONOMICS
Bank
Budget
Note (bank)
Ration
Stock

Quota

Ly

O
™3

o



EDUCATIONAL

Academy
Bench
Book-shelf
Book-stall
Class
College
Colour-box
Degree
Diploma
License
Master
Number
Professor
Programme
School
University

GANES
Boot

Bowler
Boy-scout

Cricket
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v./3

APy,

Football
Goal
Ground
Hockey
Race
Whistle
Wicket

MECHANTCAL

Bulb

Bus
Bus-stand
Car
Chimmey
Cinema
Engine
Gramaphone
Lamp
Lantern
Machine
Motor

Platform



Radio

Railway-station

Scooter

Tape~recorder

Train
Telephone
Ticket

MEDICAL
Clinic
Cocaine
Compounder
Doctor
Hospital
Injection
Morphine
Nurse

Operation

MILITARY
Band
Bomb
Bugle
Camp
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Colonel
General
Gun

Jeep
Lieutenant
Major
Marshall
Platoon
Rifle
Tank

Torpedo

SCIENTIFIC

Atom
Diesel
Gas
Petrol
Rocket

Supersonic

SOCIAL
Autograph
Club
Culture
Hotel

Picnic



WOMAN AND FASHION

Coat
Collar
Crepe
Fashion
Georgette
Jersey
Lavender
Lipstick
Locket
Madame
Necklace
Powder (face)
Sandal
Suit

Serge

The above list is typical only. Otherwise, there

Py
sl

s
s_}/f-/

(e
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Sweater
Tee-shirt
Tie (neck)

MISCELLANEQUS

Air-hostess
Bed-sheet
Bore
Calendar
Foot
Footpath
Inch
Matchbox
Mile

Mill

5
ST
L

A

2
S A

are a large number of words which are frequently used in

prose and journalistic writings and also in spoken language.
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2. THE USE OF HINDI WORDS AND PHRASES

The tendency towards using HindI words was already
shown by ‘Agmat-Ullah-Khan in the first quarter of this
century.l' After the Partition of the sub-Continent into
India and Pakistan, HindI became the official language of
the former. Although the HindI and Urdu languages are
written in DevanagarI and ®Arabic scripts respectively,
there is a countless number of words which are common to
both languages, and furthermore the basic grammatical
structure of both is the same.> If a large number of

Persian and fArabic words are used, the language is

1. The HindY trend may be traced back to the middle of
the 19th century, when Amanat composed an Urdu drama
entitled Indar Sabha , in which he used many Hindl

words. Even furthexr back, the 16th and 17th century
poets had used many HindI words as it has been
discussed in the introductory chapter.

2. Tara Chand. Dr., Hindustan men Urdu Ka Mustagbil

Lail-o-Nihar, weekly, 30th March, 1958, vol.8, No.l3,
Lzhore. p.l4. See also WazIir YAgha. Dr.,
Urdu Sha'*irl K3 Mizaj, op.cit., p.l170.
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called Urdu and when freguent Hindl words from Sanskrit

or other Indo-’Kryan langunages are used, the language is
called HindI— in their respective scripts. In fact, it

is not always the vocabulary which marks the line of
distinction between Urdu and HindI; it is the script which
signifies their identities. "HindY and Urdu", writes
Saksena, "are of the same parentage and in their nature
they are not different from each other. But each has taken
a different line of development;"l The following example

from poetry will throw more light on this point:

e S e
Sl d[d:‘.{u'{"/d/d?

In this couplet there is not a single word from the
Persian or fArabic vocabulary. All the words are Hindi.
But the couplet is Urdu, because it is written in fArabic
script. At the same time, this could have easily been a

HindT couplet if it had been written in DevanagarI script.

1. Saksena. Ram Babu, A History of Urdu Literature,
Op.Cite DPe2e

2. Nagir Shahzad. Chandni kI Pattiyan, op.cit, 49.
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As a point of interest, it is written in Devanagari script

also:

Y7 B aradd geT HTA
W gt G & F TR

In India, since the Partition, there is a general
tendency to replace the Persian and fArabic words by the
vocabulary of Sanskrit or other Indo—‘Kryan languages.l
This has given an opportunity to those words which were
either neglected or eliminated from Urdu poetical language
by the 'purists'.® In Pakistan, the situation is different.
There, the general tendency of the Urdu poets is in favour
of using any word, whatever its origin, which best expresses
the idea. However, both in India and Pakistan, the poets
such as Firaq Gorakhpuri, gaf;ﬁ Jalandharil, Magqbul Husain
Ra?epurl, MIraji, Wamiq, Majid Amjad, Saiyid Maﬁ;abI Parid-
Yabadl, Shad ¢ArfY, WazIr YAgha, QatTl Shifa’I, Munir NiyazI,
N5§ir Shahzad and many other contemporary poets are using

a considerable number of Hindi words, phrases and similes

1. q§hir KaghmirI. Adab aur Fasadat, Sawera, No.5-6 (n.d),
Lahore, peT7.

2. See the foot-note p.§ of introductory chapter.
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in their poetical works.l This new trend has given a
further impetus towards widening poetical language. In
addition, due to the use of Hindl words and phrases, one
may sense an expression of common Indo-PakistanI cultural

heritage in contemporary Urdu poetry.

SPECIMENS FROM POETRY

In the following examples of Urdu poetry with Hindl
influences most of the words were either discarded by the
'purists' or were rarely used. But, now, these words are
éreeping in.

Note the use of the words ~,ﬁ7 (tresses or aside,
apart) 2w (forehead or destiny) and _Jﬂj(a young child)
in a rubatI by Firaq Gorakhpuri:

::ff”? o= Eéi:cjifkﬂﬁj
g S I
»Jf// f——uéz/é:éﬁgcflf*”

:::fl ué’t«,&%cc’cb//

1. This list may be extended to a considerable number.

2. Piraq Gorakhpuri. Shlila-e-Saz, lst Ed. 1945,

Maktaba-e-Urdu, p.45.
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MIrajl (1912-1949) will always be remembered both for
his poetry and his use of Hindl vocabulary. Note his use of
the words 4%t (a large well), v (a pond), J

(a young child), z/__*,‘f (to insist), U‘f/ (to play)
and g s (the moon gem, handsome) in his poem entitled
Kai;hb’r (cruel):

Je L Logder c 27 Lz ido
Uit Ll g é_:f, 2_,{ W <.i/‘Z

—;l/‘;;_gg.;-u;ffAu < ,;; v
0T vty Wl AV b

Vs
b 42, Ly /uuf/yfﬂ Wi 1

Note the use of the words u_/ (dome or a pinnacle),

% (a moment), ez~ (bathing) and (s> (emancipation)
by Wazir ’Kg_lla (b.1922) in his poem entitled Sham (Evening):

St g Z‘*qub‘a"{
YEEN G i 2 S
NNV L;//;l L U/w:/»glwr

1. Miraji. Mirajl kI Naz.mex'l, (n.d) Saql Book Depot,
Delhi, Po300

2. WazIr ’Aghi. Sham aur Sae, 1lst. Ed. Oct., 1964,

Jadid NE._g_I_x_irIn, L3hore, pp.58-59.
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See also MajId Amjad's (b.1914) use of the words
uyﬂ (eyes), u'f’é (female-friends), .2~ (shore, outskirts
of a town) and .L;,a!/ (a corner) in his following couplet:
s Ll o
FLESL o f o o b & f ot :
Note the use of the words (b’(the Hindu cupid),

f:’) (a bow), df&é (handsome) and .~ .z (like moon) by

Munir NiyazI in his poem entitled Basant Rut (Spring season):
c/%a—.ég;féic'—'- S 4 Y

- - Va /

o —a, 22 Al f SIS

Poets are also using HindY words in their ghazals.

See the use of the words /¢ (strong) and (f- (weak) in a
couplet of a ghazal by 'Arif Abdul MatIn (b.1920):

Py .
ek o7 S ol

P

1. Majid Amjad. Ba. Farsh-e-Khak, Shab-e-Rafta,

lst Ed. 1958. Naya Adara, Lahore. p.l0l.

2. MunTr NiyazI. Jangal men Dhanak, ope.cit., p.56.

3. WArif 'Abdul MatIn. Dida-o0-Dil, 1lst Ed. June,1957,
Jamhir Publishers, Lahore, p.l6l.




42

Note the use of the word 3¢ (name) in the following
verse of Zafar Igbal's ghazal:

S5E LAY e ol
UJ"//U""-EZI’W 4;‘/)4./1,«

1
Note also QatIl Shif&*i's (b.1919) use of the
words w/”(,ﬁ* (young girls), J7¢  (a kind of necklace),

bzl (light) and t . (separation) in his ghazal:
S d/a‘//u/ c/f—/r/wéu’ﬂ
St z_a_//d_/zw,w
g//JQ/éﬁ/‘/wlgﬂV;/id/
J/d"v@/,//’u"u/[»’;/ 2

And finally see the use oi‘ the words s (women),
c/—:'///’ (visit), o+ (fascination), u/ (fire), 4

(life, soul) and Ju¥ (to afflict) by Nasir Shahz3d
in one of his ggazals' |

/J/; /LU“l T
— g e FS e 3
Here is a list of Hindl words which are, now, used

in poetical language:
1. JZafar Iqbal. *Ab—e-Rawal, Opecit, De26.
2. QatIl Shifa’ I. _5_%515_, 1lst Ed., 1957, Adara-e-Farogh-e-Urdu

Lahore, pp.92=93.
3. Ngsir Shehz#d. ChZfdnt KI Pattiyan, op.cit., p.33.
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LIST OF HINDI WORDS AND PHRASES

Apsars,

Apaman
Ujiyara
3 Adarsh

JArtI

Asthan
Ashlok
AgnT
Bhajan
Balwan
BansI
Paricharak
Purush
Parmeshar
Prohit
Pafikh
Pawitra
TIkheban
Jhanijhan
Jatan

Jagat

A female dancer in the court of Indra,
the King of celestials; a nymph.

Disgrace, dishonour.

Light, brightness.

Character, a mirror, commentary.
A Hindu religious ceremony performed by
moving circularly round the head of
an image.,

Shelter, place.

Verse, distich.

Fire.

Hymn.

Powerful.

Flute.

Preacher, servant.

Man.

God.

Priest

Feather, wing.

Pure, clean.

Handsome.

A hollow tinkling anklet.
Perseverance.

The World.,



%
9l

3

Charan

Chandra saman

Darshan
Rakshas
Rain
Suphal
Sambandh
Sundarata
Sankat
Sewak
Shraddha
Shaktl
Shmaghan
Karan
Kalpana
Khiift
Gagan
Gamkarna
MaA jhi
Marghat
MuktI
Man@al

Manohar
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Foot.

Like moon, handsome.
Visit, interview.
Demon, an evil spirit.
Night.

Bearing good fruit.
Relationship

Beauty.

Narrow, contracted.
Servant, worshipper
Reverence, respect.
Strength, ability.
Cemetary, crematory.
Cause, motive, reason.
To oppress.

Direction, corner.
Sky .«

Drunbeat.

A boatman, sailor, an oarsman.
Crematory, cemetary.
Salvation

Circle, group, sphere.

Handsome.,



w;‘/

r

@2l

s d¥

e

Niras
Narak
Nirakar
Nirbal
Niyara
Wiyog
Hirda
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Hopeless.

Hell.

Incorporeal, without form or figure.
Weak, strengthless.

Distinct, apart, alocof, extraordinary.
Absence, separation.

Life, soul.

Some of the names of characters of Indian legends and

myths which are

given.

Radha

Ram

K217 Dewil

KrishnoepKrighns

in use in poetical language are also

The name of Krighna mistress.

Obedient, a name common to three
incarnations of Wighnu.

The King of Ceylon who carried away
Sita.

Name of the wife of Ram and daughter
of Janaka Raja.

The Hecate of Hindus, and wife of
Shiwa to whom human sacrifices
were offered.

Black, dark blue, name of a Hindu
incarnation.
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3. THE EMPLOYMENT OF COLLOQUIATL TANGUAGE

The inherited Urdu poetry was almost divorced
from the spoken idiom. But in recent times, considerable
attention has been paid to the employment of colloquial
language. Some of the poets are showing their
inclinations towards using the spoken language in
their poetical works and thus making contact with the
masses. As a result, the gap between the poetical
language and the spoken language is narrowing, although

this process is rather slow at the moment.

MajTd Amjad, Shad 'Arfl, Sher Afzal Ja<fri,
Zafr Iqbal, Makhmir J8lendhar, Nasir Shahz3d are
certainly leading in this field. The following specimens
from poetry also include many words from Indo-Pakistani

dialects such as Panjabi.

SPECIMENS FROM POETRY

MajId Amjad has used the words » (to allure),

s
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17 (a plate made of cane) and ,4i7(a broom) in one
of .his poems:
E’P/OC/MJZ"/“/‘/? w{n/j
A ﬁ{/ﬁ/@’:

=l —piogiiy V4~

a;“{./fé;;j% Z di;”. u“(d/uuL 4

Shad 'ArfI (1906-1964), has used the words ‘,L_«"v_‘
(a cooking pan), )y (a pan) and a pure colloquial phrase
/1:,}47103, (slut), in a stanza of his poem entitled
Sas Bahu (Mother-in-law and Bride):

S L S s

o

- I3 -
< ’/.: t") 07 S~ J’.’f';

4 et

Pl 7 55 R A 2

Note also the use of the words /},‘//f“' (mole; a small
animal), ¢ (blaze), J,2¢ (a pimp) and £5> (a blow or slap)

1. Majid Amjad. Khuda, Shab-e-Rafta, op.cit. p.27.

2. Shad ‘ArfI. Andher NagrI, lst. Ed.1967, Naya Adara,

Lahore, p.70.
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by the same poet in his poem entitled Sas (Mother-in-law).

See also phrases . ...t,s and s/ in the second stanza:

vi2 o Ky ¥ L

WIS Lyt Sy

e lplf e gy £ 1
AN A
ZZE:—‘—U»?/&
Note the pure colloquial words of lower classes such
as 2 from _yo (jewels), d'/ from ¥ (empty),
)21 from AN (boy), v from iy (girl) and
gst- from ¢,.= (marriage) used by Makhmur JZlandharl in
his poem entitled Dhoban ?A?T (The Washer-woman Came):
wldy gpf e f S e
G s d st @1 L2 p 2
Ma:b.la.bI Faridabadl (b.1906) has used the words =t

(to sound) 7 (in some way or other) and —2., (tongue)

1. Shad ‘ArfI. Andher Nagrl, Ibid. pp.74-T5.

2. Makhmur Jalandhari. Sawera, No.l3-14, p.254,
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in a couplet of his poem entitled Tere hi Bach che Tere

hI Bale:

L B o

LKJ’.:,?'I.,U{; 4_’/{~/i

The indigenous form of g::i_jc_z(song) has absorbed a
great number of HindI and colloquial words. This may be
observed in each hemistich of the following stanza of a
glt composed by Nasir Shahzad:

— LV
15 & — Jlé——//ﬂ"‘
2l L 3
Ly S WY
L et
Ghazal is also absorbing both HindI and Panjabl

colloquial words. See the use of the Panjabl words

l. Matlabi Parid’abadi. Bihtarin Nazmen, 1941, op.cit. p.58.

2, Full account of git is given in the chapter on forms,

3. Né‘.gir Shahzad. ChatdnI KI Pattiyafh, op.cit, p.1l9.
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Fd

J> (thrown) and J’  (affliction) by Sher Afzal

Jalfrl in one of his ghazals:

2
p e ;
0'7‘,-/_(]_:’/"’0/7%’.}

P “ .
U:’;a‘_/dlf)‘../t,g(g/{:vd' 1
< L U;u;’(}ﬂ?a/
m‘:_./dj/,ua—/ﬁf'y{/

Sher Afzal Jatfrl has frequently used Panjabl
words in his poetry. See two more Panjabl words
uss0 (bridegrooms, lovings) and di’y(girls) used
by him in his poem entitled Galiyad (streets):

Py ;{«7 o F e UJ/’U’;

y ‘. s 3 2
Uf{‘/ /’/“//‘/“’/4—— 15

Note the use of the Panjabl word ! (to be decided)

1. Sher Afzal Jatfri. Adab-e-Latif, Dec., 1961,
No. 6, Lahore, p.66.

2. Sher Afzel Jatfri. Humaynn, Vol.72, No.(total) 422.
Annual No., 1958., Lahore. p.21l.
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by Zafar Igbal in one of his ghazals:

fé/g(};%;‘aaf'//é/f;7d)

Y

. . » 4
e [ éé—//[/jd}«ﬁ; 1

And finally see the use of the phrase 4%74%,g
(ubiquitous, everywhere) by Bimal Krishn Ashk in a
couplet of his ghazal:

. 7 ,
WS Sy o e e L
V
NS A SRy PR g 2

Here is a list of some of the colloquial words

which have been used by various poets in their works:

1. Zafar Igbal., JAb-e-Rawafl, op.cit., p.60.

2, Bimal Krishn Aghk. Bihtarin Sha¢iri, 1962,

1st. Ed., 1963., galqa-eaArbEb—e—gauq,
Maktaba~-e-Jadld, Lahore, p. 148.
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LIST OF COLLOQUIAL WORDS AND PHRASES

Anbwra

) Awat

Idhar Udhar
Bajat
Battiyan
Buddhi
Birog

Bhit

Painth
Tarwar
Takat

Tawa,

Tiharl
Thikri
D

JIb

Char Chuphere
Chilam

Chumta

Mango (colloquial pronunciation of Jam)

To come

Here and there

Playing of music

To converse

Wisdom

Separation

Wall, afraid

A village market.

Sword (colloquial pronunciation of talwar)
To look

An iron pan on which bread is baked.

Your (colloquial pronunciation of tumhari)
A broken piece of earthenware.

A broom.

Tongue.

Omnipresent, everywhere.

A part of bhugga (a sort of smoking pipe).

Tong.



jj}

a9y

Chinta
Chaba
Chaiya
Dugda
Daliddar

Karijwa

Kun?al
Kanthl
Khurchan
Khelan

Gadl

Latbl sohtl
1Tk
Muskawat

MamtT

Mamiyana

Malech

Murakh

Mharl
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Thought, care,doubt.

A plate made of cane.

A boy, shadow.

Vacillation.

Penury

The liver (colloquial pronunciation of
Kaleja).

A circle or a circular turn.

A small necklace.

Pot-scrapings.

Playing.

A plough~seat, a cushion, throne.

Long stick.

Line (colloquial pronunciation of lakir)
To smile.

Roof or a small room at the top of
the house.

To bleat (a sheep)

Untouchable, an unclean race; race who
make no distinction between clean and
unclean food.

Ignorant.

Mine, my (colloquial pronunciation of
hamarl)
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A5 Ne'x:.c Pulse

v Nahif No (colloguial pronunciation of nahii
L Niba:gné To be settled.

}1:' Handiya A cooking pan.

4, THE USE OF OBSOLETE WORDS AND PHRASES

Some obsolete words and phrases which were abandoned
or excluded during the last century, have been recently,
used by a limited number of poets. But they do not
appear to represent any trend. A few examples are given
as specimens.

Note the use of the phrase ,_,J} (your lips)
by Zafar Igbal in his ghazal:

el e LA S S
¢ el SeT e dS 1
Note also the use of the phrase ¢~ (my hand) by
Nasir Kazml (b.1925) in one of his ghazals:
2 . "
th/ e | C/’:/Z’ st
Lo ot 07{5 < 2

1. Zafar Igbal. ’Kb—e—RaWEﬁ, op.cit. p.35.

2. Nasir KazmI. Barg-e-Nai, IInd. Ed,1957, Maktaba-e-Karwan,

Lahore, p.l1l05.
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Shuhrat BukharI (b.1922) has used the phrase . .
as a radif (Double-Rhyme) in his ghazal:

LC/’U””/J;/Ech-zi

- pd d o i
/ / Lo
e T S eui g Lk

e
d.—
___-—~

See MajId Amjad's use of the words ~./ (here)
/;;I (there) and  for /S (any) in one of his
hemistichs:

;{5‘~é:42b‘¢¢4§;f1f wx?fjffff >

Note the word / (someone) used as rhyme by

Asad Husain Azal, a poet of lesser fame, in a couplet

of his ghazal:

) ‘%-—(J/)/-/'/ Iy Lﬁ’/j/{r"o;
J/f&:/;”{’(f{(fhﬂ/‘;ﬁb’éf 3
Similarly some poets have used phrases such as o Z.7

or &< as radlfs (Double-Rhyme), but such examples are rare.

1. Shuhrat BukharI. BihtarIn Sha¢irI,1962, op.cit., p.123.
2. MajId Amjad. Kaun Des Gyo, Shab-e-Rafta,op.cit.p.104..

3. Azal, Asad Husaln, Dasht-e—A.na, l1st Ed.(n.d), Adab Numa,
Lahore, p.3l. See the use of the word - by MIr Taql MIr

in one of his ghazals. b«,z/z_d; l,v;'Lal._zﬁ/oﬂ/abV/

i //Wz—dﬂ”u“:/
MIr Tagl MIr. Intigg;b-e-xalam—e-mlr, (n.d) ApnI Library,
Shu¢af-e-Adab, Lihore, p.2l.
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5 NEW ABSTRACT EXPRESSIONS:
THE JUXTAPOSITION OF ABSTRACT AND CONCRETE EXPRESSIONS.

Due to the spread of knowledge and speedy
communications today, the bridge between the literature
of various countries is narrowing. One of the most
important changes which has taken place in contemporary
Urdu poetical language, is the formation or affiliation
of new abstract phrases which are mainly brought in'by
the poets who are familiar, directly or indirectly, with
Western literature, especially English. New phrases
differ in one way or another from the old ones.
Por instance, an old phrase like (d«,jf (Quietness of
the Evening) and ,, o % (Extensive Pain) may be replaced
by (51;9? (Dumb Evening) and /{>y;,; (The Tree of Pain)
respectively. The abstract and concrete may be described
in terms of each other. Young poets have paid much
attention to this interchange. New phrases are thought to
be the best vehicles to explain psychological complications,

brought in by modern life. Some of the phrases are
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translations from English or from Western literature,l

for example =i, £¢~/ (The doors of the mind). The
beauty of these phrases may be seen in the following
specimens.

SPECIMENS FROM POETRY.

Note the use of the phrases  j. -5 (The desert
of loneliness), Z_L,féfjuf (The Shadows of the voice) and
1L y#» (The mirages of lips) by Faiz Almad Faiz (b.1912)
in his poem entitled Yad (Memory):

F .
RS el WA AR

2 - .
Lo fpe) L L 1T 61

Note also the use of the phrases uJU,h/yerf (The
breathing image) and DL;%%uQ& (Awakening of memory)

1. See Dr. Maulwl (Abdul Haq's article Urdi meh Dakhil-

e-Alfaz' , Urdu, quarterly, vol. 28, No. 1, July, 1949,

pp. 5-27, Anjuman-e-Taraqqi-e-Urdu (Pakistan) Karachi.

2., Faiz A@mad Faiz. Dast-e-Saba, 8th Ed., June, 1965.,

Maktaba-e-Karwan, Lahore., p.1l3.
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by Mustafa Zaidl in one of his couplets:

‘:"‘—":Jd"“"u/é e

Majid Amjad has used the phrases .?J,,:;du« ,:!/ (The senile
sun rays) and .=~ ¢,> (The yarn of rays in his
following couplet:

e Jo il b Ly et o

o VW &/J(g/éf

Note the use of the phrases }:/J{(/j/;‘/._:,yg (The
colourful blood of thoughts) and (2 /s (Arteries of
words) by QatIl Shifa’Y in this verse:

Y o . . o
,:l‘.f;u“/f ¥ =y - L“/‘//

o ALy

1. Mustafs Zaidl. Murree XKI 8k Sham, Shahr-e-!Aizur

LR 24

1lst Ed., Lahore Academy, Lahore, January, 1958. pe.33.

2. Majid Amjad. Ga2rI men..., Shab-e-Rafta, op.cit, p.49.

3. QatTl Shifa’I. Irtiqa, Rozan, op.cit, p.l6.
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See the use of the phrase (.4 (The churches
of words) by Ahmad Faraz (b.1926) in his ghazal:

JZ’"‘- ”“1-.'".b/f~/f’/3‘/7/’.
’ oy . g.‘f
vr s Ly g ok 1

Note Zafar Igbal's use of the phrases w/:.,/? ¥ sl
(To kiss the face of the voice), — sVt (The pond

of memories) and (_;)"// e (The pebble of pain) in
two couplets of his ghazals:

P2 _ ’
0/‘7?6/11}//‘4_-(}:’ dfd“ég- b/;‘:

, A . Y .
< U gl urt ‘}f,/u’ 2

~ PO
JJ}:H&/(_,’ 22/ Oéj*/f./’ ’,:/{'
7 s
zé’;. W/)Uf-:’ﬂ“&/u;;fd/ 3

1. Ahmad Fardz. Dard JAshob lst. Ed. June, 1966, Kitab

Numz, Rawalpindl, p.240.

2. Zafar Igbal. 2Ab-e-Rawan, op.cit., p.89.

3. Zafar Igbal. Ibid., p.17.
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LIST OF NEW PHRASES

The following is a list of typical abstract phrases

which are frequently used by the poets of our time. Most

of the following translations are literal.

caf ey
,Jﬂ:g/
S
7¢n%p¢?/
ST
P
LJ‘,% ‘,/‘q:b/)bf
A
FIS ol
2L Lonl
’/bl/([‘fu/’;;
202 (;é:‘
SIALE
LTS

-

A v
o
Ll
dkﬁqdzgkﬂ

~4§{f¢zi

Lamhat KI saltanat
Lemhod Ke Jatsu
Dhula hua 1amga
Kohna sal dhup
GhumtI Jawaz

JAwaz K3 paikar

JEwaz Ka chihra chimna

Jiwaz K3 suraj
Jawaz XTI 13sh
J)iwaz Ke si'e

Hewa kT gha’il Yawaz
Chamakta dard

Dard KI Kankari
Dard Ka Jabghar
Dard Ka Shajar
Dard Ka Shahr

Ret ke sogwar tile
Armanoft XTI Ungliyah
Unghti sarak

The Kingdom of moments

The tears of moments
Purified moment

Senile sun rays

Spinning voice

Embodiment of wvoice

To kiss the face of the voice
The sun of voice

The torso of voice

The shadows of voice

The injured voice of the wind
Shining pain

The pebble of pain

The waterfall of pain

The tree of pain

The city of pain

Melancholy sand dunes

The fingers of yearnings

Sleepy road



Srir
cngQ/bﬁ
Il
JALF
WK UL
2 6y
,vgdsz"
%Z%gﬁ%ﬁk

/3¢
ey
&4
A
Loy
(uidﬁfy
s
L

Frde

WTAL
ol
LS
Qﬁit;;&f
égu}xi
FLVus
PTL et
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Sochta sahil
Shufafof Ka sut
Barf Ke phul
Gham Ke phul
Yadoh Ka talab
Zehn Ka darwaza
Ahsas KI chadar

Dil Ke pa’of met
kKhar tutna

Kall Kiran

Hawa Ka garm badan
Bhik Ka tIla
Patthar Ka pairahan
Hofitod Ke surab
Gutigl Sham

UmnId KI palkett

NIn Khwab ghas
Bhigl mausIql
ZindegT Kasht Karnd
> Afikhott se nIdd nichorna
Alféﬁ KI shiryanefi
Shaffaf andhera
Zard tanha’il
KniySlop K5 hith

Aspital Ke *ansu

Thoughtful beach

The yarn of rays

The flowers of snow
The flowers of grief
The pond of memories
The door of the mind
The sheet of feelings

To have a thorn broken in
the foot of the heart.

Black ray

Hot body of the wind
The hungry hillock
The robe of stone

The mirages of lips

The dumb or speechless evening

The eyelashes of hope
Half asleep grass

Wet music

To make life fruitful

To wring sleep from eyes
Arteries of the words.
Transparent darkness
Pale loneliness

The hand of thoughts

The tears of hospital.
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6. THE USE OF PERSIAN AND fARABIC VOCABULARY

Prom the above discussion, it may have been clear,
that words, from verious origins, are gradually being
absorbed into Urdu poetry. The Persian and ®Arabic words
which have been used for centuries in the Urdﬁ language,
have, now, become its integral part. On the whole, Persian
influence, today, is not as strong as it was in the earlier
nineteenth century. However, the poetry of a limited number
of poets is still rather saturated with Persian and €Arasbic
vocabulary. N.M. Raghid (b.1910) is one of such poets. An
excerpt from his better knowvn poem entitled Saba Wirah

(Deserted Shiba) is given as a specimen:
s A S
‘fU‘:"*’/,‘wd“//u‘/fi’/d/uwi’
P “y ¥ 7
L)‘Arl ‘,/yw ‘df,u%tv’“/tzj. 1
A FLd oy e
v Sl 1
Jogh MalIh!abadl contributed a poem entitled

JawanT-o-PIrI (Youth and old age) to the quarterly Funun,

Lahore, in 1964 A.D. The opening eleven or twelve couplets

of this poem need less than a dozen Persian equivalent words

1. Raghid. N.M., Iran meh Ajnabi, lst Ed., 1957,
Gogha-e-Adab, Lahore, pp.130-131.
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to make them completely Persian distichs. The third

couplet is quoted as an illustration:

V.
»fch-)o;?fA’%%cﬂljihwy/

UCL 0 5 s s glEss o2

See also a couplet of Bahar-e-be Khizan (Autumnless

Spring), a poem composed by €AbdulfAziz Khalid (1.1927):

JW osligmtent J s 425

G g e i

7. (i) SOME RECENT EXPERIMENTS IN THE USE OF LANGUAGE

Zafar Igbal published his second book of ghazals
entitled Gulaftab in 1966 A.D. According to the poet

himself, the poetical language used throughout the book
is an attempt to lessen the gap between Urdu, Bengall,
English and in particular the Panjabl languages}3

See some couplets of his ghazals included in the book

1. Josh MalIh?abzdI. Funin, vol.5, No.1l-2, Special No.6-7,
OCt—NOV., 19640’ Il-a.hore, p01840

2, khalid. fAbdul ¢AzIz, AdabI Duniya, Vol.5, No.6,
Lahore, p.l122,

3. Zafar Igbal. Gulaftab, Ist. Ed., 1966, Naya Adata,
Lahore, see the flap of the book.
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and note the use of English and Bengall vocabulary and
especially the frequent use of Panjabi colloquial words:

sl Ay il 8

o e N e e T t
S U/;’/)jjw,y;/ N
"‘)"’.‘ . 2 ‘——_ 2
PP P e b 2y

g 4 .(:,kﬁlgc_‘éf_l ‘)L,» 3

Lo st o Sl f o1/

b’ud/'(b' Lwnl/’d:ilj;‘%f/*:”/iﬁfl/
ey ST 4
W& Ll Loy s
ol G o ot S
S s 4oL
Cod R i

iy S—

1. Ibid, p.130.
2, Ibid, p.129.
3. Ibid, p.97.
4. Ibid, p.110.
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In addition, the use of pure collogquial words such as
B s uﬁWrgyﬁ v&ﬂq*wﬁ»,@;»éjz

ol ﬁ;é is common. The whole book, in fact, is full
of linquistic experiments. Although it is premature to say,
his book seems to be a deliberate attempt at creating a new
veocabulary for poetry whose imitation is yet to come. These
feelings have been expressed by the poet himself in the
following couplet:

S O G S
. - W
Vi 6% _ g cp/

Quite recently, some young poets have started to write
poetry by ignoring the general rules of grammar and
syntactical forms. They appear to have been influenced by
the European Imagists who are thought to believe that,

", ..a poem has an organisation of its own, based upon the
images, and that ordinary grammatical structure is of
comparatively small importance? ...and when syntactical

forms are retained they carry little weight. ... For the

1. Ibid, p.120.

2. Cox. C.B., and Dyson. A.E., Modern Poetry, 1963,

Edward Arnold (publishers) Ltd., London. p.l3 (introduction).
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imagists and their followers, language is trustworthy only
when it is broken down into units of isolated words, when
it abandons any attempt at large-scale, rational
articulation,"t

Iftikhdr J31ib (b.1936 A.D) is leading in this field.
His poetry has almost complete disregard to the syntax and
grammatical structure. A few hemistichs from his poem

entitled NafIs la Markaziat Iqhar are quoted below by way

of illustration:
P b - - .
fuéjéé}&dﬂ;y./ln;/;u_{é/{,«f/
iy
%}’févéécbfﬁjﬁf~,ﬁ;Lﬂﬁﬁczf.Jég/ >
. [- 5 4 . 4 ..//
: f'/ffuu//’(/‘;,/'r;ufu/{éd b
. AR A
MEY 508 # P o
édé’yfgﬁ};/ﬁfgl/“u}'

But such examples are rarely imitated by other poets.

(ii) In earlier Urdu poetry, there was not much restriction

of the use of those gafiyas (Rhyme) which were spelt

differently but which were phonetically similar, for instance
BWI g o7 ¢ tere ot P s and ) ¢ JU .

1, Ibid, p.17. (introduction).

2. Iftikhdr JElib, BihtarIn Shatiri, 1966, lst Ed.1967,

Al-BayZn, L@hore, p.86.
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However, they were abandoned during the eighteenth and
nineteenth centuries. It is interesting to note that such
qafiyas are again coming back which certainly helps a little
towards expressione.
Note the use of the gafiyas (Rhyme) 4..! and
=~ Dby Makhdim Muhaiy-ud-Din (p.1908) in his poem
entitled Rags (Dance):

Py SN S a1
7 e dof S o B L

See Makhmir Jzlandhari's use of the words b (¢
and ¢ as qafiyas:
P oy e (// b
J—zfuilf’//yjf;;ﬁ//’/
Firaq Gorakhpuri has composed a ghazal of nineteen
couplets.3 It contains qafiyas such as (,.u,.f ¢ duse Jglre

$ols < O!(; which would have been rather disliked by the

1, Mekhdum Muhaiy-ud-Din. Gul-e~Tar August,1961,
Maktba-e-Saba, Haidar?abad (Deccan). p.25.

2. Makhmir JalendharI. Us kI Baten, Talatum, op.cit., p.40.

3. Piraq Gorakhpuri. Bihtarin ShatirI, 1963, lst. Ed.1964,

Maktba-e-Jadid, Lahore, pp.Ll02-104.
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'purists'. Another noticeable thing, particularly in the
form of ghazal, is the use of long radifs (Double Rhyme).

Some of the radifs strike a strange note to the ears. The

opening couplet of Firaq's above-mentioned ghazal runs thus:

Y . . 7
v l 151 s
’}”ﬂ./u%‘d/)d‘uf/‘;/f;

S e . . -
A ¢ ‘ & J
I A A

Asghar SalIm, a poet of lesser fame, contributed a
ghazal to the quarterly Sawera, which opens with an unusual

radif:

M .- .
R PR GV Y80

The use of considerably long radifs may be seen in the
following two examples. One of CArif €Abdul MatIn's poems
opens with nine words in its radif: M

“ 4/.’%’)’?}‘—///) u/‘:—w.’//’/ﬁ"’/‘"}"‘
AT ) s u’/a;u;;/ ;U:{r}t/u‘;

1. Firaq GorakhpurI. BihtarIn ShatirI, 1963, op.cit.p.102.

2. Asghar SalIm. Sawers , No.1ll, Special No. p.317.
3. CArif €Abaul MatIn. DIde—o-Dil, op.cit., p.182.
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QatIl shifa’I has followed a similar pattern in his

few poems and ghazals. One of his ghazals opens thus:

¢T, d', 4.._/}7&// ‘-;‘//I)Lf CJQ/((.VJ

Vs, - N .
« Jls L/y/:/DJL/J/(b" L Fow 1

These specimens may remind one the age of
Insha-Ullah-Khan Ingha and Shaikh Imam Bakh sh Nasikh,
when such trivialities of word-play were rather common.
But on the whole, the present attempts do not appear to
represent any general trend. Many times there is more

emphasis on thought than on aimless play with words.

1. QatIl shifa’I. Gajar, IIIrd Ed. 1962, Naya Adara,

Lahore ’ Pol6‘.o
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CHAPTER THREE

METRES

The aim of this chapter is twofold. In the first place,

a general account is given of the use of metres in contemporary
Urdu poetry. In the second place, some recent attempts to
write poetry without metres and also to use more than one
metre in a poem, are briefly discussed.

It has been already mentioned in the introductory chapter
that Persian and fArabic metres were accepted by Urdu poets
who were influenced by Persian poetry. TFor centuries, these
metres have been in use in Urdu poetry. Saksena believes that

AmTr Xhusru (d.1325 A.D) was the first poet who used Persian

metres in Urdu poetry.1 The following are the basic eight
feet of which the metres consist written in CArabic,?

(a) c/;; Fatulun

(b) S Fa‘ilun

(c) S MufatIlun

(a) st Fatilatun

(e) C%JLM Mustaf®ilun

(£) TR Maftulatu

(g) S Mufafilatun

(h) e Mutafatilun

1., Saksena. R.B., A History of Urdu Literature, op.cit, p.ll.,
He was also the first poet to write Urdu poetry.
See Saksena, Ibid, p.l1lO.

2. Hada’ig-ul-Balaghat (Urdd Translation) (n.d), M.Farman

€A1 & Sons, Lahore. p.120. See also Saksena, op.cit., peTe
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Numerous metres can be obtained by making variations
in the basic feet. T. Grahame Bailey offers as many as
one hundred and seventy six varieties of metres including
the twenty-four ruba®l metres, by means of combining and
modifying the basic feet.l

However there are nineteen standard metres and they

are Ramal, Mujtas, Mutadarik, Hazaj, Mutaqarib, Muzari®,

Khafif, Rajaz, Kamil, Sari€, Munsarih, Tawil, Madid,

BasIt, Wafir, Mugtazib, Jedld, Qarlb end Mushikil. >

Some of the metres such as Jadid, Qarib and Mushakil

are mostly favoured by the Persia'ns.3 The fArabs have not
shown any interest in them. The metres most favoured by the

mediaeval ¢Arabs, but not by the Persians, are Tawil,

MadId, Basit, Wafir and KEmil% The rest of the metres are

l. Bailey. T. Grahame, A Guide to the Metres of Urdu Verse,
Bulletin of the School of Oriental and African Studies,
London University, Vol.9,1937-39, pp.969-985.

2. gad59iq-u1-Balaggat, op.cit, p.122,

3. Hada'iq-ul-Balaghat, Ibid, p.122.

4. Ibid p.l22.
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common in both ¢Arabic and Persian poetry.

Coming to Urdl poetry, metres such as Kamil, JadId

BasIE, Madid, Tawil, QarIb, Mushakil are considered as a

"dead part" of €Arabic and Persian prosody in Urdu poetry.l
These metres have been used very rarely. In fact, the table
of relative frequency of metres, included in this chapter,
seems to indicate that the greater part of the whole output
of Urdu poetry has been composed in the metres mentioned in
the table. This generalisation may sound dubious but it is
true for contemporary Urdu poetry. Apart from the metres
mentioned in the chart, the rest have a very peculiar
rhythm which seems to be well appreciated by the ‘Arabs and
Persians but Urdu poets have not found it easy to adapt them
to their language. One of the reasons is, perhaps, the
comparative rareness of short syllables in the Urdu language.
The following chart shows the relative frequency of the
metres which have been used most in Urdu poetry. The table
includes twenty six contemporary Urdu poets whose poetic works

have been chosen at random for metrical analysis. The list

1. Mas‘ud Husain Khan, Naya ‘Uruz aur “Agmat Ullah Khan, an

article included in Surile Bol, a book of poems, by

‘Azmat Ullah Khan, Urdd Mahal, Haidardabad (Deccan),
IInd Ed., (n.d), p.39.
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contains both well-established and new poets of our time.
The total number of poems, ghazals and so on, selected and
scanned for metrical purpose, is over two thousand three
hundred.

Some poets such as Piraq Gorakhpuri, Akhtar ShiranT,
Nﬁgir KéfmI, Zafar Igbal, Mugﬁafé Zaidl and few others have
each composed one or two poems or ghazals in metres which are
very rare in Urdu poetry and as these metres had only one or
two poems on their part in the table so they are omitted. It
should also be made clear that every metre has a number of
variations which may go up to two dozen or more depending on
the number of syllables., Similarly each variety, carries with
it the name of its primary metre along with some other names,
but in the given table, all the varieties of a particular
metre are counted as one metre. In addition, the total
number of variants of the metres used by each poet corresponds
to the total number of his poems. But in some cases, for
example in Mukhtar §idqui, the number of metres and poems
does not agree because either the poem, due to its rare metre
is omitted, or the poet has used more than one metre in

one poem.
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The metre Ramal stands apart in the chart.
More than seven hundred poems are composed in this
metre alone, Mukhtar §idqui has written six poems in
this metre on Indo-PakistanI classical music.l

This also shows the charming rhythmic pattern of the

metre.

1. Mukhtar SiddIqi, Manzil-e-Shab, lst. Ed., 1955,

Naya Adara, Lahore, pp. 69-86.
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SCME NEW ATTEMPTS IN THE USE OF METRES

Urdu poetry is very much conditioned by the traditional

system.1

The use of regular metres, genersl rhythmic pattern,
assonance and so on are mostly strictly observed. But quite
recently, some attempts have been made to write poetry with
more or less disregard to the metres and various other
traditional devices such as rhyme and rhythm.2 There is no

master poet behind these attempts but a few young intellectuals.

B35z Ahmad's Sale kI Sarzamin’ (The Land of Shadow),

Straj K3 Sath? (The Sun's companionship) and Nale S31 KI Rat”

1. See the chapte: on forms.

2. Chughta’I. “Abdur Rehman, the famous Pakistani painter,
though not known widely as a poet, contributed a poem
entitled Shahkar, in 1954 to Humayun, Vol. 65, No. 4,
Oct., 1954, Lahore, p.582. The poem is composed without

any metre and this may be the first attempt in this field.

3. Efjaz Ahmad. Sawera, No.39, Dec., 1966, Lahore, pp.82-89.
4, Ibid., P09Oo

5. Ibid, p.9l.
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(The New Year's Night), Mubarak Ahmad's Maif Apni

- 1
4 Afiken Khull Rakhta hun (I keep my Eyes Open) and

Ahmad Hemesh's Be ZamIn Nazmeh® (Iit. Poems Without Land)

are some of the poems which obey no known rules of the
traditional system in Urdu poetry. They are composed
without the use of metres and other devices. In technical
terms, they are merely the fragments of prose and the poets
themselves have named these poems as ‘/:ﬁ/ d}; 3

(Lit. The Prose Poems).

The opening fragment of Efjaz Ahmad's S38 KI Sarzamin

is quoted below as a specimen:
e Lre
Lt S e S5y
Sl LB e 2t el Ee 2o
Wz 25151 I o 0 Wt B T S
sl V‘ﬁ'bw,f /i’t‘%—

1. Mubarak Ahmad. Zamana ®Adalat Nahin, lst. Ed., 1965,
Na?i Ma’gbﬁ‘ét, Lahore, pp.80-81l.

2. Hamesgh. Almad, Bihtarin Sha®iri, 1966, 1967, Al-Bayan,
Anarkall, Lahore, pp.79-8l.

3. Mubarak Ahmad. Zamana €Adalat Nahin, op.cit, p.80.
See also E‘jéz Ahmad, Sawera No.39 Dec.,1966., P«T9.

4. ECaz Ahmad. Sawera, No.39, p.82.
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Apart from these, there are few other poems which
have certain technical deviations from the traditional

1
system. The Darya (The River), a symbolic poem of well

over five hundred hemistichs, composed in free verse by
SalIm-Ur—Ra@man, a young poet, has a few hemistichs here
and there, in the form of 'speech rhythm!. In technical
terms, these hemistichs can be considered as not conforming
with the metres and thus the traditional prosodists may not
feel happy about this., In some of the more recent poems,
one may note a slight deviation in the use of metre. For

instance, in the poem entitled Main Patthar Chumta hun

by Mubarak Ahmad, the basic foot MufafIlun is used throughout
the poem. We take the four opening hemistichs of the poem

for analysis: ,
gL Je

jl;rwfé_(ﬁ - Jé.’;/‘)’; =/
S f e

i ;J)u/d}j‘;“"

In the first hemistich the basic foot is used twice,

1. SalIm-Ur-Rehman. Sham KI Dahliz, Maktaba-e-Adab-e-Jadid,

1962, Lahore, pp.57-87.

2. Mubarak Ahmad. OpoCito po67Ao
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the second hemistich is over three times the basic foot and

it ends at Mufa®I, leaving the lun out. The third hemistich

starts with the remaining part lun followed by two complete

feet and ends at Mufzatl. Now to keep the rhythm of the metre,

the fourth hemistich should begin with lun but instead, it
starts with the basic foot itself and thus cripples the
flow of the metre. But such examples are very rare.

Another noticeable feature in contemporary Urdu poetry,
is the use of more than one metre in the same poem. This
is usuvally done to create a dramatic effect.

The most interesting experiments are carried ouﬁ by
Jatfar Eghir, MajId Amjad, Mukhtar SiddIql and S.A. Rahman.
Ja‘fariqahir, in his well known long poem entitled

Muijaza-e-Fanl (The Miracle of Art) has used about six

metres such as Ramal, Mutaqarib, Hazaj, Mutadarik and

Mujtas. In fact, he has used more than one metre in most of

his long poemsl2

1. Ja‘far~:rﬁhir.‘ AdabI Duniya, Special No. Vol.5, No.7,

April-June, 1962, Lahore, pp. 60~106.

2., Jatfar Tahir.. Cupid aur Psyche, §a@Ifa, No. 3,

quarterly, Dec., 1957, Lahore, pp.222-271.
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Majid Amjad's Na Ko'I Saltanat-e-Gham hei na

Aqlfm-eﬁgarabl (There isﬂneither Kingdom of Grief nor

Tract of Joy), Mukhtdr SidaIqI's Mudin jo Dro® and S@hir

Ludhiyanwi's Parché‘iyéﬁa(The Shadows) are some of the

poems which have beén composed in more than one metre,.

Similarly S.A. Ra@man has used about six metres for the

composition of his long poem entitled_§§£§g& (The Jourmey).
The trend is gradually gaining ground. The use of

more than one metre is fairly common in long poems especially

in poetic dramas.,

1. Majid Amjad. SawerE,No.l7-18, pp.248-258, Lahore

2. Mukhtar SiddIql. Manzal-e-Shab, op.cit., pp.l07-116

Mulin jo Dro is a historical place in Pakistan. It is

thought that this place was the centre of civilisation

about five thousand years ago.

3., S@hir Iudhiyanwi. Parchalyan, IInd Ed., 1959, Lahore

Academy, Lahore. The poem and book carry the same
title.

4, Rahman. S.A., Safar, 1964, MarkazI Majlis-—e-Taraqqi-e-
Urdu, Lahore, pp. 15-67. The book carries the same
title as that of the poem.
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To conclude this chapter one may add a few words about
the relationship between the metres, ideas and feelings of a
poet.

As it has been shown most of the output of Urdu poetry
gince 1936 has beeﬁ composed in the metres mentioned in the
Relative Frequency Table. 4s & point of interest we have also
carried out & metrical analysis of Ghalib's Urdu work to compare

the trend of old asnd new poets in the use of metres.

RAMAL MUJTA3 MUTALARIK HAZAJ &UTA.G 1B 4UZA [ KHAFIF RAJAZ KAMIL
97 24 C 60 3 63 15 2 0
It is interesting to find that almost all of his Urdu work
has been composed in the metres mentioned in tnhe frequency table.
It 1s a common observation in Urdu poetry that a poet does
not pre-select & metre for his composition. The ideas and
emotional experiences express themsell in a certain metre.
There appears, at many times, & close relationship between the
ideas and tempersment of tie poet and t .e rhytimic pattern of
that metre. The more serious and phiiosophical poems are often
found written in Lhé wetres wvhich have rather slow rhythmic
pettern. For instance see the following couplet of a ghazal
composed by Igbal.

! uf.;tfu”.b’fﬁk’"",&%“’"“f’//
Rt el e e
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The new expression has, in many ways, altered the
traditional forms. Apart from the form of ghazal, most
of the o0ld forms have been either modified or combined with
each other to make new forms. These new forms or innovations
have no name at present. They are, simply, variations of

1

Naqp . Technically, the modern poem has the characteristics

of almost all the o0ld forms such as masnawi, maggiya, mustazad,

tarji¢-band, tarkib-band and so on. A poet may write a

qasidé of his own people or about the leader of his country

without using the technical form of qasida. Similarly he may
—,

compose an epic poem in the form of cantos, instead of using

the masnawl form.2

At this point, it seems necessary to describe briefly

the nature, the structure and rhyming system of those

l. Nazm means a piece of writing which can be described
in any way as poetry. Nazm refers equally to

specific forms of poetry such as masnawi, ruba‘l,
o8

musaddas etc., and to verse with no definite form such

as blank verse or free verse.

2. See the cantos of Ragshid. N.M., Iran med Ajnabl,

1lst, Ed., 1957, Gogha-e-Adab, Lahore, pp.35-100.
These cantos are the expression of the Western

domination in Iran and Asia both in political and

economical terms.,
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traditional forms adopted from Persian. In this way, it
will be easy to understand the various technical
alterations by comparing them with the conventional forms.
At the end of this section, some of the indigenous and
European forms will be discussed and finally we shall deal
with the new variations.,

The forms will be dealt with in the following order:

1. TRADITIONAL FORMS

(2) QASIDA

(b) MASNAWI

(c) MARSIYA

(d) GHAZAL

(e) QIT€A

(£) RUBAET

(g) SOME“MINOR FORMS

2. INDIGENOUS FORMS

(a) GIT

(v) DOHA
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3. WESTERN FORMS

(a) MUCARRA NAZM (BLANK VERSE)
(b) SONNET

(¢c) YAZAD NAZM (FREE VERSE)

4, NEW VARIATIONS

5e IRADITIONAL FORMS, VARIATTIONS AND THEIR COMBINATION

TRADITTONAT, FORMS

(a) QA§'I'DA (PANEGYRIC)

This is a well known form in Urdu poetry, chiefly
associated with the glorification of Kings and also with

a religious or a noble man. The characteristics of gqasida

are artificiality and exaggeration, and the most pompous
and high-sounding words are used.l At present, the form
has become obsolete2 due to the fact that the days of

feudalism have gone and now the poets are writing for the

l. Sadige Mo, Op.Cite, Pe3le

2., WazlIr Jﬂggé. Dr., op.cit., p.318.
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ordinary people, about the society in which they live. In

1 and

earlier times, poetry was also adopted as a profession
a number of poets used to write qagIdas for their patrons
to gain rich reward and honour. Today, the idea of adopting
poetry as a profession is considered absurd.

Qagida has, generally, four parts, technically known

as the tashbib (Erotic prelude), the gurez-gah (Transition-

verse), the madiha (Panegyric) and dufa or maqta®

(concluding verse). It usually contains from twénty five
to one hundred and fifty couplets. The rhyme scheme is

aa, ba, ca, da..ee....(taking the hemistich or misraf as
L

the unit).
MAgyAWI

The form is used for descriptive, narrative, allegorical
and supernatural subjects such as war, hunting, religion,

love and so on. As compared to the modern nazm with all its

variations including free verse, masnawi, as a literary form
e

1. Akhtar Husain Ra’epuril. Dr., Adab aur Ingilab,

IInd, Ed., (1945?), Department of National Information
& Publications Ltd., National House, Appolo Bandar,

Bombay I, pe.2l.
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seems to be going out of date. The poets, in particular
the younger poets, have not shown much interest in this
form but its rhyme scheme which is aa, bb, cC.ese. is
quite popular and has been used in various innovations.

A number of poets have composed poems observing
exclusively the rhyme scheme of maﬁpawi. Jogh MalTh?zbadi's

Lafan] Huraft (The Immortal Words), €A1l Sardsr Ja€fri's

Na?I Duniya Ko Salam — ek ggag? (Compliment to the New

World - a letter), Qaiyum Nazar's Cham? (Jingle of a small

Bell or an Anklet), Ahmad Nadim Qasmi's Adab—o-Siyésat4

(Literature and Politics), and the cantos of Jaffar ?Ehir

1. Jogh Malih'3baal. Shu'Gr, No.9, 1960, pp.9-13,

Maktaba~e-Shutfir, Karachl.

2. tA1T Sardar JaffrI. Muntakhab Nazmen, 1945, (n.d)

Maktaba-e-Urdu, Lahore, pp. 77-80.

3. Qaiyum Nazar. Suwaida, lst. Ed., August, 1954,
Gosha-e-Adab Lahore. pp.67-T4.

40 Nad{m’mad, Q_a'smI}. _s_]lutla"e"G'ul, lst., Edo, July,19530,

QaumI Dar-ul-Ishafdt, Lahore, pp. 117-119.
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such ag Helen of Troyl and Yinin® (Greece), composed in

four-line stanzas, are some of the poems to use this

system,
MAR%?YA

The margiya is an elegy on the death of a friend,
relative or a king. But it has some special features in
Urdu poetry. It is a form of poetry which is used to
commemorate the heroic suffering and martyrdom of al-
Husain (the grandson of the prophet Mu@ammad) and his
family in the tragedy of Karbala (*¢Iraq) in 680 4.D.

Like qasIda, marsiya as a literary form has become out of

date. In fact, the possibilities of further development
in themes and subjects of marsiya were almost exhausted in
the nineteenth century in the hands of AnIs and Dabir, the

3 Today, the poets are using this

great marsiya writers.
form by making a number of variations in the arrangement of

its hemistichs and rhyme scheme for their compositions.

1. Ja‘far ?§hir. Sahifa, quarterly, No.5, June, 1958,
Lahore, pp.146-155,
2. Jatfar Tahir., Adab-e-LatIf, annual No. Vol.43, No.2, 1957,

L3hore PP.179-182,
3. Sadiq. M., op.cit, pp.145-146 and Pe163.
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However,the original rhyme scheme in the form of

1

musaddas (sextain) is also used.”™ The rhyme scheme is

a22abb, cccCddyeceoovenscece

GHAZAT

ggazalz

is the most popular form of Urdu poetry.
Although there is no equivalent of ghazal in English poetry,
its characteristics may be found in various forms, such as
odes, lyrical ballads, quatrains and sonnets.

Urdu ghazal, for centuries, has been used for love,
mystical and philosophical themes. But since the upheaval
of 1857 and particularly in recent times, it has shown great
change and flexibility in diction, imagery, language and

3

themes.,

1. Mirza Sauda is thought to have introduced the six=line
stanza form for marsiya. Before him, the margiya was,

generally, compogéd in four-line stanzas.
See Saksena. R.B., op.cit. p.124 and §§diq. M.,0p.cit, p.1l50.

2, See Yusuf Husain Khan. Dr., Urdu Ghazal, Anjuman
Taraqqi-e-Urdd (Hind), FAlIga?h,Dec.1957, for the
full account of the development of Urdu ghazal.
'See also WazIr YAgha. Dr., op.cit., pp.203-288.,

3. See fAbdullah. Dr. Saiyid Muhemmad, Ghazal KT Ha'it Ka SaWEl,

Adab-e-Lafif, vol.43, No.2, 1957, pp.6-19, Lahore,for
development in the form of ghazal,
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Since the First World War the people of the
Indo-PakistanI sub-Continent became gradually more
conscious of their right for freedom. Urdu writers paid
much attention to their surroundings and expressed their
views in their poetry. The poetry of Igbal, Jogh
Mali@)ébﬁdi, Chakbast, Maulana;%afar €A1Y Khan, mostly
in other forms rather than in ghazal, sheds more light on
this point. Ghazal, though widely written, was severely
criticised during the forties. It is still believed that
ghazal is not suitable, in strict terms, for coherent
ideas, due to its characteristic fragmentary nature and
disconnected themes. The couplets of a ghazal may vary
in number from five to twenty one. Each couplet can stand

on its owns A ghazal may accommodate different ideas in

every couplet and they may very well contradict each other.
There is often no connection from one couplet to the next

in subject-matter. This inconsistency will, perhaps, look
very odd to a foreigner. This is one of the reasons for
which ghazal has been chiefly criticised. KalIm-Ud-Din Ahmad,
one of the critics, goes as far as calling it a "primitive

form of poetry."l Other forms of poetic expression are

1. KalIm-Ud-Din Ahmad. Urdu Sha®rl par ek Nazar,
2nd Ed., 1952, Urdd Markaz, Patna (India), p.36.




91

usually preferred for presenting consistent ideas. In any
case ghazal also accepted new ideas and expressed them in
its usual symbolic and inconsistent manner. This may be
seen in the works of many poets including Igbal whose
ghazals are highly saturated with his philosophical and
political ideas. In addition, Hasrat MohanI, Jigar
Murad?abadl, Firaqg Gorakhpurl also continued to develop the
themes of ghazal. The first two are now dead but Firag
Gorakhpurl is still alive. He has not only kept up the
standard of ghazal but has dealt with almost every
conceivable aspect of love and various other themes in a
most refined and fresh mamner. Apart from Firaq Gorakhpuri,
there are a few more distinct poets such as FPani Badayuni
(1879-1941)%, 3Xrzd LekinawI (1882-1951), Asghar GoAdwl
(1884-1936), Aéar Lakhnawi, fAziz Lakhnawi, SIm3b
Akbar?abadl (1880-1951), Josh Malsiyani (b.1884),
€AndalTb ShadsnI (b.1904), ¢Ebid €A1T ¢Abid (b.1906),
S@fT Ghulam Mustafd Tabassum (b.1899), Abdul HemId
€Adam (b.1909), Bagl $iddiql (1.1909), Mapﬁﬁr Husain Shor
(b.1910), gafig Hoghiyarpurl (b.1912), Ahsan Danigh (b.1914),
1. The information regarding the years of birth and death

of contemporary poets is taken mostly from flbadat Barelwi's
Jadid Shafirl, op.cit.
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who have introduced some new ideas in their ghazals.,

Then there are Faiz Ahmad Faiz (b.1912), Ahmed Nadim
QasmI (b,1916), QatIl Shifa*Y (b.1919), Anjum Rumani
(p.1920), Farigh BukharI (b.1918), Saif-ud-DIn Saif
(b.1922), Krighn Mohen (b.1922), Ahmad Faraz (1.1926),
JamIl Malik (.1926), Nasir Kazmi (b,1925), Shahzad
Ahmad (p.1930), Zafar Igbal (b.1932) and meny others have
developed and used this form for their modern ideas.

Like Firaq Gorakhpuri, Nﬁgir Kggpi and Zafar Igbal
have both paid much attention to the development of ghazal,
Both the poets emerged during the fifties. The influence
of Firagq Gorakhpurl whose ghazal is spread over the period
of half a century is perceptible in the ghazals of many
young poets including that of Nagir KégpI. But he has
developed his own style which was widely imitated during
the fifties.,

Zafar Igbal, now, seems to have established himself

as a ghazal-writer. His ghazals contain a variety of themes.

Like Nagir KazmI, he has expressed the inward psychological
complications of an individual, his fears and convictions,

his present social and sexual frustration in an original way.
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Finally, it must be emphasised that the general themes
of the poetry since 1936 A.D, have been framed both in
ghazal and nazm. The latter presents the ideas in a more

coherent way whereas ghazal has expressed new themes in a

subtle, symbolic and yet inconsistent manner.

The themes that feature the contemporary ghazal

will be discussed, along with those of other forms of
poetry, in the chapter on themes.

On the whole the themes and poetical language of

the ghazal of today, have become more down to earth.

The rhyme scheme is a a, b a, ¢ a and so on,

Q;g‘A (Fragment)

The form of qitfa has been used generally for erotic

and didactic themes. In recent times, qitfa, in some

respects, has freed itself from the stereotyped subject-
matter and now the poets are also using it to express their
social and political views. For some poets, qit‘a is an

ingtrument for satire and criticism.1 The general impression

1. See the gitfat (plural of qitfa) of Nadim, Ahmad, Qasmi.,

Falz Ahmad Falz, Ibrahim Jalls. y Mirza Mahmud SarhadI
Nazar Zaldi., Ra’Is Amrohawi.
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one receives of some of these gittat is identical with that

of same satirical car‘toons.l

"A qitf is.....a fragment of gasida or ghazal and

differs from them in :rhyme."2 It must have at least two
couplets but it may be extended to one hundred and seventy
couplets.3 Today, the general tendency of poets, is to

write qitfa in four hemistichs. The rhyme scheme is

abecboraaba, but the latter is rarely used.

RUBAI (Quatrain)

‘The form of TubA I is thought to be a delicate and
refined form of poetx&3 For centuries, it has been used
for mystical, philosophical and erotic themes. It has been
stated that Urdu poetry with all its depth and scope has been

condensed into rubafI.”* However, since the beginning of this

1. See daily Imroz, Lzhore and daily Jang, Karachi
2. Saksena. R.B., OpeCite, DeS.

3. Phybus. Captain G.D., Urdu Prosody and Rhetoric, 1924.,
Rama Krighna and Sons, AnarkalI, Lzhore, p.63.

4. Salam Sandelwi. Dr., Urdu Rubatiyat, 1lst. Ed., 1963,
NasIm Book Depot, Lucknow., p.785. See this book for
the complete history of rubafit
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century, the form has become more receptive towards new
themes. Now the poets are also using it to express their
social and political ideas.® Although the form itself has

survived, it is not as popular and widely written as ghazal

or git€a The reason may be its complicated metrical system.

The primery metre for rubatl is Hazaj which has four feet.

By making a number of variations in the four feet and
arranging them in different ways, twenty four metres can be
derived from the primary metre, keeping, of course, the
number of syllables the same in each hemistich. It seems
to be an extremely disciplined form of poetry. In fact,

no change has taken place in its rhyme scheme and metre
since its acceptance, centuries ago, as a poetic form. It
contains only four hemistichs and the rhyme scheme is

a aba. It may be composed in a a a a but this rhyme

scheme is not common in Urdu poetry.

1. See the rubatiyat of Josh MalIlh’abadI, Firag
Gorakhpurl, Akhtar Angér{, Ahmad Paraz,
¢Arif €Abdul Matin.
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MINOR FORMS

In addition to the above-mentioned forms, there are

a few other minor forms which have been either modified or

combined with each other. Some of them have been used intact.

The forms of musallas (Three-line stanza) and murabbaft

(Four-line stanza) have been frequently used with somé

modifications in the arrangement of their hemistichs and

rhyme.

(a)
(p)
(e)
(a)
(e)

(£)
(g)

(h)

Here is a short list of some of these forms:

MUSTAZAD (Increment-poem)

TARJI¢-BAND (Return—tie)

TARKEB—BAND (Composite-tie)

MUSALLAS (Three~line stanza, triplet, triangular)
MURABBA¢ (Four-line stanza, tetrastich)

MUKHAMMAS (Five~line stanza, pentastich)
MUSABBA* (Seven-line stanza)

MUSAMMAN (Eight-line stanza)

and SO on.
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IHE INDIGENQUS FORMS

6IT (Song)

1
GIt was never accepted as a sophisticated form2 until

the First World War.S Since then, a large number of gits

have been written. In recent times, the form has become

fairly popular. A git may or may not have the regular

pattern of either rhyme or stanzas, but it should be brief,

intense and full of lyricism. It must also be easily

understood, In addition it should be full of rhythm so that

it may easily be sung. Any hemistich of the opening stanza

1.

2.

3e

See WazTr YAgha's Urdd Shafirl K& Mizaj, op.cit., for

the developmenthof git. pp. 163-201.

—————

Ibid, p.l186.,

Ibido, pp0186-190
In the middle of the nineteenth century, Amanat

composed a drama entitled Indar Sabha which contains

a number of gits. The characteristics of git may also

be found in the poetry of earlier poets such as

Muhammad QulI Qutub Shah and the latter poets

like Wall and NazIr Akbar*abadi.
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may act as a refrain which is generally considered

essential for every g{t.l

It is a common practice to use HindI words in this
form of expression. There is only one theme which may be
framed in this form, and that is the theme of love in all
its aspects. According to Dr. Wazir ’Kg@i, git by
temperament, is the spontaneous expression o;—zove and its
theme is three-fold: milan (association), firaq (separation)

and tiyag (reununciation).2 However, a variation in themes

may be found, particularly in those glits which have been

written for films. But such deliberate attempts to compose

gits according to the film script, lack the quality of

spontaneous expression. This is, probably, the reason that

the film-gits have been generally ignored by literary circles.

1. ®Abdullsh. Dr. Saiyid Muhammad, MIr Ke Adhuire GIt,

Na?T Tahrfreﬁ,No. 4, December, 1956. Halqa-e-Arbab-e-

Zaug, Lahore., p.38.

2, WazIr, *Agh&. Dr., Urdu Shatirl Ka WMizaj, op.cit.,p.197.
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DOHA

Although the form is quite old in some Indo—’lryan

languages such as Hindl, it has never been used before in

1

Urdu poetry. The rhyme scheme of doha is the same as

that of masnawi. That is to say, it is a a, Db, ¢ Cyes.
In masnawi, all the couplets are inter-linked with each

other regarding the theme and subject-matter. But in doha,

like ghazal, a complete thought is expressed in its every
couplet which may vary in theme from one couplet to another.
But it differs from ghazal as it requires simplicity of

subject and directness of method. Obscure and symbolic

expressions which are some of the characteristics of ghazal

are not appreciated in this form. The form is thought to
have been introduced by JemIl-ud-DIn A1 (b.1926) only a
few years ago.2 The use of Hindi words is fairly common
in this form and Persian and fArabic vocabulary is usually

avoided.,

1. *Ibadat BarelwI. JadId Shafirl, op. cit., p.535.

2., Ibid, p.535. Khwaje Dil Muhammad (1884-1961), who is
better known as a mathematician rather than a poet, is
believed to have published his book, entitled PIt KI RIt,
which consists of dohas. As the book is not available
here in England, it is difficult to say when it was
published and who actually started to write in this
form in Urdu.
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WESTERN FORMS

MUYARRA NAZM (Blank verse)

Although, mufarra nazm has been in use . in Urdu
8 .

poetry for more than half a century, it has never
received much attention.l According to the percentage
table given at the end of this chapter, its average use
is just over two per cent. The hemistichs of mufarra

poems may not rhyme with each other. ILike mugaffa

(Rhymed) poetry it may be composed in any metre and in
any number of stanzas which may or may not contain an

equal number of hemistichs.

1. Isma®il MirathI, is thought to have introduced
this form in the latter nineteenth century.

See Efjaz Husain. Dr., Nade AdabI Rujhanat,

5th Ed., May, 1957,Kit3bistan, Allah’abad.,
p.44. See also Dr., Wazir'Agha; Urdd Shatirl

K2 Mizaj, ope Cit., Dpe334.



101

SONNET
The sonnet was also imported from Western literature.
But like blank verse, it did not receive an enthusiastic

114

welcome by literary circles for a number of reasons.
was maintained that under the changed conditions of the
sub-Continent of India and Pakistan, new themes could not
be framed in the restricted traditional form32 and the
sonnet was considered as a restricted form. Thus the poets
used mainly’the form of free verse and other variations of
modern nazm, which were thought to be suitable for their
modern ;E;;s and to lead to a more spontaneous expression.
Therefore the restricted form of sonnet was not widely
appreciated. Although Akhter ShIrany and N.M. Raghid's
sonnets were valuable yet most critics maintain that they
were composed mainly to prove their skill and mastery over

disciplined form. N.M. Raghid, who had a few sonnets in

his first collection of poems entitled Méwaré? has none

in his second collection, the Iran men Ajnabi% The rhyme

1. Surur. ’El Ajmad, Riwayat aur Tajribe Urdl Shatirl med,

Urdu Adab, Vol. 3, No. 4, June, 1953, op.cit. p.122.

2. Manto., YAbid Hasan, YAj MIr-o-Ghalib Kahad haid,

M, OPOCitop-o'?Oo » ) ) ]
30 Rag_l}_id. NoMo, Tﬂawarg.’ IIII‘d, Edo, Feboi 1953’
Civil & Military Gazette Press, Lahore.,
4. Raghid. N.M., Ir3n meh AjnabI op.cit.
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scheme and arrangement of hemigstichs are almost identical

with the Shakespearian and Italian types and their variations.

IAZAD NAZM (Free Verse)

Pree verse in Urdu poetry merits a little attention.
In Europe, "It was evolved in the belief that a poem's
grovrth shouid be so conditioned by its theme that the
rhythm will be at the service of tone and mood, and devices
such as rhyme, assonance, regular metre and so on will be
included or omitted, taken up or abandoned, just as the
whole experience requires., The rhythmic pattern will be
unprescribed and unpredictable, and the poem will stop not
according to rules, but when the logic of its own
development is complete.él

N.M. Rashid and Tasaddaq Husain Khalid (b.1901) are
thought to have introduced this exotic form into Urdu poetry

during the early thirties.2 Al though the form has been

1. Cox. C.B., and Dyson. A.E., Modern Poetry, 1963,
Edward Arnold Ltd., London., pp.24-25 (introduction).

2. 'Abdul HalIm Sharar (1860-1926) was, in fact, the first
poet whé used free verse. But at that time, it d4id not
receive any attention. See $iddIqI. Dr. Abﬁ—ul—Laiﬁ,
Tajribe aur Riwayat, lst Ed., Oct., 1959, Urdu Aca&emy
Sindh, Karacht. see also ‘Ibadat Barelwl, op.cit.p.31ll.
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criticised by some conservative poets and critics, it has
rapidly gained ground during the last thirty years or so.1

But one thing which will strike a European reader of
Urdu free verse is that it has been almost conditioned by
the traditional devices such as the use of regular metres,

rhythm and even the use of qéi‘iya2 (Rhyme), though the

last is not often observed. Almost all the poems composed
in this form, obey certain rules of the traditional system
except, of course, the general pattern of the stanzas and the
length of the hemistichs which change from one to another
according to the thought and emotional experience, and in
this respect is in agreement with the general pattern of
Buropean free verse, Otherwise, free verse in Urdu is

very different from Buropean free verse. Urdu poets have

modified Furopean free verse with the help of the

1. tIbadat Barelwi., op.cit., p.104.

2. See the poetry of N.M. Rashid. Most of his
poetic work is in free verse and he frequently

uses qafiyas in his poems composed in free

verse.
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traditional system in such a way that in the words of
§iddiq Kalim, a poet and critic, "...it has become a
kind of its own."1 He is quite justified in saying

" Ez5d Shatirl (Free verse) in Urdldl is the combination

of mugaffa Shafiri (Rhymed poetry) and pure *Azad §g§‘irI."2

His meaning by‘pure 3Az3d Shatiri, conforms almost with the

3

opening definition of European free verse.

Although the new Urdu version of free verse has
gained much popularity among the poets during the last
few years, very recently, some attempts have been made
by the young poets to write free verse with complete
disregard to the traditional system. This has been

already discussed in the chapter on metres.

1. SiddIq XKalIm. Na'e Shi¢rI Tajribe, Mah-e-Nau,

Vol. 8, No. 8, Nov., 1955, editor Rafiq Khawar,
Karachl, p.36.

2. Ibid, p.36 and p.38.

3. Ibid, pp.35-38.
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NEW VARIATIONS

It has been mentioned before that the new poetical
forms have been created either by modifying the
traditional forms or by their combinations. The number
of hemistichs used in various stanzas of a poem are
usually arranged according to the thought and idea.
Therefore the stanzas of a poem may or may not contain
an equal number of hemistichs, In addition, all the
stanzas of a poem may rhyme throughout the poem or may
rhyme indepéndently. Scmetimes, the hemistichs are not
equal in length. That is to say, the refrain of a
stanza or any other hemistich may vary in length from
the rest of the hemistichs., It is difficult to present
chronologically, the growth of innovations but it may be
said that the new experiments in poetical forms date
back to the beginning of the present century.

Here follow a few examples of modern nazm which
are presented in such a way that first thr;;:IZne stanza
poems are given and then four-line stanza poems and so on.
In addition, it must be noted that whether it is a three-
line stanza poem or more, there are all the possible

number of varigtions in the arrangement of hemistichs
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and rhyme scheme., The following examples are, in strict

terms, the modifications of the traditional forms.

(2)  Qaiyum Nazar (€Abdul Qaiyim Bat Nazar, b.1914 A.D)
wrote a poem entitled Shikast (Defeat) which consists of
seven stanzas. The first hemistich of each stanza rhymes
with the third hemistich. It differs from the English
triplets, only because the second hemistich does not

rhyme with the other two. The rhyme scheme is as follows:

a b a
c d c
e T e

and SO on.

The first stanza is represented as a specimen:
AERTC Ry
o é—Vﬁuu})a
e L//fw < 1

Ahmad NadIm Qasmi (b.1916) composed a poem entitled

Qayas (Speculation) of five stanzas. The second hemistich

of each stanza has a common rhyme as has the third

hemistich throughout the poem. In addition, the number

1. Qaiyum Nazar. Suwaida, 1lst Ed., August, 1954,
Gosha-e-Adab., Lhore, Dp.45.



107

of syllables in some hemistichs differ from each other.

The rhyme scheme is:

a b c
d b c
e b c
and so on.
The opening stanza is quoted ' below.

- . P .
4"... or dl].& 4‘—,‘,[:1 l/&'/‘//)

” (]

R

t
quAL;§/1¢f;w§¢¢‘iﬁw§¢L Lo,

Ahmad Faraz composed a poem entitled Ye to jab

mumkin hai (when this then is possible)

of four stanzas. The arrangement of hemistichs and
the rhyme scheme differ between the first two and the
last two stanzas. In addition the opening hemistich

rhymes with the closing hemistich. It will be clear

1. NadIm, Ahmad, Qasmi. Shufla-e-Gul, lst. Ed.,

July, 1953,QaumI Dar-ul-Ighdfat, Lahore, p.93.
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from the following representation:

a b b
c d d
e e f
g g a

The first stanza is quoted as a specimen

(oL oy L T LA
L Jé_w}.w;ﬁ;/j(/éf}f’/ 1
2L.éfé_.ég/ﬁufgcﬁfaz—d"fzf

(b) The rhyme scheme of the traditional form,
murabbat isaaaa, bbb, «e. This form has been
modified into various patterns. Faiz Ahmad Faiz

composed a poem entitled Khwushd Zamanat-e-Gham

of four stanzas, in which the hemistichs of all stanzas
rhyme alternatively, independent of each other. The rhyme
scheme resembles that of the English rhyme scheme of

four-line stanzas:

a b a b
c a c a
e b e £
g h g h

1. Pardz. Atmad, Dard YAghob, op.cit., p.182.




109

The first stanza is quoted below:

SR At PV

S s 2 f p <

(b 2 urs Véyd.;la/"u:z{./o/ 1
- TU

A yorL Zu,"/ 4—/(}{ =/

Akhtar-ul-Iman wrote a seven stanza poem entitled

Pag@an@i (Pathway). In each stanza, the first and fourth

1. Paiz Ahmad Faig) Dast-e-Tah-e-Sang, (n.d),

Maktaba-e-Karwad Lahore., p.8l.
See also the variations in the form of murabba® in his

poen entitled Tah-e-Najum of four stanzas. The rhyme

scheme is as follows:

a b c c
a e f e
g h h
a b a

The poem is included in Naggh-e-Faryadl, (n.d),

Maktaba-e-Karwal Lahore, ppe 43-44.
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hemistichs rhyme together in one way and the second and
third hemistichs rhyme together in another way. Each

stanza has its own rhyme. The rhyme scheme is as follows:

a b b a
c d d c
e f f e

and so on. The first stanza is given as a specimen.

é—o;/ﬁ_é!f”“u%é 5o o S
Sepv i bmyey g
S LA S Lo ygotil 1 <
<o dlqgrds g o

Majid Amjad composed a poem of eleven stanzas.

In the poem, entitled Magbara-e-Jahafigir 2 (The Tomb

of JahangIr), the third and fourth hemistichs of each

stanza rhyme together. Each stanza has its own rhyme.

1, Akhtar-ul-Tman. 2Ab-e-J8, 0p.Cit., D+52.

2. Majid Amjad. Shab-e-Rafta, op.cit., pp.108-110.
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The rhyme scheme is as follows:

a b c c
d e f il 1
g h i i
and SO on.
(c) The variations in the traditional form of

mukhammas (five-line stanza) with rhyme scheme

aaaaa oOor aaaab may be seen in a poem entitled
Darmah® (Remedy), contributed to quarterly Saughat

by Shafiq Féﬁima Shufara (b.1930 A.D), a young poetess

of lesser fame. The—poem has nine stanzas. The
arrangement of hemistichs and rhyme scheme of each stanza
differ from each other except in the second, fourth, fifth
and sixth stanzas which have a similar arrangement of

hemistichs but have different mono-rhyme. It will be

1. See also the rhyme scheme of Majaz Lakhnawi's poem
entitled Kis se Muhabbat hai, ’Khang, op.cit. pPp.26-28,

aaab,cccb, dddband éo One

2, ShafIq Fatima Shufara, Saughat, (n.d), quarterly,
No.5, ed. Mahmud Ayaz, Bangalore 5, pPp.65-67.
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clear from the following representation:

a b c a a
a d d d d
e £ g £ £
h h h h h
i i i i i
J J J J
k 1 1 k 1
m n n o n
b a Y qa D
(a) The form of musaddas (Sextain) of rhyme scheme

aaaabb, cccc ddand so on, has found many

variations. Ba Parsh-e-Khak, written by MajId Amjad,

has three stanzas. The second and closing hemistichs
of each stanza rhyme together and the third, fourth and
fifth hemistichs rhyme together. Each stanza has its own

rhyme. The rhyme scheme is as follows:
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The first stanza is quoted below.

67 S S s/ € U ‘,w“/‘
Sl izl e L
VTl g gt o — ol
Fro u"%*uzd"ul;d"//w{{ ‘u‘;’)’/‘f/:
vz i gk L gW 2o S

T at e et bt oS

8%y

v

™

Mas®id Husain (b.1918) composed a poem entitled

Zindagany Ka Khala (The Emptiness of Life) of four stanzas,

apart from an opening couplet. The closing couplet of each
stanza may be called a refrain which is, in fact, a
repetition of the opening couplet with the reverse arrangement
of both hemistichs. There is a close resemblance to

tarjIf-band. The rhyme scheme is as follows:

a b

c c d b b a
e e d b b a
£ £ d b b a
g g a b b a

1. Majid Amjad. Shab-e-Rafta, op.cit., p.10l,
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The first stanza along with the opening couplet is quoted
below:
w ¥ Vi

AIVEE

AL
gi;ébgg&b
%‘6/5’7‘1}/’/ 1
el 60
«4.-‘/? 4

WG,

(e) The rest of the forms, such as musabba® (seven-line
stanza), mu samman (Eight-line stanza)-;;E-;; on, show many
variations in the arrangement of hemistichs and rhyme scheme
and they are quite popular.

N.M. Raghid composed a poem entitled Ek Din Lawrence

Bagh men (One Day in the Lawrence Garden) of three stanzas.
Each stanza has its own rhyme. In each stanza, the opening
couplet and closing hemistich rhyme together. In fact, the

opening hemistich of each stanza acts as a refrain for its

1. Mas*Ud Husain. BihtarIn Nazmen, 1947, Halga-e-Arbab-e-Zaug,

Nay§ Adara, Lahore, p.115.
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own stanza. In addition, the third and fifth hemistich
of each stanza rhyme together and the fourth and sixth

hemistichs rhyme together. The rhyme scheme is

b ¢ b ¢ a
e f e £ 4d
h i h 1 g

A < T
® m & P

The first stanza is quoted as a specimen:

* p 1
AT R
e t,b; éjflf;ﬁg://ﬁﬂ
S AT
y 4 o
gur & oSS ur
u,‘ff 4—/-(/@"22-—’/}»/.‘/"/‘{;'
o T e
u_"U;:’L,-_yb/&)d(y/U{L‘bf)%
. M 14
A st SR ZAA K

Hamid “AzYz Madn] composed a poem entitled DIwar-e-chin

ke us par (Beyond the Rampart of China) of six stanzas.

1. Rgfé:tl_idc N-:M., M'a-.Wea.l‘a, OPoCitn P.4—3.
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The opening hemistich of each stanza rhymes together
throughout the poem. In each stanza, the second, third
and closing hemistichs rhyme together and the fourth,
fifth and sixth hemistich rhyme together. The rhyme

scheme is as follows:

a b b c c c b
a d d e e e d
a f f g g g f

and so on. The opening stanza is given as a specimen:

é—c)’/ﬂ/qu;’" c/‘f-—/é}-

W LGS o

i Y S Gy AT
ﬁwaLUf/u}f/f — 7o

& 25 LUyl Y 1
é:’.l,é:::—d%/().i'}f
&;)/@rcf{/: s o;u S

Then there are Yusuf Zafar (b.1914), QatIl Shifa?d,
Akhtar Shirani, Mukhtar SiddIql and some others who have

1. MadnY. Hamid 9zIz, Sawera (n.d), No.4. Naya
AdBra, Lahore, p.l06.
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paid particular attention to modifying the old forms.
Before closing this section, see the rhyme scheme of

Ahmad NadIm QasmI's poem entitled Meri Shikastl (My Defeat)

of four stanzas. FEach stanza consists of eight hemistichs.

a b a P bP b b a
c d ¢ 4 4 d4d a4 ¢
e £ e £ £ £ £ e
g h g h h h h g

TRADITIONAL FORMS, VARIATIONS AND THEIR COMBINATION.

Some typical specimens of modern poems are offered
below, in which most of the conventional forms and their
variations are combined together. This is becoming a fairly
common practice.

One of the most interesting experiments of using more
than one form in the same poem is carried out by Jaffar

Tahir in his few long poems. The Mu‘jaza—e-Fan2 (The

Miracle of Art) a poetic drama3 about Pygmalion, is one

of them. The poem is well over twelve hundred hemistichs

l. NadIm, Ahmad, Qasmi. Shufla-e-Gul, op.cit., pp.107-108.

2, Jatfar Tahir. AdabY Duniya vol. 5, No.7, Special No.
, oo _ )
pp. 60-106. Lahore.

3. Ibid p.57. The poet, himself, has called it a poetic drama.
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which are arranged according to the rhyme scheme of three
forms, namely the maﬁnawi (aa, bb, cCes..), ghazal

(aa, ba, caseess) and musaddas (azaaabb, ccccddeseess)e It
has also a few hemistichs here and there in free verse. The
use of different forms and different metres, too, is merely
to create a dramatic effect.,

A few couplets taken at random are gquoted below., The
poem opens with a number of couplets, arranged according to
the rhyme scheme of maﬁpawi. However, the first three
couplets are quoted %ere which are later followed by three
couplets of one of the ghazals of the poem. The closing
stanza of the following excerpt is composed in the form of
nusaddas. The names of the characters, taking part in the

act, are also mentioned as a point of interest.

)
o e

! uﬁ%zcjzgkéu ey gy 1
o P Y L
A
— =Sl Wl

O BN P ST E e et
usv s S I 0 Gous o 4N 74

1. Ibid p.60.
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I;J-; S S I Pl : /-/f/
2 Yl /;w

;/‘//o/"/w/u// F 1

& W s £

CL//?‘Z’/U/‘.’ﬁ" Jr~0 P

B A e 20

. &

¢%b’§>d}iﬂ/‘cfibjﬁ}' ‘%/€7j’@/V~J7¢<AJz// : ugkfﬂ
Zf el & ’gﬂ/ oy p e f o S, J/
<« g /U;/Cf/ Zj"/’;/rfu‘.’

. “ g . / 2
e deh e gi s/

Mukhtar-ul-Hag SiddIql (b.1919) who has paid much
attention to the form and the arrangement of hemistichs,

has written a poem entitled Sahar se Pahle (Before the Dawn)

of six stanzas, apart from the closing couplet. The rhyme
scheme of the third stanza is identical with the rhyme scheme
of rubatl, though it is not composed in the latter's metre.

The fourth and f£ifth stanzas show the variations in the

1. Ibid PQ9OV910

2, Ibid p.100.
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original form of murabba®. The rhyme scheme of the final

B

stanza including the closing couplet resembles that of

masnawl. Similarly the first and second stanzas have their

own variations which may be seen from the following

representation:
a b b a ¢ 4
e hif bl e g e
h h 1 h
¥k k3
1 m 1 m
n n o o0
b P

The first stanza is quoted below.
Oﬁ" - VLJ/‘I"')’Q’/Q’/KW
¥ Jo s b7 4,/;,*//“
b/d):ﬂf’.d‘.—u’/./l ’Z_Zd){-
d;;' o ;i%ﬁ?/i<¢éédyé'
2 / N N s -
CARENY -7
G o A bl s
1. Mukhtar Siddiql. Manzil-ec-Shab, 1955, Naya Adara, Lahore,
p.64. See also his Harf~o-Sukhan, included in Bihtarin
Shatirl, 1962, pp.32-35. This poem has three variations
in the form of murabba® which are, then, followed by
seventeen couplets, composed in the rhyme scheme of

masnawi.
oo
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Mustafs Zaidl composed a poem entitled Ye YAdmI XI

* oo

Guzargah 1 (This, Passage way of Man) which is interesting
in its étructure. The poem has one hundred and two
hemistichs which are accommodated in fourteen stanzas.
The number of hemistichs fluctuates in a few stanzas.

Again technically, the poem has the characteristics

of the conventional forms such as ghazal, masnawl,
4]

musallas, murabbaf, mukhammas, musaddas, tarji¢-band and

so on., It also contains a stanza composed in blank verse.
It is not possible to give the rhyme scheme of the whole
poen due to its irregular pattern. However, the rhyme
scheme of the first three stanzas, along with the opening
hemistich which also acts as a refrain here and there, are
shown below as a specimen. The first stanza is composed

in murabba®, the second in blank verse and the third is the

i WA

1. Mustafa Zaidl. Shahr-e-'Agur, January, 1958, Lahore

L2

Academy, Lahore pp.19-26. The poet has changed many
hemigtichs and the form of this poem which is also
included in his latest book of poems entitled

Qaba-e-53z, July, 1967, Josh Academy, Karachy,

pp. 114-120,
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same as that of the English triplets.

a.

P b b b

a

c d e f g
h h h

f %7&)/}@7‘,?/0/'

//jff‘}iﬁz };r/cf%?
SR S
S0 G by i)
L2184t S8 L

/A/ }" -
i et S

éﬁﬁuéf’lfocb e
U /}/52227~{;V;27
v L Freziel
éL<f;f ST LA
STy S

St g e H
of?tﬁglgci4j%jﬂr?
A A

1. Mugzgfé Zaidl. §gahr-elﬁgur5 op. cit, pp.19-20.

see also his Garb Street KI KahanI, in which he has
combined few forms. Ibid pp.72-78.
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Similarly giyé Jalandharl has composed a poem entitled

Mauj—e—Regl (The Wave of Sand) of six stanzas which are

composed in three different forms. The first two stanzas
are similar in manner but different in rhyme. The third
and the last stanzas have an equal number of hemistichs,
but have no rhyme. That is to say they are composed in
blank verse. The fourth and fifth stanzas are written in

free verse. The rhyme scheme may be represented as such:

a b a b a

Pree verse
Pree verse

m n o p gq r s T

Finally as a point of interest, some statistics
have been carried out to discover, roughly, the percentage

of the use of ghazal, mugaffa nazm (Rhymed poem), *Azad

nazm (free verse) and mufarra nazm (Blank verse) of the

period under review. There are four columms.

(1) The poems, used for the computation of the first

1. Ziya Jalandhari. Narasa, Naya Adara, Lahore,1966,

pp. 61-65,
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column, have been written during the last thirty
years or so0. These are the same poems which have
been used to prepare the 'frequency table! included
in the chapter on metres. The total number of poems,

ghazals and so on is over 2,300 for the first column.

(2) The computation of the second column is prepared with
the help of some annual numbers and special numbers
of some leading Urdu periodicals such as Funun,

AdabI Duniya, Sawera, Adab-e~LatIf and SIp.I These

nunbers have been published during the period from
1960 to 1966 A.D. The total number of poems, ghazals
and so on is about 850 for the second column.

(3) The computation of the third column is done by means
of about 250 poems and ghazals which have been written
from 1962 to 1966 A.D.2 These poems have been selected
and published by some literary circles in "the best
poems of the year" series. They are included in

separate anthologies of each year.

1. Funin Vol. 2. No.l, April,1963, vol.4,No.1l-2,April-May 1964.
Vol. 5. No,1-2, Oct.-Nov.1964, Vol 1, No.1—2
May-June 1965, Lahore.

Adabi Duniya: Vol.5, No.6, vol.5, No.7, vol.5,No.ll,
April-June, 1962, Lahore.
Sawera: No.34,1964, No.38, Oct.1966, Lahore.

Adab-e-LatIf: Vol.48, No.3, March 1960,Vol.50.No.1,1962_
Vol.63, No.2-3, 1963, Vol.69,N0.10,1864, Lahore.

SIp: No. 2 and 3. Karachi.

2. The anthology of 1964 A.D is not included as it is not

availahle here in England.
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(4) The last column is computed by taking the average of

the three columns.

The second and the third columns show a big swing
to the popularity of Yazad nazm during the last few
years. Ghazal has, héwever, dominated the rest
of the forms.

Lastly, it should be made clear that the following

are the approximate results.

PERCENTAGE TABLE

POENMS WRITTENV POEMS PUBLISHED| BEST POEM AVERAGE
FORMS FROM IN PERIODICALS SERIES USE
1936 - 1966 FROM 1962 - 1966
1960 -~ 1966
GHAZATL 42,0 % 537 % 48,4 % 48,0 %
MUgﬁgﬁA 47,0 % 18,3 % 19,0 % 28,1 %
) AZAD o o, ' A
WAZM 8.5 % 24.6 % 30.9 % 21.3 %
c -
MU Aond 2.5 5 3.4 1.5 % 2.4 %
l, Poems in the first column are the same as those of the

‘frequency table' in the chapter on metres.
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To sum up, there are a few general principles in
the relationship between traditional and modern poetical

techniques.

1. The traditional forms such as gasida, marsiya and

so on have become obsolescent.

26 Most of the conventional forms have undergone a
change in structure and as a result, new forms have
evolved. However, most of the innovations appear to

be modifications of the older forms.

3. Ghazal has not only retained its identity as a form

but has gained much attention during the last fifteen
years or so. It was, however, rather neglected

during the forties.

4. The form of rubzZ®I and gitfa have survived.

B

Now there is a general tendency to compose the

latter in only four hemistichs.

5. GIt, a neglected form in the past, has drawn

considerable attention during the last thirty years.
6. The sonnet has failed to gain popularity.

Te JAzad nazm has now become well-established.
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Form is considerably under the influence of thought;
in particular the stanzas of a poem composed in free

verse, vary according to the thought.

Four-line stanzas, particularly, with rhyme scheme
abcb, def e and so on are popular and so . 1is§

the form of musallas with certain variations.
L T o
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CHAPTER FIVE

THEMES

A brief account of the development of Urdu poetry
up to Igbal has been given in the introductory chapter.
Now we shall discuss at length the various themes of Urdu
poetry since 1936.

Since the turn of this century, the world has experienced
the Two Great World Wars, Communist Revolutions in Russia
and China, various freedom movements in the Continents of
Asia and Africa; the creation of the Hydrogen Bomb; the
space race and so on. Since 1857 the political, social,
economic and spiritual institutions in the Indo-Pakistanl
sub-Continent have been gradually changing under the
influence of the West. In less than a century India and
Pakistan have moved from a mediaeval society into the
atomic age; however, society has retained some features of
all the intervening evolutionary stages. The period under
review is full of events of all sorts and there is a
sufficient record of Urdu poetry to indicate the deep
interest of the poet of today in his surroundings and life

in general.
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Before going any further let us look into some of
the views put forward by some prominent critics about our
time and its Urdd literature. A.S. B@Er;, generally
known as Piiras, writes; "For, this half century has been
a rapid melting away of dykes and breakwaters., Traditional
values were useful as long as the community which they
sustained and stabilized preserved its counters. The
counters are now fluid and unstable and are spreading out
as the counters of oil spread out on the surface of water.
To the old community we can now no longer belong; for the
old community is gone. Instead, he (the writer)l finds
himself in a new and expanding community to which he must
one day belong if he is not to be at rift for ever. The
new community is not yet defined in his mind. He does not
fully comprehend it, but he has already found out that the
previous generation did not fit him for it. Many things
from the past stand in the way of achieving a satisfying
life in the new world; and so; away with the past! The
great urge of his generation therefore is to rebel against'
custom, against authority, against police, against pargnts,

to turn away from the prophets and the poets. In fact,

1. The words in brackets are mine.
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turn away from every thing that is reminiscent of the
umbilical cord."t Majnfih Gorakhpuri, a critic; is of the
opinion that the chief characteristic of the present age is
general confusion which reflects itself in literature.
Every writer seems to be going on a different way. One is
seeking refuge in his own predicaments or clamouring about
nationalism or democracy or analysing our unconsciousness,
while the other is shouting for Communism or dreaming about

Utopia.2

"All the new and old writers agree," writes
Ehtigsham Husain, another well known critic; "that there
have never been presented so many ideas for poetry in any
previous age'", 3 as compared to the present time. "The
basic trend in all the modern poets is — revolt: revolt

against the classical style and vocabulary, revolt against

1. BokharI., A.S., The Urdu Writer of our Time,

Crescent Green, a miscellany of writing on Pakistan.,

Cassell & Co, Ltd., London 1955, p. 115.

2. MajnTh Gorakhpuri. Adab aur Zlndagl, IInd. Ed. 1944.,

Kitab Khana Danish Mahal, Anin-ud-Daula Park, Lucknow, p.12.

3. Ehtishém Husain. Tanqidi JEize, (preface), Adéra—e—

Isha® at—e—Urdu, Haidar? abad (Deccan)., 1944., p.9 (preface).



131

a negative ethical code of conduct,l revolt against a
monotonous social and religious atmosphere, revolt against
the distant kingdom (the British).2

Some poets attached themselves to one aspect of this
revolt and some to another. But on the whole no poet would
remain neutral because, for Urdu writers, this was the
zeit geist of the period."B These feelings may be noticed

in the following couplet of a ghazal by tArif “Abdul Matin:

.S j(/l{"’d—u;"/g/:’
(Retdgeses st/ 4

a*

W

i

Sing for me the new songs, if you please

For the o0ld ones are jarring upon my ears.

1. Ry rw‘;f
2. The words in brackets are mine.

3. Safdar MIr. Biyaban-e-Janin, Naya Daur, No.27-28,

June, 1962, Pakistan Cultural Society, Karachl 5, p.190.

4, ‘Arif tAbdul MatIn. Dida-o-Dil,

0P« Citc, p01540
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Before proceeding any further let us define terms
that are used throughout this work. These terms are
prevalent in the Urdld literary world.

Critics regard Urdu poetry, from gali to the present
time as "Modern poetry", in the sense that it is markedly
different in subject-matter from mediaeval Urdu poetry.l
But for the period from 1936 onwards, critics further
distinguish two types of Modern poetry: they are Progressive
poetry’ and Modernist poetry.S Though, literally, both the
terms seem fto convey similar meanings, they are understood

differently. While Progressive poetry is aimed at

1, Wazir ’Kgga. Dr., Urd¥ Shatiri K& Mizaj, ope.cit.,
p.329, 336, 338, 343. |

2. SAE ot B . This is a well known term in
Urdu poetry.

3. Wazir $Agha. Dr., Ibid, Do 367. See also (i) fIbadat
Barelwi. Jadid Shaflrl, Op. clt., PP 96—97 and p.102,

(ii) JagbI. Mu® 1n‘A@san, Furozah, 2nd Ed., tAzad Kitab

Ghar, Delhi, November, 1951, p.3 (preface) (iii) Akhtar-
ul-Iman. Jadid Shatiri, Naya Daur, No.27-28, op.cit.,
pp.180-181. (iv) Ahsan. Akhtar, Shi‘r aur Tajriba, Humayun,
Vol.65, No.4, October,1954, Lahore, p.571. The terms
Modernist poetry ( (s od & ) or Modernist poets

( I ol =y ) have also been frequently used by ‘Ibadat
BarelwI in his book Jadid Sha‘lrl, op.cit.
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propagating Communist ideas,l Modernist poetry has a wider
range of reference. The themes that the Modernists dwell
upon range from sex to religion, from psychological
complications of the individual to general sociological
problems without referring to Marxist ideas. The former is
associated with the Progressive Movement2 whereas Modernist
poetry has its origins in Mirajl (1912-1949) and some of his
contemporaries such as N.M. Rashid.

Two more terms are used and they are "extrovert" and

"introvert". The former has a wider appeal, and is used for

1l. Mumtaz Husain. Taraqql Pasand Adab Kya hai, Sawera,

No. 5-6, Lahore, p.74. See also WazIir #Kgha. Dr.,
Ops Cit., DPe356, 361, 37Le ’

2. WazIr JKgha., Dr., Ibid, p. 343, 371 and 377-378.
It is interesting to see that it took the critics
more than ten years after the establishment of the
Progressive Movement to differentiate between
Progressive poetry and Modernist poetry. Otherwise,
in the earlier years of the period since 1936, everything

that was new either in theme or form was Progressive and
Modernist at the same time. This was all due to the

confusion which has been discussed at the beginning of this
chapter. See also Wazir #+Agha. Dr., Ibid, p.355 and
MumtZz, Husain. op.cite. p.70.
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the didactic; journalistic type of poetry which deals
with the various problems of the age. There does not seem
to be a personal involvement of the poet himself with the
subject. In the introvert poetry, the poet explores his
own feelings, and is personally involved with his subject.
Now we shall briefly discuss the influence of
Communism in the Indo-PakistanI sub-Continent that caused
the start of a literary movement generally known as the
Progressive Movement., 1 After this we shall throw some
light on the origin and different aspects of Modernist
Urdu poetry. And finally, we shall deal with the various

themes of poetry since 1936.

THE PROGRESSIVE MOVEMENT

COMMUNTI SM.
We shall have to go back to the twen?ies in order to

trace the influence of Communism in India.

1. This is a well known and accepted term in the Urdd
literary world., See Wazir nggé, op.cit, p.356, 361

and also Mumtaz gusain)op.cit. pp.65—66;
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Igbal was probably the first Urdu poet who felt
strongly about the Russian Communist Revolution (1917-1918)

and wrote about it.

e i H g b O
fg‘?b Cusil e 15 uu’f 1

A new sun is borm out of the womb of the Universe

0 sky! how long will you mourn the sunken stars.

He wrote many more poems including Lenin Kgudﬁ ke

gazﬁr mefl2 (Lenin Before God). But as Communism lacked
any religious elements and was against any kind of
spirituality, so Igbzl, who was deeply religious, could not
perhaps come to terms with the Communist ideas.

Socialist views began to infiltrate into India,
either through the visits of some prominent political

leaders like that of Pandit Jawahar Lal Nehru (1889-1963)

1. Igbal. Dr. Sir Muhammad, Khizr-e-Rah, Bang-e-Dara,

Munira Bano Begam, Lahore (n.d). P 293

2, Igbal. Dr. Sir Muhammad, B3l-e-Jibril, 7th Ed.,

Jawld Igbal, Lahore, September, 1947, pp. 144-147.



136

to Russia or through the vast number of those Muslims who

left India in favour of the Khilafat Movement® (Pan-

Islamism) and went to Taghkent, Turkey Afghsnistan and
other neighbouring countries of Russia; sometime in the
early ’cwen‘ties.2 After a few years, they returned to India
with Socialist views and began to influence the frustrated

Indian mind? These new ideas were further accelerated when

1. The Khilafat Movement was started in India during the

first World War with the aim of bringing pressure to
bear on the then British Government, that they should
not dismember the Ottomon Empire of Turkey as it was
being ruled by a Caliph (ggalifa) who was also a
spiritual head of the Muslim World. It reached its
climax when the Allies were dismembering the Turkish
Empire at their Peace Conference at Paris in 1920.

It subsided when Turkey, under Mustafa Kamal, decided

to abolish the Khilafat altogether and launched herself

as a Secular Democratic Republic in 1924.

2. Efj3z Husain. Dr., Na’e Adabi Rujhandt, 5th Ed.,

Kitabistan, Allah?!abad, May 1957, p.105.

3. Ibid p. 105.
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in 1935 some members of the Indian National Congress Party

established a Congress Socialist Party within the

Indian National Congress Party itself. © A year later,

a number of students at Muslim ‘AlYgarh University,

established the Student's Federation under the presidency

of Muhemmad €A1T Jinnah® This, too, contributed to widen

the scope of Communism.,

Widespread dissatisfaction with the British rulers ‘
and uncertainty about the future brought the Indian people,
particularly the intelligentsia, to a state of general
frustration which found its outlet in Communism. This
was considered by some at the time; to be a panacea for
all ills,

However; this was the time when the works of Igbal
were dominating the literary world. But in the midst of
all this, a very important revolution took place in Urdu
poetry which, within a few years, swept the whole sub-
Continent. It was the Progressive Movement3 whose first
1. Ibid, p.l106,

2, Ibid, pp.106-107.
3. In Urdd, it is known as Taraqql Pasand Ta@rik

( £54/37 ). See also Sadiq. M, op.cit., p.406.
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great gathering took place on 10th April; 1936 in Lucknow::L
Its pioneers were those young intellectuals like Saiyid
SajjédméahIr and Dr. Mulk R3j ?Anand who were under the
influence of the philosophy of Karl Marx (1818—1883)
and Western ideas. The manifesto of the Progressive
Movement which was signed 2 by prominent writers like
Munégi Prem Chand, Maulwl ©Abdul gaq; Niyaz Fatagpur{,
JongMalE@?EbEdI sheds more light on its aims and intentionms.
The text of the manifesto is as follows:

"India, today, is going through revolutionary changes.
The weakening conservative constitution is struggling to
remain intact, despite the fact that its downfall is certain.
Since the annihilation of the traditional cultural structure,
our literature has been of an escapist nature, and has been
seeking refuge in hollow spirituality and groundless idealism.
Due to this, fresh blood has ceased to run through its veins

1. E‘jiz Husain. Dr., op.cit., p. 107. See also
sidaiql. Dr., Abf-ul-Lais, Tajribe aur Riwdyat,

op.cit., pp.185-186. In addition see also Mumtaz. Husain,
op. cit., p.66.

2, Siddiqi. Dr. Abu-ul-Lais, op.cit. D.187.
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and it has become the victim of technicalities and
misleading trends.

It is the duty of Indian writers to express the
changes of Indian life and vindicate the progressive
movements by prevailing scientific rationalism. It is
their duty to introduce such style of criticism which may
help to prevent the conservative and conventional
attitudes towards family, religion, sex, war and society.
It is their duty to prevent all those literary trends which
favour cless and race discrimination and human extortion.
The aim of our Anjuman (Association) is to free literature

and art from the hands of those conservative classes who

are taking it along with them to the abyss of despair. We
want to bring literature closer to the people. We are the
heirs of the best traditions of Indian civilisation. By
accepting these traditions, we shall set ourselves against
every kind of conservatism in our country and further, we
shall express all those feelings which indicate a new and
better life for our country. To achieve that end, we will
make use of our own cultural heritage as well as that of
other countries. We want the new literature of India to be
the spokesman of the basic problems of our life. These

problems are starvation, poverty, social degeneration and
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slavery. We shall set ourselves against all those
vestiges which take us to helplessness and superstition.
We accept all those factors as means of change and progress
which make us criticise and examine the customs and
institutions, rationally;*l

Perhaps no further comment is needed about the
Progressive Movement which attracted a galaxy of poets
end writers including Jogh MalIh’&badl, Firaq Gorakhpuri,
Faiz Ahmad Faiz, Makhdum Mh@aiy-ud—DIn, *A11 Sardar Ja‘frz,
Ahnad Nadim QEemi, ¢Arif €Abdul Matin, SShir Iudhiysnwi,
Zebir Kaghmiri, Akhtar-ul-Iman, N.M. Righid, Majaz
Lekhnawi, Majnufl Gorakhpuri, E@tiggam Husain, Mumtaz
Husain, Akhtar Husain Ra’epurl end hundreds of others.

The poetical works of the Progressive poets are mostly
propagandist in aim.? "They talk of working classes and

1. siddiqi. Dr., AbT-ul-Lais, Ibid, pp.186-187. The

Urdu text of the manifesto is taken from Dr;§idd§qi's
book, which I have translated into English. ‘

2, Mumtaz Husain, Mutahidda Mahaz, Sawera, No.ll, Lahore,

See also Wazir ngga. Dr., op.cit., p.361l., and
Bagir Mahdi, Taraqql Pasand ShatirI ke Na’e Masa’il,

Urdi Adab, Vol. 3, No. 1-2, July-December, 1952,

‘Aliga;h, De136,
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capitalists in such a way," writes one of the critics,
"as if they are talking about the love of flower and

nightingale or candle and moth."*

A1 Ahmad Surur, a
prominent critic writes, "It is fair to say that some
of the distinguished members of the Progressive Movement
have a considerable amount of superficiality, arrogance,
narrowness and absolutism. They do not think of life
beyond the political formulae and economical principles"
and further more, "...they regard Marx as the 'last word!

on humanity."2

By the late forties, the Progressive poets became

extremist in their ideas and began to write a kind of

1. Afzmi. Paiz-ur-Rahmsn, Urdd Adsb men Jadid tarin

Rujh3ndt aur un K3 Tajziya, JAj Kal, vol. 11, No. 9%,

April, 1953., DelhI, p. 21.

2. Surar. *Al Ahmad, "preface", Surtr. YAl Abmad, and
%zIz Ahmad (eds.) Intikhdb-e-Jadid, Anjuman-e-Taraqqi-

e-Urdu (Hind), ‘AlIga?h 1943, p. 10. See also Mittal.
Gopa}, Adab mef Tamgql Pasandi, National Academy,

DelhY, June, 1958., pp. 9-10.
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journalisticlverse. About two years after the Independence,
the Progressive Movement was declared a "political party"
by the government of Pakistan and was later banned due to
its leftist tendencies.

Now, in Pakistan, the Progressive Movement has been
completely scattered. In fact, it has become a
reminiscence of the past;3 In India, too, only vestiges
of the Movement are found in one form or another. Though
the pioneers of the Movement and its exponents are still
writing in a rather moderate and symbolic way, it has
completely lost its cohesion.

Although the Progressive poets were adherents of
Communism, they were also instrumental along with the
Modernist poets in bringing about a tremendous revolution

in forms, techniques and syntax and also freed poetry from

1., ¢A1T Sardar Ja®fri. Taragql Pasand Adab, Anjuman-e-

TaraqqI-Urdd (Hind), ‘A1Tgarh., vol. 1., 1951., p.217.

See also Mumtaz Husain, Mutahidda Ma@éz, Sawera, No.ll.,

op.cite, p.165., and Bagir Mahdi. Urdd Adab, vol. 3.
No. 1-2, OpeCite, DPel36. _—__—————

2. See the editorials of Sawera, No.7-8, (pp.7-8),
N0.12, (p.5), No.5-6, (D.B).

3. WazIr,’Kgga. Dr., Urdua Nazm Tagsin ke bad, Saughat,

quarterly, No.5, Bangalore (India), p.42.
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conventional imagery. These things have obtained, it seems,
a permanent place in Urdu poetry. In addition, it was this
Movement, under which a new style of criticism, namely the
"Marxist Criticism" was introduced which enable the poets
and writers to analyse and look at literature and life in
general, more closely and scientifically in the perspective
of economics and sociology. This is considered as one of
the best contributions of the Progressive Movement.l One of
the major aspects of this Movement, was the feeling of
humanitarienism which dominated much of the poetry. Before
going on to discuss, in brief, the nature of Modernist
poetry, let us see this aspect in the following two couplets

of ghazals composed by Ahmad Riy8z and ¢Arif ®Abdul Matin:

¢ e I st P
@/’L(ut..jlzc_—/a);'é;/t P 2

JL”ZJ“'; VZ;J lf;j’j l/.:A/U:
‘_/’/‘/';6;/1&6;’@‘/_")‘/.6/ 3

1. QuraishiprWahTd . Jadld Urdd Adab ke Sang-e-MI1 —
TanqId men, iail—o—Niﬁgr, weekly vol. 12, No.40,
17th Cect., 1962, p.28, Lahore.

2. Ahmad Riyaz. Mauj-e-Khuf, op.cit. p.192,

3. ‘Arif tAbdul Matin, Dida-o-Dil, op.cit., p.156.
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In the earlier years of the Second World War Sher

Muhammad Akhtar, Tabigh Siddiql and NasIr Ahmad established

1

a literary circle™ which later came to be known as the

galqa—qurbEb—e—gauqz (The Association of Writers).

Immediately after its establishment, Muhammad;ﬁanﬁ Ullah
Khan MIrajl (1912-1949), one of the most important poets
among the Modernists also joined it. He gradually widened

the literary activities of the Halqa-e-Arbab-e-Zaug with

the collaboration of poets like Qaiyum Nazar, Mukhtar
SiddIqi, Altaf Gauhar. Halqa-e-Arbab-e-Zauq has published

a number of books and periodicals on Urdu literature during
the last twenty five years or so.3
Speaking in general, the Modernist poets prefer

the imagery and emotions over the conventional rules and

1. “Arif “Abdul Matin. LZhore, Adab-e-LajIf, Urdd No.,
Vol. 40., No. 5, December, 1955., Lahore., p.l74.

2. The exact date of the establishment of Halqa-e-Arbab-
e-Zaug has not been traced.

3. NadI Tahriren, a literary magazine, and Sal ki

BihtarIn Nazmen (Best Poems of the Year) series

are some of its works to mentione.
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techniques of poetry which often offer ambiguity.l They
think of poetry as a spontaneous expression of feelings
and ideas without much observance of conventional
technicalities.> However, within the Modernists, there

are some poets such as Qaiyum Nazar, Mukhtar §idquI,

Yusuf gafar who have not only observed rhyme and various
other technicalities but have also made valuable variations
in the conventional forms.

Various Buropean artistic and literary Movements such
as Symbolism have also in one way or another influenced the
llodernist poetry;3 A considerable part of this poetry
reflects to some extent a combined effect of the various
branches of knowledge such as psychology, mythology,
sociology, technology, politics and so on. We shall see
when we discuss the poetry itself that this new knowledge
has not only changed the traditional outlook of the poet but
has also created a depth in his poetry. There seems to be

1. *‘Ibadat Barelwl. Dr., op.cit., p.280.
2. Raghid. N.M., Mawara, op.cit., pp.8-9.
3. ¢Abdullah. Dr. S. Mu@ammad, Urdu Adab, lst Ed.,

Maktaba-e-Khayaban-e-Adab, Lghore, September, 1967.
PP.186-187.
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no limit to the subject-matter. A poet may write on any
subject ranging from religion to sex from politics to his

1 This also marks the line of distinction

own predicament.
between Progressive and Modernist poetry. Dr. Mufin A@san
JagbI and other Progressive poets maintained that”it would
be a great mistake to think of Progressive poetry other
than from the Marxist's point of views?

Sigmund Freud has also had considerable influence on
Urdu poetry.3 But it is rather interesting to see that his
psycho-analysis of art and literature in the perspective
of sex in its broader sense seems to have been considerably
confused by a number of Urdu poets and writers with the

apparently simple meaning of sex to the ordinary man.4

1. Aggtar-ul—imén. Jadid Shatirl, Naya Daur, No.27-28,

Op. Cito, pp0180"'181:

2. Jagbl. Dr. Mufin Ahsan, Furozan, op.Citey, De3e

3. Ehtigham Husain. Nazm aur Jadid Nazm par chand Asul

Baten, Nigar, vol.44, No.7-8, annual No., July-August,1965,

Karachl, p.56.
4. Ahsan. Akhtar, Shifr aur Tajriba, Humayun, Vol.65, No.4,
D572,
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Dr. Saiyid CAbdullah goes to the extent of saying that
psychology has been confused with sex.l However, this may
not seem typical of Indo-PakistanI society, when one realizes
that the restrictions on open friendships between men and

women, parda (veil) and mixed gatherings are still strict.

Therefore the poet's expression of his repressed sexual
desires may be considered justifiable.

This work is confined only to examining the wvarious
aspects and trends of Urdu poetry since 1936 rather than
dealing with the poets individually. Many different aspects
such as politics, social behaviour, sex,love, an individual's
isolation, fear, escapism are more or less intermingled with
each other and it is nolt easy to separate them, One may
come across a poem that may contain most of these elements.
This is particularly the case with the post-Partition poetry.
But in order to amnalyse and understand the various complex
aspects more closely, we may make an attempt to classify or
rather break them down into separate units. This
classification will be arbitrary, in general, but seems

essential for the purpose of analysis.

1. “Abdullah. Dr. Saiyid Muhammad, Guzaghta das Sal ka

Urdd Adsb, Humayuh, Vol.72, emmual No., 1958, p.32.
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Various themes shall now be discussed. It
should however be made clear that although most of the
themes in the first section are frequently found in the
writings of the Progressive poets, they are also dealt

with by poets who are not exponents of Communism.

(1) Socio-political Themes.

(2) Independence and its Aftermath.

(3) Communal Riots

(4) Writings on Peace and War.

(5) Other Specific Events.

(6) Writings on some Social Evils and Customs.
(7) Humorous and Satirical Themes.

(8) Historical and Allegorical Themes.

(9) Religion.

(10) 1965 Indo-Pak War Poetry.

(11) Psychological Themes.
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SOCIO-POLITICAL THEMES

Long before the éstablishment of the Progressive
Movement, the aged Josh Mali@’abadi, who is thought to be
the first Indian Socialist poé’c],' had been writing poems
about the peasants and working classes of India, expounding
his Socialist ideas. His anti-Imperialist and anti-

Capitalist feelings may be noticed in his poem entitled

Chala’e Ja Talwar (Lit. Go on fencing) composed in 1930.

Here é,re two couplets:

4-—/4.@3/_ 5/?/;//"‘;;4»/./7
oS LT ot o L aeff
P d"ﬁ’/{/a-/;f L"w/({//
I F ‘{5;‘«5 5@—{’(}4‘4‘—4“ yqus 2

In addition a number of his other poems including

WefSdaran-e-AzlI k& Payam,> Naujawan se Khitab,*

1. ChangezI. Islam Beg, ﬁggiyE:’I BedarI aur Urdu Shu‘ara,

lst. Ed., Adara-e-Anls Ifrdﬁ, AllahYabad, 1961, p.86 and 96.

2. Jogh MelIh'abadl. Harf-o-Hikayat, .  Kutub Khana

Taj Office, Bombay., (n.d), p.24.
3. Jogh MalTh!3badT. Ibid. pp.29-31.
4. Tbid p.65.
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Ex Tagabull reflect a similar attitude. In his

Naujawan se Khitab (Address to Youth) he advises the

young to prepare themselves for the social revolution:

/L«/,/L) WE g < B
S e M oos @ 550
S G

/ W, S s/ Koty = 2

The revolution about which Jogh MalTh!zbadl was
talking, became a vital source of inspiration for the

poets3

during the forties., Almost every poet has
repeatedly written about the social and political change.
The Progressive poets in particular have coupled this
change with Communist ideas. Some of the common symbols
used particularly by the Progressive poets are Ingilab

(Revolution), Rat (Night), Sahar or Surkh Sawers,

(Dawn or Red Dawn), Rah-Numa or Rahbar (Leader) and so on.

1. Ibid pp.l73-175.
2, Jogh MalTh?abadl, Ibid, p.65.
3. tA1Tm. Dr. ©Abdul, UrdT Adab ke Rujhinit, Sawers,

No. 12, Lahore, p.l148.
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Some of the titles of various poems written by the
prominent poets are given below to show the attitude of
the poets towards Communism.

Karl Marx,l Lenin ke Hazur mefi® (In the Honour of Lenin),
6

ChTn3 (China), Peking,% Moscow,’ Ruman se Inqgil3b tak

(From Love to Revolution), Inqiléb—e-ggin7 (The Chinese

Revolution), Nigdr-e-Chin®

(Portrait or Painting of China),

D§w5r~e-ggzn ke us p5r9 (Beyond the Rampart of China),

1. Josh MalIhdabadl. ¢Argh-o-Parsh, Kutub Khana, Taj office,

Bombay, 1944. pp. 185-190.
2, CArif ®Abdul MatIn. DIda-o0-Dil, op.cit., pp.l47-151.
3. Ibid., ppe. 139-141.

4. Faiz Ahmad Faiz. Dast-e-Tah-e-Sang, op.cit., De32.

5. Makhdum Muhaiy-ud-DIn. Gul-e-Tar, op.cit., p.13.

6. ¢A1T Sardar Ja®fri. Sawera, No. 5-6, op.cit., pp. 49-54,

7. KaifT AtzmI. Naya Adab, Vol. 11, No. 3, March, 1949,
Bombay, pe. 38.

8. RZhT. Agmad, Sawera, op. cit., p. 209,

9. MadnI. Hamid ®Aziz, Sawera, No. 4, op. cit., pp.106-107.
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‘quat—e—Asiar—Qginl (The Proud of Asia— China),

Ingilsb® (The Revolution), Inqilsb-e—Rus (The Russian

Revolution), Daranti 4 (The Sickle or the Reaping Hook),

Eulﬁ‘—e—IggjirékiyatS (Iit. The Dawn of Communism),

Buldwa © (The Call).

The consciousness of Westerm domination in the
Continent of Asia has found its beautiful expression in

a long poem entitled Iran men Ajnabi (Stranger in Iran)

by N.M. Rashid, a non—Communist,77who is known as a rebel

poet for his disregard of conventional Urdu verse-forms and

1. Ahmad Riyaz. Mauj-e-Khun, op.cit., pp.120-129.

2. Majaz Lakhnawi. SAhang, op.cit., pp. 58-61.

3. ZahIr KashoIrI. ‘Azmat-e-'Adam, lst. Bd., Naya Adara,
Lé'.hore, 1955 sy Do 320

4. Nadim, Ahmag, Qasmi. Shutla-e-Gul, op.cit., pp.63-64.

5. Sahir Ludhiyanwi. Talkhiyah, op.cit., pp.70-72.

60 Ibido, ppo 78—790

7. Rashid. N.M., Iran men Ajnabi, op. cit.,

See the preface by the poet himself, p.3l.
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also for his regular introduction of free-verse in Urdu

poetry.l Here are three hemistichs from Man-c~Salwa,

the sub-title to Iran mef Ajnabi:

Hpr e o P2y

2
P e € L el
. . L. 3
St Y S o

From my countxry to yours,

There is one and only one spider in whose snare

We, all Asians, are fluttering.

S21Tm Wahid SalTm goes further in one of his
ghazals in the condemmation of Capitalism which, he believes

is the source of all evils and he hopes firmly for the

1. Raghid. N.M., Mawara, op.cit., see the introduction

to this book by Krishn Chandar, a well known novelist
and short-story writer, p.8. Also p.29 and pp.31-32
of the preface written by the poet himself.

2. tAnkabUt (The Spider) stands here for the Western powers.

3. Rashid. N.M., Iran men Ajnabi, op.cit., p.40.
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Communist Revolution.

g o
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1

QatIl ShifalI expresses his feeling in a ghazal

in a symbolic manner.

S oFr L g d A
e d/’:‘yo“/.z/u”ﬁ/db— Lo s 2
One of the prominent members of the Progressive

Movement wrote once, "... we are not prepared to sacrifice
the two principles of Progressive Literature. Firstly,
Progressive Literature stands shoulder to shoulder with
the working classes and is their spokesman. The second
principle is, that social and class consciousness is the
predominant factor in human life. ILiterature to us,
basically, is the expression of this consciousness. What

is needed in the contemporary age, is ‘tooppose all those
1. Salim Wahid SelIm. Sawera, No. 7 - 8, Lahore, p.40.

2. QatIl Shifa'I, Rozan, op.cit., p.86.
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trends in literature which are in one way or another,
conflicting with these principles."l This consciousness
has been expressed by almost all the Progressive poets
with a varying degree of intellectual and emotional
approach. A few examples from various poets are being

quoted here.

ol et M = 515
/LJ/(,J.V él,ﬁl} j‘_)j;'/éf)/‘.’

Look! the Red Dawn is peeping through the horizon

Wake up O peasants, Get up O oppressed men.

/ .“1 Z -
L/U})/{‘r/i:dy/‘fu,‘s/%’u:'& z!
/wggéyu;/d/ﬁbrcgf‘2ﬂzfd}v

"z .S -
(/1‘7[:/~/’/4/__ YIS o) ) = 3

From today, my songs will emit nothing but fire
I shall decorate the veil of earth with red stars
From today O peasants, my songs are yours.

1. Mumtaz Husain, Taraqql Pasand Adab Kya hai, Sawera

Noe. 5-6, Opecite, DeT4e
2, Sghir Ludhiyanwi. Bulawa, Talkhiyan, op.cit., p.78.

3. Ibid. Mere GIt Tumhare haif pp.110-11l. See also his
Ahsés—e—Kamréﬁ)pp.107-109, ‘Ahang—e-lnqiléb’pp.152—154

and:qulﬁ(—e—lggtirékiyat, pp.70-72. All these poems

are included in his book Talkhiyan, op.cite,
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Let a new colour spring out from our songs and melodies

Let us, today, hoist the red flag over the literary world.
e UL yT b//‘;/u,é/é,wg;
. - > »"
-V ML G S L 2
I have to make the working classes, the master of the world.

I have to make the creation to sit by the side of the
creator.

Faiz A@mad Paiz, not only a prominent Urdu poet but
also the winner of the Lenin Peace Award feels strongly
about China.3 His feelings have found an allegorical

expression in his poem Peking. The opening couplet runs thus:

1. Jan Nisar Akhtar, Sawera,No.7—8, ODeCitey DPel3e

.See also Tarikh, included in Muntakhab Naqmeﬁ, 1946,

lst. BEd., Naya Adara ZILahore (n.d.), pp. 66-69.
2. Nadim, Ahmed, QasmI. Adab-o-Siyasat, Shufla-e~Gul,

ope.cit., p.l1l18.
3. Faiz Ahmad Faiz, Dast-e-Tah-e-Sang, op.cit., pp.9-14

(Speech delivered at Moscow on the occasion of the

Award ceremony).
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1
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I feel as if I have six hundred million friends

And my body has extended to the limits of the Universe
And ‘Arif “Abdul Matin pays his tribute to Lenin thus:
VAR E LRy o
s ATy 3
Ji b JF A LU
O great father, your sons have brought for you

The colourful flowers of respect.

Among the great number of pro-~Communist poems,

five are somewhat distinct. They are Asia Jag U§h54

(The Awakening of Asia), Ruman se Ingil3b tak”

1. The literal meaning of bazi is arm (human) in English,
but in Urdd it means also friends and brethren.

2. Faiz Ahmad Faiz. Ibid, p.32.

3. Arif *Abdul MatIn. Lenin ke Haziir mef, Dida-o-Dil,

Op. Cito [} pol4'70
4. A1 Sarddr Jatfri. Asia Jag Utha, 2nd. Ed., Maktaba-e-

Shahrah, DelhI, March, 1952, pp. 7-48.

5. ¢A1T Sardar Jaf¢fri. Sawera, No. 5-6, op.cit.,
pp. 49-54.
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(From Love to Revolution), Asia,™ Baghdad kI ek REt2

(A Night in Baghdsd) and Azmat-e-Asia —— Chin>

(The Proud of Asia——China). The first two are written
by *A1T Sardar Jaffri and the rest are composed by
'éahir KaghmirI, Ibn-e-Ingha and Ahmad Riyasz respectively.

In his poem Asia, ZahIr Kashmiri traces back the long

history of the suffering of Asia at the hands of various
Imperialists since the primitive ages. The poem is an
address to Asia itself. ©Some of its hemistichs run thus:
LR syl
bo g Y5> o b L a2
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(0, Asial) Your sons turned down the feudalistic
. code of conduct,

Your sons hanged the demon of Capitalism

e R mE M e G M WE SR e e G SmS M WEE ses M e e

Your sons enlivened the mind of peasant _
and worker from Pekin to Baghdad.

Asia - be proud of your fresh creation
Asia - be happy at the birth of the new man.

1. ZahTr KaghmIrI. ®Agmat-e-?Adam, op.cit., pp.l07-116.

2. Ibn-e-Ingsha. Sawera, No.5-6, op.cit., pp.36-43.
3. Ahmad Riyaz. Mauj-e-Khii, op.cit., pp.120-129,

4. ZahIr XashmIri. *Agmat-e-?Adam, op.cit. p.112 and p.116.
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tA1T Sardar Jatfri, an ardent member of the Progressive

Movement and a rather extremist anti-Capitalism in his

writings, puts the question.

At one
On the
At one
On the
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side there are lofty palaces

other, there are huts,

side, there is the dreadful shadow of night
other, the enlightening of the Red Sun.

Time has decided

Speak, whom do you side with today?

Similarly Ibn-e-Insha expresses his strong feelings

for Socialist ideas in his poem entitled Baghdad kI ek Rat

(A Night in Baghdad). The poem, which is composed in rather

1. tA1Y Sardar JatfrI. Ruman se Ingilab tak, Sawera,

Op. Cito 9 NO.5"‘"6, P]?. 52—53.




160

metaphorical language, is about the Middle East's

Imperialists. A few closing hemistichs are quoted below:

,a:/.“‘ Jglo /If/) ’/5’.’ !
b Lo £ e i1
L Lajodwyn s
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The breeze from Bukhara and SamarKand
Brings message of spring every morning,
And it whispers to every flower,

You can change the order of the rose-garden,
if you please.,

To find your lost paradise,

You will have to make communes in Egypt and Baghdad.

These poems have one thing in common; they are all
_ pro-Communist and at the same time equally anti-Imperialist

or anti-Capitalist. In addition, the genersl pattern of

1. Ibn-e-Insha, Sawera, No. 5-6, op.cit., p.43.
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these and hundreds of other poems, regarding themes,

sounds almost monotonous.l
An uncertainty about the future particularly of the

pre-Independence period also caused a kind of peevishness

among the poets. This has found its expression in a number

of poems. A stanza from a better known poem J Awara

l. See also the following poems which reflect
similar feelingse.

(i) ZahIr KashmIrI. Naya Munshfr, ‘Azmat—e-?Adem,

OPe. cit. pp.96—97.

(ii) Nadim, Ahmad, Qaemi. Zulm ke Khilaf larne Wale

Fankaron ke Nam, pp. 171-179 and Sahafiyon ke Nam,

pp.123-124, Shu*la-e-Gul, op.cit.

(1iii) QatIl Shifa*I. Mera Qalam, Gajar, IIIrd Ed.,

Naya Adara , Lahore, 1962, pp.86-87.

(iv) Pardz. Ahmad, Afreshiya?i Adibon ke Nam,

Dard nggob, op.cit., pp.237-239.

(v) Majaz Lakhnawi. Sarmaya Dari, pp.94-95, Ingilab

ppo 58-61, J.Kha-n.g, OPoCito
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(The Wanderer) by Majaz Lakhnawi is quoted below.

S b g e W STy S
— S b
U Kor L ¢ Qi S B
w%Qfoy,44‘LM/@/dag‘¢;

1

A pale moon has arisen from the corner of a palace,

It looks like a tiara of a priest (or an account)
book of a vendor,

(Or) like the youth of an insolvent (or) the youth
of a widow,

0, my condoling (and) lamented heart, what should I do!

Majid Amjad's Bus Stand par (At the Bus Stand) is,

perhaps, one of his best poems that expresses his irritated
feelings with a greater intensity. A few closing
hemistichs along with their free rendering into English

are given here by way of illustration. The concluding
hemigtich reflects the true feelings of a frustrated mind.

It should be noted that the poet is waiting for the bus and

1. Majaz LakhnawI. ¥Ahang op.cit., pp.92-93.
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at the same time dreaming about his fantasies.
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One day, the present system will change,

A new beautiful world will be born,

There will be candles in the bed-chamber and
spring in the rose-garden.

But when will that long-looked-for-spring come,

When will that everlasting spring come

When will this long-awaited bus number 9 come.

Mustafa 2idi's Nau Roz® (New Year's Day) and Dasahr§,3

1. Majid Amjad. Shab-e-Rafta, op.cit. p.112,

2. Mustafa Zaidil. §gahr—e-9igur, op.cit., pp.40-48.

3. Ibid pp.79-83.
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a Hindu religious festival, reflect more or less
similar feelings.

Perhaps the most striking feature in particular of
Progressive poetry is the change in the poet's attitude
that is reflected in the change of emphasis from the
hackneyed notion of love to the outer world of crucial
realities. Never before in the whole history of Urdu
poetry has such an occasion arisen when the poet showed a
sort of indifference to his beloved, not because he did
not have a tender corner in his heart but because he was
busy in fighting against the torments of the age and thus

it was not possible to think of love anymore.t

Now why has
the centre of gravity changed from "love to reality"?

One of the reasons is, perhaps, the acquaintance with
Marxist and Western ideas that made the poets look at

their society and its problems from a different point of
view. The sufferings of love were no more personal, but,
along with other miseries of the masses, were deemed to be

caused by the prevalent socio-political and economic system,

Hence the poets tell us through their poetry that unless the

1. See Wazir ?Xgha. Dr., Anjumad kI €k Misal— Faiz,

Nazm-e-JadId kI Karwated, Adabl Duniya, Lahore, (n.d.)

pp.108-111.



165

present order is changed, the inflictions of love will
continue. Therefore all efforts should be directed
towards the achievement of a satisying system.

These feelings have found thelr expression in two

terms namely the Gham-e~Janaf © and Gham-e~Dauran,

coupled with another aspect, the Sahar.S Gham-e-Janaf

means pains caused by love while Gham-e-Dauran expresses

worldly 4 afflictions. One of the contributions of poetry

of the last thirty years is that it has combined both

Gham-e~Janan and Gham-e-Daurail in a most delightful and
5

fresh manner.

This characteristic duality of Gham-e-Janan and

1. Gham means grief and Janan means beloved.

2. Dauran stands both for the time and Universe.

3. Sahar ( 4 ) the dawn, morn etc. Poets symbolise

their fantasies about the future with this word.,
4, See reference No. 2.

5. WazIr JAghi. Dr., op.cit. pp.108-111,
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Gham~e~Daurafl was introduced by Faiz Ahmad Faiz during

the thirties,T Mujh se PahlI sI Muhabbat MerI Mashbub na Mang

(Love, do not ask for my old love again), a poem by Faiz is
the first poem of its kind ever written in Urdu poetry.2
It was this poem, although not a masterpiece, much discussed,
that combined as well as marked the turning point from

Gham-e-Janan to ggam—e—DaurEﬁ.3 The whole of it is quoted below.

yZ 2
~/fl?~rz/cax~:ef<r'oﬁ;¢¢/f
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1. Faiz Ahmad Faiz. Dast-e-Tah-e-Sang op.cit., p.20 (Preface)

See also WazIr JAgha. Dr., op.cit., pp.108-110.
2, WazIr JAghs. Dr., Ibid, pp.108-110,

3. Ibid pp.108-110. See also Faiz Ahmad Fai§, op.cit.,
p.20 (preface).
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Love, do not ask for my old love again,

Once I thought life, because you lived, a prize__
The time's pains nothing, you alone were painj
Your beauty kept earth's springtimes from decay,
All the round globe held only your two eyes,

And if I won you fate would be subdued.

It was not true, all this, but only wishing.

Our age knows other torments than of love,

1. Faiz Ahmad Faiz. Naggh-e-FaryadI, op.cit., pp.67-69.
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And other raptures than a fond embrace.

The dark curse of uncounted centuries,

Inwoven with all their satins, silks, gold lace...

Men's bodies sold in street and market-place,

Bodies that caked grime fouls and thick blood smears—
Flesh issuing from the cauldrons of disease

With festered sores dripping corruption,—- these

Sights haunt me too, and will not be wiped outb;

Not be wiped out, though your looks catch the heart still.

This age knows other torments than of love,
And other raptures than a fond embrace.

Love, do not ask me for that love again. 1

In addition, his many other better known poems

2 -
such as RaqIb se (To the Rival), Chand Roz aur MerI Jan 3

l. This translation is quoted here with the kind

permission of Dr. V.G. Kiernan from his Poems by Faiz,

People's Publishing House, Anarkall Lahore,1962, p.22.

2, Faiz Ahmad Faiz. Naqgn—e—FaryédE, opecite, DPD.T76-T79.

3. Ibid. pp.8T7-89.
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1

(Poetry's Theme),MulEqé'.t2 (The Visit), Do ‘Iggq3 (Two Loves)

are more or less similar in feelings.

number of poets during the last twenty five years or so.

4.

This new pattern has been widely imitated by a great

Ibid.

4

pvo 104"107 °

Falz Ahmad Falz. Zindan Nama Maktaba—eAKarwan,
Lihore (n.d ) pp 93-98.

Paiz Ahmad Faig. Dast-e-Saba, op. citey, Pp.60=65,

See also the following poems:

(a)

(p)

(e)

Raghid. N.M., Mawara, op.cit. (i) Maifi use Wagif-

e-Ulfat na Karun (I must not let Her know about Love),

ppe 33-34. (ii) SipahI (The Soldier), pp.80-82.
(iii) ZanjIr (The Chain) pp.110-11l.
417 Sarddr JatfrI. TumhsrT ?Afkhen (Your Eyes),

Sawera, No. 12, Lahore, pp.20-22.

Incidentally, QatIl Shifa'I. Gajar, op.cit, has a
ghazal ,p.80 with radIf (Rhyme) Ai Gham-e-Janan ai

Gham-e-Dauran whose opening couplet is

U/;)(fél ‘ubb’f‘él cuk”dn/L-/a/

(J/;Jfévf ‘ Ubla(éd—l 4(]),/;1954‘0‘///
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A considerable part of the poetry of SE@ir Ludhiyanwi,
Majaz Lakhnawi, Jan Niﬁﬁr Akhtar is largely an echo of Faig.l
One thing which will strike even a casual reader, in particular
of Progressive poetry, is the poet's deep interest in his
environmental studies rather than his sweetheart. SE@ir

Ludhiyanwl, apparently imitating Faiz, consoles his beloved thus:

Lapem—Lies
N PN

As it may have been noticed, the general atmosphere of
many preceding poems points to a feeling of optimism. This
optimistic outlook, typical of Progressive poetry, has found

its expression in some other terms namely the Sahar

(The Dawn), Tuluf-e-Sahar (The Dawn of Day) and Subh

(The Morn). The poets hope that one day a new Sehar will

come which will, then, free mankind from miseries. Obviously
it sounds like a Utopian dream. Some poems carry titles like

3 4
Tuluf-e-Sahar” (The Dawn of Day), Kh wab-e-Sghar

I.Wazir’ﬂggﬁ. op. cit.pII0.
2 ., SBhir LudhiyZnwf. KisI ko Ud%s dekh kar, Talkhiyan ,

op.cite., Ps32.

3. Ahmad Riyég. Mauj-efggﬁﬁ,op.cit., P.130.

4e Majaz Tekhnawi, ?Ahang, ops cit. pp.107-108.
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(Dream of the Dawn), Subh-e-?Ezadl L (Freedom's Dawn),

=2 -
Phir Subh ho gi (It will Dawn), Ummid 3 (Hope) and so on.*

Now to lessen the distance between today and the remote

Sahar, the poet even invites his beloved, not to make love,

but to stand shoulder to shoulder against the outside miseries.

Here is a couplet from Ahmad Riyaz:

>
b - o .
U//U"f(f{d“(&!éd/‘
g5 0 A “ z ¥
szf)v’¢&1“42/ Z u2r ot
_ 5
Majaz Lakhnawl snd tArif fAbdul Matin also share the

same feelings. A couplet by the former runs thus:

ﬂvic‘;:—*?df’/dé Lty
B feh S JoT o1 F 6

1. Faiz Ahmad Faiz. Dast-e-Saba, op.cit. pp.26-29.

2. Sahir Ludhiyanwi. Phir Subh ho gi, lst. Ed., Lark
Publishers, KarachI, December, 1961, pp.56-61.

3. Yusuf Zafar. Harim-e-Watan, lst. Ed., Barg & Co.

Mall Road, Lahore,1961, pp.56-58.
4. Jamil Malik. Tuli'-e-Farda , Gogha-e-Adab, Lahore 1962,

has even named Tultif-e-Farda (The Dawn of Tomorrow) to

his new book of poemns.

5. Ahmed RiyBz. DIp se Dip Jale, Mauj-e-Khin, op.cit., p.92.

6. Majaz LakhnawI. Naujawsn Khatin se, ‘Ahang, op.cit., p.88.
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And fArif has this to say to his beloved:

cﬁ?¢;‘L€LfQ¢?Qjty{lfzbf‘jz,/Q-

FNS o ope i ig ] el
1

In addition, the conception of Sahar (The Dawn) is

also associated with the Independence Movement. In fact,
before the Partition of India in 1947, the Independence and

Sa@ar were considered to be the same thing. But, Partition

sounded the death-knell of this illusion.

THE INDEPENDENCE AND ITS AFTERMATH.

One of the characteristics of the twentieth century
is the general consciousness for freedom both in and outside
the sub-Continent of India and Pakistan. The Progressive
Movement, through its literary activities, was intended to
oust the British and subsequently to see the enforcement of
Socialist Principles in their place. But after the Partition,

the two leading political parties, namely the Indian National

Congress in India and the Muslim League in Pakistan came into

power. After the Independence, with its long history of

1. (Arif ®Abdul Matin. Nihan Nihah bhi, ¢Ayahn ‘Ayah bhi,

DIda-o0-Dil, op.cit. p.190.
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exertion and heroic sufferings they strongly opposed the
Communist ’cendencies'.:l The arrest of a number of prominent
poets and writers both in Indis and Pakistan, during the
closing forties and early fifties, sheds more light on this
point.2 Faig A@mad Fai§ expressed his feelings towards this

arrest in a git% which is quoted below.

AT AP e
Lol d 3 oo ot L
o5 ST Py i o
Lo B

If ink and pen are torn from me, shall I

Who have dipped my hand in my heart's blood complain-
Or if they seal my tongue, when I have put

A tongue in every round link of my chain? 4

1. Sawera,No.5-6,o0p.cit., p.8, No.7-8,0p.cit., pp.7-8, No.l2,
op.cit., p.5, editorials. This magazine, an exponent of
Communist ideas was also banned for some time by the
Govermment of Pakistan in the early years after the
Independence.

2. Changezl. Islam Beg, ﬁggiya’i Bedari aur Urdu Shu'ara,
op.cit. pp.1l41-142,

(8%
Y H

LudhlyanWL. JAwaz—e—‘Kdam, Talkhiyad, op.cit. pp.159-160,

4. Xiernan, Dr. V.G. Poems by Faiz, op.cit. Pe39.

Fa14 Ahmad Falz Dast—e—Saba, op.cite., pe.15. See also Sahlr
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In fact, the Independence, to the Progressive poets,
meant only the passing of power from one Imperialist to
enother.™ ﬁghir Kéggmfrz,an ardent Progressive poet, went
as far as calling both the Partition and the Independence,
a political fraud played by the British and Indo-PakistanT
Imperialists with the Indian people;2 He even wrote that
the Communal Riots were the result of a British conspiracy
against the people of the sub-Continent of India and
PEkistdn.> These feelings have found their expression in a

ghazal by Qaiyum Nagar. One of the couplets runs thus:

s, =~ . -
Q?f*{ﬁfﬁ74{7C{E/!'SM"UfA“’5?
/u}’)L‘E’OfL’{'I;’U%ZK/// 4

Hundreds of poems on 4AzadI (Independence) and

Fareb-e—1Az3dI (Pseudo-Independence) reflect this attitude.

1. ZahIr KaghmIrI. 48 ka Shi®rl Adab, an article written

on Urdd poetry of 1948. Sawera, No.5-6 op.cit., pp.90-Ol.

2. ZahIr Kagshmirl, Ibid, p.91.

3. ZabIr K3shmIrI. Adeb aur Fasadat, Sawera,

OpeCitey Noe 4y DPeT5e

4, Qaiyum Nazar. Suwaida ,1st. Ed., Gosha-e-Adab, Lahore,
August, 1954, p.ll4.



175

The dominant themes had been at least for a couple of years

after the Independence Fareb-e-?Az3dI (Pseudo-Independence)

and Communeal riots -~ though the former continued to be
harped on for some more years to come.,

To begin with the aspect of Fareb—eaJKzédi, an excerpt

from a frequently quoted poem entitled Subh-e~*Azzdi

(August 1947) (Freedom's Dawn (August 1947) ) by Fai%

A@mad Faig follows, after a comment on this poem by
Dr. V.G. Kiernan, who selected some of Faig's poems and
translated them into English. "This is the most outstanding
of a number of poems by Pékistaﬁi writers on the theme of
disillusionment with their new State, or at least with the
shape that it was being given by its Muslim League
government after the enormous price in bloocdshed that was
paid for its creation in August 194-7."l Four opening and
eleven concluding hemistichs out of a total of twenty five
are being quoted.

/af)/._.,‘:id Yol £15 815
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1. Kiernan. Dr. V.G. Poems by Paiz, op.cit. p.79.
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This leprous daylight, dawn night's fangs have mangled,
__This is not that long-looked-for break of day,

Not that clear dawn in quest of which our comrades

Set outym = - - - - . e m e e D m m f - - - - - -

But now, word goes, day's first faint birth from darkness
Is finished, and wandering feet stand at their goal;

Our leaders' ways are altering; festive looks

Are now in fashion, discontent reproved.

Yet still no physic offered to unslaked eye

Or fevered heart or soul works any cure.

Where did that sweet breeze blow from, then _where has it
Gone, and the roadside lamp not flickered once?

Night's heaviness is unlessened yet, the hour

Of mind and spirit's ransom has not struck.

Let us go on, our goal is not yet reached. 2

1., Faig Ahmad Faiz. Dast-e-$aba, op.cit. pp.26 and 28-29.

2. Kiernan. Dr. V.G., op.cit. pp.41-42.
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Indeed, a large number of poets including Maggﬁﬁm
Mubaiy-ud-Din, Akhtar-ul-Indn,? Zahir KaghmIri,> Mejaz

Lakhnawi,*t ¢A1I Sardar Jaffri? Sahir Ludhiyanwl,®

Ahmad Nadim
QEsmI,7 thirif CAbdul MatIn® share similar feelings.

Ahnad Nedim Qasmi and ZahIr Kaghmiri express their
disillusionment in their ghagzals thus:

7
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1. Makhdim Muhaiy-ud-DIn. Chadd Taron ka Ban, Gul~e-Tar,
op.cit., pé.21-23}

2, Aggtar—ul—fmén. 15th August, Tarik Saiyara, lst. Ed., Naya
Adara Lzhore,(n.d.) pp.90-91.

3. Zahir Kaghmiri. Kh wab-e-Sahar, ‘Agma’c—ezzdam,op.cit.,pp.78—79.

4. Uaj3z LekhnawI. Pehld Jashn-e-'Azadl, ?Ahang, op.cit.
Pp.148-149.

5. €A1Y Sardar Ja'fri. Khun kI Lakir, Saweré’No.ét opecit.,
PP.93-97.

6. Sahir Iudhiyanwi. Mufghamat, Talkhiyah, op.cit., pp.139-140.

Te Nadim,A@mad,Qésmi. Eulﬁ‘, Sh8*la~e-Gul, op.cit., pp.41-43.

8., tArif ®Abdul MatIn. 15th August, Dida-o-Dil, op.cit.,pp.112-113.

9. NadIm,Ahmad,Qasmi. op.cit. p.194. The whole ghazal is
saturated with these feelings. -
10. ZahIr KashmirI. op.cit, p.88. See also his ghazals on

p.84— and 100,
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COMMUNAL RIOTS

Immediately after the Partition, Communal Riots started
on a colossal scale, in which thousands of innocent people
were slaughfered on hboth sides of the boundary—line.1
Furthermore, the migration of millions of refugees from
both sides and their subsequent rehabilitation, not only
created a greater social and economic problem but also
became a headache for both the Indo-Pakistanl governments.

There is, a long list of poets who expressed their
deep feelings of contempt towards this human massacre.
Almost all the poems are highly saturated with emotional
feelings. Ahmad NadTm Qasml shows his indignation in his

poem entitled JAz3dI Ke Bafd (After the Independence).

Je a’bi‘f-" U;’)’/ U?}/
e UK 5 S
 Gred Lyl
g udts B

1. According to the "estimation" of Zahlr KashmirT.
Adab aur Fasadat, Sawera, No.4 op.01t., p.78, more

than one million people died through the tragedy of Riots.
2. NadIm, Ahmad,QasmI. Shu‘la-e-Gul, op.cit., p.49.

O A de e e | e R Mk Skl N elmoke A chahle W lhinbe A dd LY Ml SIS Ll P e S Y WPV v vy prww v -
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4. A1 Sardar JaffrI. EKhun KI LakIr, Sawera, No.4 op.cit.,p.94.
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war which would totally annihilate this planet.

chLf'@¥céf/lo;éf.///ﬂ
2 N
/ . . P4
L/b/ﬂﬁiag,/vag;r’fu7cr{;/Z;CL}f.;4/,€ 1
And this time, there will be those weapons,

Which will turn the lands as well as seas into ashes.

In addition, Qaiyum Nazar's Chamj_2 (Jingle of a
small bell or an Anklet), €AlY Sardar JaffrI's Na’I

Duniya Ko Salam 3 (Compliment to the New Worid),
Mukhtir SiddIqI's $AkhrI Bit 4 (The Last Word),

Tbn-e-Insha's Amn K& *AkhrT Din’ (The Last Day of Peace),

1. Mustafs Zaidl. Shehr-edAzur, op.cit., p.67.
2. Qaiyum Nazar. Suwaida, op.cit. pp.67-T4.

3. 41T Sardar Ja‘frI. Na!i Duniys Xo Selam, lst Ed.,
Kutub Publishers Ltd., Bombay, May, 1947.

4. Mukhtar §idquI. Manzil-e-Shab, op.cit., pp.41-43.

5. Ibn-e~-Insha. This poem is included in Chand Nagar, a
book of poems by Ibn-e-Insha. Unfortunately, the book
is not available in England, but the poet himself has
sent this poem to me through Mr, Shahid Shaida'l,
HabIb Bank, Lahore, Pakistan, for the study.
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Himayat ¢Ali Sha‘ir's Bengal se Korea takl (From Bengal

to Korea) reflect similar feelings.

OTHER SPECIFIC EVENTS

Various events, political or otherwise,have also
engaged some of the poets. Strictly speaking, poems
written about various events, mostly ephemeral in nature
which happened both in and outside the sub-Continent of
India and Pakistan, are no more than a spontaneous
expression of feelings and emotions. Some of the events
which have been dealt with by the poets may, in brief,
be mentioned here:

l. The Famine of Bengal during the Second World War.z

2. Dissolution of the Simla Conference: The Conference
which ultimately failed in its aims, was called in
by the British Government and Indian political
leaders in 1946 to discuss the future of India,-

1. Himayat ‘A1l Shafir. JAgmed Phill, lst.Ed., Halga-e-Arbab-

e-Shutur, KarachY, 1956, pp.143-192.

2. Jigar Murad?abadl. Qa?ﬁre-BengEl, 3 Atish-e-Gul,
op.cit, pp.154-155. See also Sggir iﬁEEE;ZEEIT_gggggg,
Talkhiyan, op.cit. pp.84-85.

3. Sagir Ludhiyanwi. Phir WohI Kunj-e-Qafas.....«,
Talkhiydh Ibid, pp.120-122.
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3

4.
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3. The mutiny of Indian Sailors: The mutinylwas started
under the command of the communist par’by2 against the
British Government. It continued for three days from
21lst to 23rd of February, 1946 at Bombay and cost a
number of lives both of sailors and civilians.3

_— = 4
4. The assassination of Mahatama Gandhi on January 30 ,1948.

This incident is generslly remembered as "the mutiny
of sailors." See Changezi. Islam Beg,'iggiyEPI Bedar
aur Urdd Shufara op.cit., pp.133-135. See also‘gﬁyir
Tudniyanwi. Talkhiyan , 0p.cit., p.135.

ChangezI . Islam Beg, op.cit, p.133.

Sahir Imdbiyanwl kK Ye kis Ka Lahu hai, op.cit., pp.135-138.

Also see ‘AlY Sardar Ja‘fri's Malldhon KI Baghawat,

guoted in ggangezi.lslam Beg, op.cit. pp.134-135.

(1) tArif ‘Abdul MatIn, 30th Janusry, op.cit, pp.119-120.
(ii) Maj8z Lekhnawl, Saniha, op.cit., pp.156-157

(111) Munib-ur-Rahman, Mahatema Gandhi Ki Maut par,

Bihtarin Nazmen, 1948, op.cit., pp.104-108,
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5. The arrest of Pakistanl and Indian poets and writers.

6. One Unit: On 14th Oct., 1955,° the Pakistanl
Provinces, Panjab, Sindh, Balochistan and
North West Frontier Province (N.W.F.P.) along with
various other States were united as a province of
West Pakistan. This provided a happy occasion for
3

some poets.

1. (1)  Faiz Ahmad Faiz. Mat@‘-e-Lauh-o-Qalam,

Dast-e—§ab§, op. cit., pp. 30-31l.

(i1)  NadIm, Ahmad Q@smI. Zindad, Shufla-e-Gul,
op. cit., pp. 121-122 ” *

(1i1) Sghir Iudhiyanwi. )Awaz-e-'Adam, Talkhiyah,
op. cit., pp. 159-160.

2. The information about this date is taken from
Mah~e-Nau, a monthly magazine, Vol.8, No.8,
November, 1955, Ittihdd No. ed. Rafiq Khawar,
Karachl, p.7 and p.13.
3. (1) Ra*Ts Amrohawl. fAhd-e-Nau, Mah—e—Nau ,Ibid, De9.
(i1) HafIz HoshiyarpurI. Yak Reng-o-Ham Ahang,
Mah—e-Nau.,Ibld,p.B.

(1ii) Mahshar Badayuni. TanzIm-o-Ta‘mir, Mah-e-Nau,
Ibid, p.10.
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WRITINGS ON SOME SOCIAL EVILS AND CUSTOMS.

The poets have also written on those social customs
and evils which do not conform with their view of social
morality. In this section, some of the poems, written on

various customs, caste-system, prostitution are discussed.

(a) QatIl Shifa'T, a distinguished poet and a successful
film-song writer; published a book of poems entitled
Mutriba 1 (The Pemale Minstrel). The book, comprising
thirty poems written about prostitutes, won a literaxy
award in the same year. 2 This is probably the first
"poetry book" ever written on this subject in Urdu poetry.
Apart from this book, QatIl Shifa!I has a few more poems

on the same subject which are included in his other

1. QatIl Shifa*I. Mutriba, IIIrd Ed.,
Gogga—e—Adab, TL.ahore, May 1966.

2, 3Edamji Prize.
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1

poetic works. All the poems express various aspects of

this ulcerous part of the society.

Vutriba,® AL MerI J&n-e-Tarab - (0! My Beloved),

Nadika 4 (A female, well versed in dancing and singing)

Chakle 2 (The Brothels), Matsum 6 (Innocent), Tragedy,7

Farman Bardar °© (The Obedient) are some of the poems which

express rather cynical attitudes towards prostitution.

1. Some of his poetic works are:-

(i) Rozan, op. cit.

(11) Gajar, ope. cit.

(iii) Jaltarang )Maktaba—e—Jadid, Lahore, (n.d.)

2, Qatil Shifa’l, Mutriba, op.cit., pp.45-48
3. Ibid pp.33-35.

4., Ibid pp. 12-13.

5. Ibid pp. 10-11.

6., Ibid pp. 18-19.

7. Ibid p.lT7.

8. Ibid ppe 55=56,
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Let us see a stanza from his poem which carries
the same title as that of the book itself. In it the
poet sees moral degeneration as a result of economic

exploitation and so on.

A AL Z(;{J:Z,,{ ;,/; - u,;“:/
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In the following couplet, the poet goes as far
as identifying a prostitute with the House of God (temple,

church, mosque etc.) in the sense that the doors of these

1. Ibid p.4T.
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remain open for everyone. The couplet is an address

to a prostitute:

Z////A/Wu;;/‘/;".,b S

o <C;f%/2/af/; Q:éé.ﬁz'ﬂ;/ 1

If you don't mind, then I say; your doors have

Remained open for everyone like the doors of the
House of God.

On the whole, the poet has strong contemptuous
feelings both for prostitution and the causes of its
existence,

Sghir Ludhiyanwi has also a poem on this subject
entitled Chekle® (The Brothels). Makhmir Jalandharl

composed. Iggti‘§l3 (The Provocation) in 1944, a poem

which is comprised c¢f just over one hundred hemistichs

but lacks the characteristics of refined poetry. In the

1. Ibid, Ai MexI JEn-e-Tarab, Pe34e

2. Sahir Ludbiyanwi, Talkhiyan, op.cit, pp.59-62.

3. Makhmur Jalendhari, TalEHum , Op.cit., pp.28-37.
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poem, he criticises in an explanatory way, the traditional
social system which has imposed so many unnecessary
restrictions on women. In his opinion, brothels are the

direct outcome of our faulty society.,

(b) The discrimination among human beings on the basis of
caste and tribes in the Indo-PakistanI sub-Continent has
also motivated the poets to write.

Fikr Taunswi's Mahd GyanIt (The Supreme Lord or the

Great Philosopher), MajId Amjad's Khudd 2 (The God) and

Jarob Ka§g3 (The Scavenger), Majaz Lekhnewi's

Khana Badog_h_4 are some of the poems to mention.

Fikr Taufiswi has beautifully expressed his feelings in

his poem about the caste-system.

1. Fikr Teunswi. Hayule ,1st. Ed,, Maktaba-e-Urdi,

Lahore (n.d.), pp.23-24.

2. Majid Amjad. Sheb-e-Rafta, op.cit., pp.27-28.

3. Ibid, p.115.

4, Majaz Lakhnawi. JEhang, op.cit, pp.66-6T7.
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Some of the hemistichs are quoted here:
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(¢) Along with caste-discrimination, there was another
evil, namely the faith of the masses in the diabolical
tricksters who disguisedthemselves as holy-men. They
travelled from place to place or settled themselves down in

or around ecclesiastical places. Sacred places had become

1. Pikr Pautswi, Maha GyanT, Hayule, op.cit. pp.23-24.
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more or less the centres of their wicked activities. To
abolish this vice, the govermment of Pakistan took over the
administration of all the shrines and monasteries from the
original occupants who were using the income of these places
for their own pleasure. Despite this, the evil is still
present, though not so effective, in one form or another,
particularly in the remote parts of the country.

Josh MalTh’abadl describes a scene of a shrine where

women, usually, go for benedictions.
Z - - .
Y ped oy 7 S8 g2 4

i;%/f4i§r’4;ijg;f ;;<C;{§~’4/ 1

As soon as she turned her face after finishing her prayers,

The chaplet of beads slipped down from the hands of the
holyman.

Mekhmur JalandharI goes further to show the hypocrisy
of the so called holymen who play with the honour of those

1. Jogh Malih'abadl. Fitna-e-Khangah, Harf-o-Hikayat,

ope.cit. p.l6e
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innocent women who go to them for blessings:

st L s 515 #ole

. “w oy
N—b ‘T'Uc—”;<{/‘“f Lo 1

The neighbouring Sadbus (holymen) are, indeed, dextrous

0, Manorma ! Your son is really handsome '

Bis _C_}gehre2 (Twenty Paces) is a poem composed in

1945 by Makhmur Jalandharl in his usuel descriptive way on
the general social order of society. It contains over five
hundred hemistichs and carries with it a lot of
characterisation of different people who more or less belong
to the lower classes, It is a rather second rate poem
regarding passion and lyricism but it gives a panoramic

view of the Indo-Pakistanl people, their habits, their ways

of life, their frustrations, their relations with each other.

1. MekhmUr Jalandhari. Wardan, Talitum, op.cit. p.55.

2. Makhmur Jalandhari. Talatum, Ibid . pp.63-108.
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HUMOROUS AND SATIRICAL THEMES

Humorous and satirical themes are not rare in Urdu
poetry. Sauda, Akbar Allah®abadl, ﬁarif Lakhnawi are
some of the mediaeval and earlier twentieth century poets
who are well known for their humorous and satirical poetry.

Since 1936, few more poets have emerged who have not
only continued the tradition but have also developed it
further in a fresh manner. Among them Shad “ArfI (1906 -
1964)%, saiyid Muhammad JaffrI (b.1911), Saiyid gami'r
Jaflfrl (b.1911) Zarif Jabalpuri (d.1964), Raja Mahdl
€A11 Khan (d.1966), Makhmir J3landharl are distinctive.
Then there are A.D. Azhar, Majid Lshauri, Fikr Taudswi,
Khalil-ur-Rehman Lfzmi (b.1930) and Mirz3 Mahmid Sarhadi
who have engaged themselves partly or completely with
such themes, |

This type of poetry which is more satirical and less
humorous but extremely sensual., deals mostly with the

traditional social customs that are still observed and

1. In BihtarIn Nazmen, 1943, the year of Shad CArfi's birth

is given as 1903. (ed.) Halga-e-Arbab-e-Zauq, Maktaba-e-
Urdu, Lahore (n.d.)
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various other day-to-day domestic problems, arising through
the influence of the Western way of life. It is interesting
to see that some of the themes, regarding domestic life,
virtually unsuitable for poetry, find their lively expression

in the hands of some of these poets.

(a) The poetry of Shad tArfT is right down to earth.
His Maghwara 1 (The Counsel) anad Bete kI Shadl 2 (The Son's

Marriage) express the common worries of parents arising from
the marriage problems of their children. Some of the

problems are, the search for a suitable bride or bridegroom,
right caste in some cases, religlous or creed differences,

and worst of all the dowry which the parents of the bride
usually have to provide. After the marriage, particularly

of the daughter, the parents may be left in a familiar
situation of financial embarrassment. These feelings have been

expressed by Shad tArfi in his Bete ki §g§d§ (The Son's Marriage).

1. ShAd “Arfi. Andher Nagri, 1lst. Ed., Nays Adara,
Lahore, 1967, pp.44-4T.

2. Ibid pp. 51-53,
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The concluding stanza is quoted:
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The joint-family system is perhaps the most striking
feature of the Indo-PakistanI society. The bridegroom,
usually, prefers to live with his parents after the marriage
and thus the conventional tussle between the bride and her
mother—in—law‘creates awkward domestic scenes.

Shad ‘Arfi's S3s 2 (The Mother-in-law), Sas Bahii -
(Mother-in—la;—;nd the Bride) and some other poems are
shrewd depictions of such situations.

R3ja MahdI ‘Al Eh@n's poetry, though inferior in
quality, deals almost entirely both with domestic life and

hackneyed social customs. He tends to be more humorous and

less satirical. Ek chihlum par (On the Fortieth Day of

Mourning) is a poem which describes the ceremonial occasion

1. Ibid p.53.
2. Ibid, Pp.T73-T5.
3. Ibid, pp.70-72,
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of a deceased person after the traditional forty days.

The ceremony usually turns out to be very expensive if the
deceased was an old man or the head of the family. The
poem carries a good deal of truth about the hypocrisy and
formal ostentatiousness of the mourners and the poet has
created a lot of humour, out of this serious ceremony. The

following stanza represents a "specimen of mourning" over

the ceremonial meal.,
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1. R3j3 Mahal €A1l Khan. Muntekhab Nazmen, 1944,

(ed.) AdEra-e-Adab-—e-—Lat}ff, Maktaba-e-Urdu,
Lahore, (n.d.)s p.85.



199

Whenever he (the deceased) comes to our street,
May God bless him, he would visit us.

They have used impure butter in pulato (the fancy salty rice)

O, God! look after my throat!

Ask thé bride, not to mourn so much.

It is simply useless now.

Hey! you have three pieces of meat in your curry,

Whaf bad luck, I have only a skinny piece.

(b) The general dissatisfaction of the working class towards
soaring prices, is expressed by Makhmur Jalandhari in his

two poems entitled Dhobin A1 (The Washerwoman came) and

chi Mago®iyan 2 (The Rumours). The language used in the

former is colloquial which is typical of the lower classes.

One couplet is quoted below as a specimen:

Z}TQ‘;!{/ W//L Pl e
s . . A
J¥ Ly Ji”f”ddg‘Ll’uﬁjﬁz 3

Babu! it is not the Independence, it is waste,
The Congress (The Ruling Party of India) and the
vendors are one and the same.

1. Makhmur Jalandhari. Sawera, No,13-14 Lahore (n.d)pp.252-255.

2, Makhmir JalandharY., Sawera, No.12 op.cit., pp.16-18,
3¢ Makhmur JalandharI. Sawera, No.l13-14 op.cit., p.254.
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Mirza Ma@mﬁd Sar@adf, a poet of lesser fame, has a
very typical sense of humour and satire, In his following

qiﬁ‘a, entitled Pay Commission, he looks at a meagre rise in

wages of the lower grade employees, living practically from

hand to mouth, in his usual ironical way.

S 2 Z .
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At last the prosperous days have come for the poor,
Now they will, too, wrap themself in shawls,

FPor, the "Pay Commission", in an ecstatic gesture
has suddenly increased
Their wages by two rupees.

gg@lzl—ur—Rangn K‘§mi has also composed few poems

on various satirical and humorous aspects. His

1. Mirza Ma@mﬁd SargadI. Na'i Qadreh, vol, 15, No.3-4, 1965
Haidar’b3d (Pakistdn), ps5L.
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Shahr Jiggobl (A poem on a Ruined City) reminds one of the

famous §Qéhr nggobs written by the mediaeval poets like
2 and uIr Tagl uir.3

those of Saudi

HISTORICAL AND ATLLEGORICAL THEMES

Historical themes are, too, not rare in Urdu poetry.
The last century's monumental poetic works such as maggiyas

(maragi, the pluial of marsiya) of AnIs and Dabir,

Madd-o-Jazr-e-Islam or generally known as Musaddas-e-Hall

1. ggglIldur—Rangn AtzmT, Adab-e-LaEEf, jubilee No. Vol.63,

No. 2-3, 1963, pp. 242-245. See also his Tagkira-e-

Shufara-e-Urdd and Naqd Nama, Saughat, No.5, op.cit.,

pp. 53-55 and pp.56-57 respectively.

2, Saudd. Mirza Muhammad Rafi$ Mukhemmas Shahr ?Ashob,

Kulliyat-e-Sauda, Vol. 1, Naul Kighor, 1932, Lucknow,

Pp.367-371.

3. Mir Taql MIr. Mukhammas dar Shahr Ka Ma Hasb-e-Hal Khwud,

and Mukhammas dar Hal Laghkar, Kulliyat-e-Mir,
Naul Kighor Lucknow, 1941, pp.950-951 and 952-954

respectively.



202

by gElI and Shahnama-e-Islam composed by Abu-ul-Asar Hafiz

Jalandharl in the twenties and thirties are some examples
to show the trend. These works have one thing in common.
They all deal with the past glories of Islam in its various
historical aspects.

Similarly allegorical and supernatural themes, mostly
in the form of maﬁnawis, are considerable in number in Urdu

poetry, and magnawz Sihr-ul-Bayan (Sorcery of Eloquence)

is certainly distinctive.

But since 1936, in particular after the Partition, a
new change has also occurred in the traditional pattern of
such themes. The change, though not widespread, is

perceptible. Speaking in general, this change seems to be an

attempt to transfer or at least to familiarise Urdu poetry
with ancient mythical events, fables, characters and so on,
borrowed from the world Mythology.

Two poets, who stand distinct in this particular field
are ‘Abdul ‘AzIz Khalid (b.1927) and Jalfar-Tahir. Khalid,
though a comparatively young poet, has published up to now

more than a dozen poetry books that include some originals
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as well as some translations.t

His main subjects and
themes usually come from Greek Mythology, and the 0ld and

New Testaments. Bahar-e-be ggizaﬁz (Autumnless Spring),

a poem, is about the world famous story of Samson and Delilah.,

Surud-e-Rafta, a book of poems, is a translation of lyrics

composed by Sappho, the pre-Christ Greek poetess.

A few hemistichs taken at random from his

Bahar-e-~be Khizan are quoted below by way of illustration,

This is a scene when the blind Samson is prisoned and

1. Some of his poetry books are:
(i)  SalomI (ii) Ghazal-ul-Ghazlat

(iii) Dukkan-e-Shisha Garan (iv) Zar-e-Dagh-e-Dil

(v) ZenjTr-e-Ram-e-’Ahu.

2. Abaul “AzIz Khalid. AdabI Duniya, daur-e~panjum, No.6,

Special’No. Lahore, pp.ll3-128. See also his
Surab (The Mirage), SIp, No.3, quarterly, Karaghi,pp.280-286.
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Delilah comes to console him. The dialogues are thus:
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1. ¢Abdul €AzIz Khalid. Adabl Duniya, Special No.,
daur-e~panjam, No.6, op.cit., pps120-122,




205

Jatfar Tahir has followed a similar pattern.1
His Helen of Troy,> Yiunand (Greece), ggin-Sipahr-e-ggaharam4

—

(China - the fourth Sphere), Cupid aur Psyche5 (Cupid and

Psyche) and Mufjiza—e-Fan® (The Miracle of Art) are some

of his best known poems. The last two works, each comprising
well over one thousand hemistichs, are a kind of poetic drama

composed in various combined poetic forms. Muljiza —e-Fan

is written about Pygmalion, the ancient Greek sculptor

and his miraculous work.

1. He has also published his book entitled, Haft Kigshwar,

Guild Publishing House, Karachl, July, 1962,

2. Ja(farvgéhir. Sa@ifa, quarterly, No. 5, June, 1958,
Lahore, pp. 146-155,

3. Jalfar Tghir, Adab-e-Latif, annual No., Vol. 43, No. 2,

1957, Lzhore pp. 179-182.

4, Jatfar Tghir. Auraq, Special No.3, vol.l, No.3, 1966,

LEhore, pp.44-52,

5., Jatfar @Ehir. §anga, quarterly No.3, Dec., 1957,
Lahore, pp. 222-271.

6. Jalfar Tahir. Adabl Duniya, Special No., Vol.5, No. 7,

L;hore, Dp.60~106,
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A few other poets have also shown interest in this
field. The following poems are written more or less in a
metaphorical manner. Some of them refer to well known myths.
The rest deal either with our present day problems in an
allegorical fashion or express some imaginary themes. Some
of them are similar to poetic drama. Razl Tirmizi's

DEm—e-§gunidanl (The Snare of Hearing) and Besitin aur Hawg,2

Himdyat ‘417 Sha‘ir's Shikest kI JAwSz> (The voice of Defeat),

Khallq Ahmad Nagwi's Qaidl Prometheus® (Prometheus, the Prisoner)

1. Rezl TirmizI. Na*l Ta@rireﬁ, No. 4, Dec., 1956,

Izhore, pp. 258-291,

2. Ragi TirmizI, §a@Ifa, No. 5, June, 1958, op.cit,

Pp.177-187. Incidentally Besitun is the name of a
mountain in Iran which Farhad, a femous traditional )
lover, dug through at the command of his beloved, Shirim.

3. gimiyat tA1T shafir. Funtn, Special, daur-e-Jadid,

quarterly, 1-2, Vol. 1, No. 1-2 May-June,1965,
Lahore, pp. 134~156,

4, KhalTqg Ahmad Nagwi. Urdd Adab, Vol.2, No.2, April-June,1952,
CK1T7garh, pp.26-53. Qaidl Prometheus is a literal translation

in the form of prose of the original poem, written about the
well known character in Greek Mythology. The translator

has not given the source.




207

Nagir Kﬁqpi's Sur kI Chaya 1 (Shadow of Musical Note),

Ghalib A@mad's Dahlfé?(Threshold), Mukhtar SiddIqi's

Mu?injo Dro> and Thatha®, Mubrak Ahmad's Zam@ne CAdalat

Nehif 2 (Time is not a Judge) and Jilani Kamran's

Nagsh-e-Kaf-e-Pal (The Footprints) are some of the poems

to mention., Incidentally Mukhtar S5iddigql has also composed
six poems on the classical music of India and Pakistan,
which have failed to inspire the other poets.7

At this moment it is difficult to say anything definite

1. Nasir Kazmi. Sawera, No. 17-18 Lahore (n.d.), pp.259-320.

2., Ghalib Ahmad. BihtarIn ShatirI, 1965, Albayan, Lahore,

1966, ppc 80_960
3. Mukhtar $iddIqI, Manzil-e-Shab, op.cit. pp.107-116.

4. Ibid, pp. 117-122,

5, Mubarak Ahmad, Zamana tAd3lat Nahin, lst Ed.,

Na?I Matbu®at, Lahore, 1965, pp.85-100.

6. J113nT Kamran. Naqsh-e-Kaf-e-P&, lst. Ed.,

Maktaba-e~Jadld, Lahore, June, 1962, pp.l=49.

7. Mukhtar $iddiqI. Manzil-e-Shab, op.cit. pp. 69-86.
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about these attempts as they are still developing.

However these attempts do not look like experiments for
experiment's sake. But, leaving aside some of the poetic
works, one cannot help asking oneself why the Urdu poets

of our time are writing on such prehistoric themes, which

are not only unfamiliar to a great number of Indo-Pakistani
people, but about which the Urdu literary world itself

knows only a little. The real answer to this question is

not available but the speculation, offered below, is three-fold.

Firstly, it may be regarded as a sincere attempt to
enrich Urdu poetry with such themes and subjects which
were either rare or never dealt with before.

Secondly, the geographical obstacles are disappearing
in our time and thus the 0ld and new literature of one
country influences that of another. The modern printing
press has also performed a historical role in the spread of
knowledge.

And finally, it looks like a psychological problem:
it may be a retrospective reaction of the poets towards the
challenging crucial realities and miseries of today, and thus

an escape to the world of myths and fantasies.
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However, these experiments may create a favourable
atmosphere for drama which has never gained a firm ground
in the Indo-Pakistani sub-Continent, though many efforts
have been made by 4Aghd Haghr KaghmIrl and others. MNany
religious and cultural factors have deterred the development

of drama in the past.l

RELIGION

Ridiculing religion has never been a new theme in Urdu
poetry. Iqbal and his predecessors, occasionally wrote on
various aspects of religion in a slightly humorous and
sometimes satirical way.

Indo-Pakistanl society has still retained some
characteristics of mediaeval society, such as its fanatical

preoccupation with religion.2

Perhaps a complete breakaway
from religion in this society is not an easy task. However a
somewhat repugnant attitude towards religious fanaticism which
is coupled with so many other things in a rather disorderly

manner, may be found in some of the poets,

1, Sadig. M., op.cit. pp.393-399. See also ®Abdullah.

Dr. Saiyid Muhammad, Adabl Masa*il, an article published

in Nairang-e-Khayal, monthly, Lahore, Feb.,1966, pp.l2-13,

2. Sadiq. M., op.cit. p.407.
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Firstly it seems to be due to the influence of Marxist
ideas that tend to outdate religion. Secondly, it is, perhaps,
a sheer reaction of the poets against the religious
fanaticism of the masses.T And lastly, the general
consciousness that appears to have made the poets and
intellectuals more sensitive and frustrated, may be responsible
for this attitude. They think of religion as a stumbling-
block on the path of progress.

Piraq Gorakhpurl, has wisely analysed the Indian mind

in his poem entitled Zindan-e-Hind (India — a Prison). The

second and third couplets are quoted:

d/ﬂ‘i'uju.‘%u}“.f; JrsE b
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The mind and heart are shackled, here, by religion
The fetters of the past are coiled round the neck

The wrists are chained by primitive customs
The humpbacked has the hard punishment of centuries.

1. Mustafa ZaidI. RoghnI, IInd. Ed., Maktaba-e-Adab-e-Jadld,
Lahore (n.d.), p.i4 (preface).

2. Piraq GorakhpurI. Sawerz, No.12. op.cit., pe.ll.
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In addition, Akhtar-ul-Iman's Masjidl (Mosque) ,
tErif tAbdul MatTn's Maghab® (Religion) and ZahIr
Kéggmifi's Taggﬁ—o—11h5m3 (Throne and Revelation) reflect

similar feelings.

A close study suggests that the aversion towards
religion became more apparent when the Marxist ideas were
introduced. The repugnant attitude of the poets was not
entirely towards religion itself but rather towards the
whole structure which was responsible for the social,
economic and political malaise. The best example to shed
more light on this point is provided by N.M. Raghid.

An excerpt from Pahll Kiran (The First Ray), one of his

better known poems, is quoted below:

47.;4/¢5¢:$fCzjéz.éf;rfclf')} V’fjcf/fcd
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1. Aggtar—ul-iman. igb—e—Jﬁ, 1st Ed., Naya Adara,
Lé-.hOI‘e 1959, Pp021—23o

2, tErif tAbdul MatIn. DIida-o-Dil, op.cit, pp.135-137.

3. Zahir Kaghmiri., ‘Agmat-e-ﬂxdam, op.cit., pp.51-52.
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I am 2 member of that nation which offers hard labour,
but gets no bread

But O, my beloved sharing my misfortunes,

Are you listening to the trumpets?

Perhaps, someone has, at last, found a ray of happiness!
No, just look out through this window,

The angels are carrying away the funeral of God

The same invisible diviner

Who is the benefactor of the West but not the East!

lo Ré-.gl_lido N.M., MEW&I‘E., OP.Cit., ppolls—lls,

See also his Dariche ke Qarib, pp.96-98.
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In fact, we find a kind of religious scepticism
especially in the pre-Partition Urdu poetry and in
particular among the Progressive poets. This may be
observed in the following couplet of a poem entitled
Tataruf (Introduction) composed by Majaz Lakhnawi.

Inéidentally, this is the opening poem of his book:
) .
;é < Ty - )\)’;}’/
ST oy )
I hate infidelity and atheism
And I am sick of religion too.

Contradictory enough but not typical in any way, he

concludes the same book by saying,
‘. s )
Ve 0T el gyt 2
f :
Our Qurdan is better than a hundredBibles.

Now we may look into the influence of religion in the
post-Partition Urdl poetry. In Pakistan, a political party
the Jamatat-e-IslamI (Lit. The Community of Islam) stands for

1. Majaz Lakhnawi. YEhang, op.cit. p.l6.

2. Majaz Lakhnawl., Ibid, Pakistan Xa MillT Tarana, p.l66.
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a religio-political system that it upholds as Islam.l

It intended to use the medium of literature for the

propagation of its programme. Moreover the Jamafat-e-Islaml

wanted to curtail the influence of the Progressive and
Modernist writers whose ideas were resented by it. In order

to achieve this two-fold end the Halga-e-Adab-Islami

(IslamI Literary Circle) was started in 1948 and proclaimed

2

as a literary front of the Jamafat-e-Islami.“ But within a

1. "Report of the Court of Inquiry Constituted under Panjab

Act XI of 1953 to Inquire into the Panjab Disturbances

of 1953," Panjab Government Press, Lahore, 1954., p.243.

2., JAfagi. ®Ali Safiyan, Abu-ul-Afl3a MaududI, 2nd Ed.,
Sindh Sagar Academy, Lahore, September, 1958, p.35.
See also the following articles published in Tagrik—e—
Islaml, (ed.) Khwurshid Ahmad, November, 1963,
Adara-e-Charagh-e-Rah, Karachi.

(i) As®ad GTlanT. Halga-e-Adab-e-Islam] — Chand Yaden,
p. 291,

(ii) Najm-ul-Islam. Urdu Adab par Islami Ta@rIkEt ke

Asrat, p. 274,

(iii) Farogh Ahmad, Tahrik-e-Islami aur Urdu Adab, p.280.
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short time it almost failed to achieve that end; firstly,
because it lacked writers of the same calibre as those of
Progressive and Modernist literature, secondly it made a
deliberate attempt to "purify" the prevalent Urdu
literature from "un-~Islamic elements" such as sex;l

According to JAfaqi, a biographer of Maulanid Abl-ul-Af13

Maudtdi; the founder and AmIr (leader) of Jamé‘at—e-lslém:".,2

some of the members went to the extreme of saying that
mentioning women in literature is strictly un-Islamic and
distasteful.> In any case, in the post-Partition Urdu
literature, religion has penetrated in two ways: firstly as
a part of a movement that intends to shape society according

to its vision of Islam; secondly, expression of religious

1. ¥Efaql, op.cit. pp.36-41.
2. Adams. Charles J., The Ideology of Mawlana Maududi,

South Asian Politics and Religion, edited by Donald

Eugene Smith., Princeton, 1966, p.375 and Jamatat-e-
IslamI Movement in Pakistan by Khalid Bin Sayeed,

Pacific Affair’a periodical, vol. 30, 1957, p.60.

3. JAfaqY, op.cit. pp. 38-41.
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sentiments as one of the constituents of Pakistani
Nationalism. The first type is constituted by the exponents

of Jamafat-e-~Islaml and other writers who adhere to Islam.

Natim §idqui is one of the leading poets. The second type
is found in a number of poets who write nationalistic or
patriotic poems.

Yusuf Zafar, at one time described by gahir KashmIrl,
?..an extremely self-centred poet who will not come out of
nis shell even at the Trumpet's €all",™ published his third

book of poems entitled HarIm-e-Watan (The Sacred Motherland)

in 1961. This volume, regarding its contents, is entirely
different from its preceding two volumes namely the Zindan

(Prison) and the Zahr Khand (The Poisoned Smile). In brief,

the latter two volumes are the expressions of a frustrated
individual who is also lost within himself, whereas the

whole of HarIm-e-Watan expresses nothing but the devotional

feelings towards religion, nationalism and patriotism. His
feelings may be observed in the following excerpt of one

of his poems:

1. ZahIir KashmIrI. 48 ka Shi%Y Adab, Sawera,

NO. 5 - 6, OpoCit01’ P097;
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Obviously, this transmigration, more or less, seems
suprising keeping in mind Yusuf Eafar's type of poetry but
this change has been explained by the poet himself at the
end of garIm—eJWann. "It is a fact that it took me a long

time to know the importance of religion.... If, today, I

call myself a PakistanI, then I must be a true Muslim as
well....These poems are not only the expression of my ideas
but my faith too. My contemporary (poets) and critics who
have been reading my work for a quarter of a century, should
not be surprised over the disceinible contrast between this
collection and my other poetic works, neither should they be
dazzled over the change in my point of view....I believe that
this collection is an important step towards the development
of my work.“2 Very interesting indeed. But there is another
reason which is explained by §§diq, "...the blight that has
1. Yusuf ﬁafar. Ye Des - Mera Des (Motherland - My Motherland),

HarIm-e-Watan, op.cit., Dedde

2. YGsuf Zafar. HarIm-e-Watan, op.cit. pp.179-180.
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fallen on literature since 1947 is, in some respects,
the direct result of the Partition and its aftermath.
The Partition, has put an extraordinary premium on
religiosity and intolerance, and middle-class utterances
have since then acquired a stridency that recalls the
Middle Ages."t

Apart ffom Yusuf gafar whose poems are rather simple
and direct, one alsc comes across some poets who give an
expression to religious feelings as a constituent of
their culturel heritage. JT1&nI Kamrén,” Mukhtir SidaIql,3

Faruq Hasan® are some of the poets who are expressing such

1. Sadig. M., op.cit., p.407.
2. JIlanT Kamran. Panjsure Wala, BihtarIn Shatiri, 1962,

lst. Ed. Halga-e-Arbab-e-Zaug, Maktaba-e-Jadid, Lahore,
1963, pp.81-82. See aleo his and Faruq Hasan's poetry
book ChotI BarI Nazmen, lst. Bd., Kitabiyat, Lahore,

September, 1967,

3. Nukhtar 5iddIqY. Rzhen, BihtarIn shatiri, 1965,
op.cite., pp.150-152.

4. Farliq Hasan and JI1anI Kamran's ChotI Bari Nazmen, op.cit.

This book is jointly composed by both the poets. Religious

feelings are quite discernible in this book. See also

its preface.
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feelings in some of their poems.l Band Kamra (A Locked Room) by

JIlany Kamran is a poem written about a shrine where the people

g0 by way of respect and for benedictions. The poem expresses

very complex feelings.
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1. Salah-ud—Dln Mahmud, a. new poet, also expresses such feelings.
His poems, usually, start with f’,ﬂbﬁ/”aJﬁr’ See his poem

Hamd, Sawera, No. 40 Lahore, July-August, 1967, p.48 and

Qissa-e-Shajar-e-Asir, Sawera, No. 41, L3hore, 13968,

Ppo 9 - 180



220

L e S gzt

LN / .
. }) N, -
c‘_.L;L:p,:,..«aJ c‘_—Kg i _flg;_, : P ;/

. . 7
e E AR

e gt le ¢_.;; ‘¢=_Ju/
¢ ¢ ¢ ¢
4—/,2 (_./L/,//é‘._-ufg:jéy
: ¢
. - 7 AN
/ﬂ({?’éfgb‘ ¢[2<=-571/2ﬁ¢’giuv = g
“b
Ui <1yt

fp s dUi
4 S e o it e
B EIRY) DI N N
! %@64//0/uf)
1

His Panjsure Wala° is another poem to mention. But this

has not yet become a common trend.

1. J11anY Kamran. Band Kamra, Bihtarin Sha%iri, 1963,

lst. Ed., Halga-e-Arbab-e-Zaug, Maktaba-e-Jadld, Lahore,
1964—, ppo 64"'65 .

2. JI1anY Kamran. Bihtarin Shatiri, 1962, op.cit., Pp.81-82,
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1965 INDO-PAK WAR POETRY 1

Twenty years have elapsed but Kashmir, the bone of
contention between India and Pakistan is still an unsolved
problem. India has been claiming KashmIr as her integral
part and Pakistan has been accusing her of being an unlawful

occupant of the State of KaghmIr with a population of over

The recent Indo-Pakistany War and some minor attacks and
counter-attacks in and outside the regions of Kaghmir since
the Partition, and not to mention of course, the twenty
years of unsuccessful knocking at the doors of the United
Nations for the settlement of the KashmIr dispute, have
earned nothing but the bitterness and general displeasure
of the people especially in Pakistan. It ended on 23rd
September, 1965. On 10th January, 1966, an agreement,
regarding the disengagement of troops was signed, at Taghkent,
by the President of Pakistan, Field Marshall Muhammad Ayub
Khan and Mr. Lal Bahadur Shastri, the then Prime Minister of
India. The agreement was made possible by the initiative of
Mr. Kosygen, the Prime Minister of the Soviet Union.
Incidentally, Mr. Shastrl died at nggkent, the next day

after signing the agreement.
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four million people, among whom the Muslim majority,
distinctly outnumbers the Hindu population. Such accusations
and counter-accusations have been going on for quite a
number of years.

The deterioration of Indo-Pakistanl relations over
Kaghmir culminated in a three weeks War between them in
September, 1965,

Leaving aside the various political aspects, and the
consequences of the War in terms of physical destruction,
this War created intense consciousness of PakistanI Nationalism
that continued to feature the poetry written in the months
that followed the Wa:c.:L Speaking in general, never before in
the short history of Pakistan have such feelings been so
strongly felt or equally shared between people from all
walks of life. Of course, it is also true that such an
occasion 4id not arise before.

The national and patriotic sentiments combined with
religion run at a high tempo in the War-poetry. A@mad

NadIm QasmI has expressed the nation's feelings in the

1. It is regretted that the poems written by the Indian
poets in the Urdu language during this War have not been

obtained, despite an effort made to that end.
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following couplet of his poem entitled 6 September:

R I YN S SRty

1

This day is that illuminated chapter of my history,

Which has made the nation realize her own existence.
Saiyid Faizl shares similar feelings:

74
TN b £ U e
/
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The gquiescent feelings of seventeen years,

Have become vigilant by the seventeen days of the War.

It is interesting to note that poets who had been

previously writing for peace, now began to write in favour

1. Nadim Ahmad, QasmI. Razm-o-Nazm, Pakistan Council,

Rawalpindi. September, 1966, p.l7. This book is an

anthology of War-poems, written by various poets.

2. Paizl, Saiyid, Satra Din, Satra Sal, Razm-o-Nazm,

op. cit, p.33.
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of war. One comes across many poems which are not only
highly saturated with emotions but also strongly persuade
the people to fight against the enemy. There was hardly
any poet left in Pakistan who did not express himself in
one way or another. Josh Mali@!EbadI who was once against
the partition of Indial or indirectly against the creation

of Pakistan composed a poem entitled Warsan-e-Khaibar Shikan

in his usual verbose style. The twenty nine couplet poem
is full of patriotic and religious sentiments. Two couplets

are quoted:
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The death-wind is blowing in the courtyard of life,

Wake up O, followers of Eusain3, the son of €AlY

One who is desirous for martyrdom, scares never of death.

One who dies for the honour of one's country, dies never.
1. Jogh MalTn’abadl. Riyastod ka MulkI Na‘ra,

garf—o—gikgyat, op.cit, pp.l22-123.,

2. Josh Mallh’abadl. Razm-o-Nazm, op.cit. p.21.

3. The poet is referring to the world famous tragedy at Karbala

in 680 A.D, in which al-Husain, the §rand§on of the prophet
Mupammad stood against the tyranny of Yazid.



Ansan Danish (b.1914) expressed his feelings thus:
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We are the followers of religion (and) messengers of Islam
We are proud of being crusaders.

Muhammad Safdar MIr (b.1918) composed a poem entitled
Siyalkot kI PasIl (The Wall of Sialkot) of over two hundred

hemistichs. This is, probably, one of the best poems that
expresses combined religious, national and patriotic

sentiments. A few hemistichs selected at random are being

quoted:
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1. Ahsan Danigh, TarBna-e-MujghidIn, Tere Jan Nisaron ko

Salam, pamphlet No.5, November, 1965, Pakistan Writers

Guild, Lahore, p.7. This is another anthology of
war-poems.
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Of the hundreds of poems written about the Indo-
PakistanT War only a few are distinguished which may not
be surprising when one considers the ephemeral nature of
the event and thus its literature. However, Ahmad Faraz's

Maif Kyuh Udds Nehin®? (Why I am not Sad?), Mukhtar

$51ddTqI's Wagt kI 33waz3 (The Voice of Time) and

Mere Shab-o-Rozt (lly Days and Nights), MajId Amjad's SipahI”

(The Soldier), Himdyat (A1 Shifir's Lahi®(The Blood), Qaiyim

1. Safdar MIr. Muhammad, Razm-o-Nazm, op.cit., pp.39-49.

2. FParaz. Ahmad, Ibid, pp.l3-15.
3. Mukhtar Siddigi. Ibid pp.59-64.
4, Mukhtar SiddigI. Qalam ke Sipahl, Pakistan Writers

Guild. This book is also an anthology of War-poems,

Pp. 44-47.
5. Majid Amjad. Ragm-o-Nazm, op.cit, p.56.

6. Him8yat €A1Y Shafir. Tbid, pp.25-28.
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Nagar's SrI Nagar,® CzIm Quraighi's Baga~e-Dawam ke Rahl 2

(The Travellers of Bternity), tArif ‘Abdul Matin's Ism—e~Ktzam>

"AnTs Nagli's Mera §Qahr4 (My City) are some of the poems that

may survive.

In addition, there is an appreciable published
collection of patriotic songs;5 Some of them have been
recorded and played on the radio.

Apart from the War-poetry, there is a considerable number
of other poems written on various cities, on Kaghmir, and on
the 'Motherland', that express patriotic feelings. Yusuf

Zafar has a good collection of such poems in his Harim-e-Watan.

Faiz Ahmad Faiz's Ai Roshaniyon ke Shahr,® (0, city of Many Lights

l. Qaiyum Nazar. Ibid, pp.53-55.
2. ‘A?im Quraishi. BinhtarIn Shatiri, 1965, op.cite., pp.36-41.

3. CArif ¢Abdul Matin. Auraq, Special No.,1966, Lahore, p.l8.

The meaning of title is: the name of the Almighty, or,
the utterance , the Almighty, which is an irresistible
spell over demons.

4. AnIs Nagl. Qalam ke Sipahi, op.cit., pp.34-38.

5. QaumI Naghmat, ¢Abid Book Depot, Friar Market, Karachl.
6., Paiz Ahmad Paiz. Zindan Nama, op.cit., pp.110-112. See also

his Nisar Main TerI Galiyon ke, Dast-e-Saba, op.cit.,

pp.82-85,
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1

Majaz Lakhnawi's Iucknow,~ Akhtar Shirani's Chand Roz

Tucknow mes © (A few Days in Lucknow), Qaiyum Nazar's

WEdE-e—Kaggm§r3 (The Valley of KashmIr) are some of the

poems to mention.
This section will be incomplete without mentioning

the S.A. Rahman's long poem entitled Safar® (The Journey)

comprising about six hundred hemistichs. The poem, written
about Pakistan, is a kind of allegorical history of its
creation, which dates back to the coming of the JAryans in
India, some thousands of years ago to the Partition in 1947.

All these poems were written before the Indo-PakistanI War.

1. Majaz Lekhnawi. 4Ahang op.cit., p.27, See also his

Nagr-e-¢Allgarh, pp.74-75.

2. Akhtar ShiranI. Subh-e-Bahar, IInd Ed., Kitab Manzil,
Lahore, 1946, pp.86-87.

3. Qaiyum Nazar. Suwaida, op.cit., pp.123-128. See also his
Jehlam ka Bahta Pani, pp. 129-130.

4, Ralmsn. S.A., Safar, lst Ed., MarkazI Majlis-e-Taraqqi-
e-Urdtt, Lzhore, 1964, pp.l5-67. The book carries the same
title as that of the poem. See also his Karachi, pp.74-80
and Piyare Pakistan, pp.T70-Tl.
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CHAPTER SIX

THEMES (CONTINUED)
PSYCHOLOGICAL THEMES

(a) PFrom 1936 to the closing forties, Progressive poetry
that was almost oratory in manner, tone and subject-matter,
dominated the Urdu literary world. However, the Modernist
poets such as MIrajl, Qaiyum Nazar, N.M. Raghid, well known
at the time, continued to explore their own imner world, The
earlier years of both countries after the Independence
reflect to some extent a state of economic, social and
political uncertainty. A number of Progressive poets either
continued to repeat themselves or imitate each other. Some
of them such as Sagir Ludhiyanwl engaged themselves partly
or completely with the film industry and thus disappeared,
more or less, from the literary scene, It is also maintained
that those poets who had really something to say but could
not say it for pdlitical or other reasons began to use
symbolic expression for their ideas L and thus ghazal, a

1, Btjaz Husain. Dr., Urdd Adab JXzadl ke Bafd,
KErwih Publishers Allah’&bEd, January, 1960, p.181,
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sultable form for this purpose, again becanme poPular,l

although it was severely criticised during the second
quarter of this century for its irregularity of theme and
expression of disconnected or sometimes contradictory
thoug‘hts:2

On the other hand, the Modernist poets who were
already known for their frequent use of symbolic expressions,
directed themselves, consciously or unconsciously more towards
self-exploration. The younger generation of poets followed
their foot-steps.

1. Dr. WazIr YEgha does not agree with this, He maintains
that after"the Independence, a number of poets began to
write ghazal through the experience of their own

culturél heritage. They used such symbolic expressions
in their poetry which were typical of their own society.
Instead of using Persianised vocabulary, they preferred
HindY words and similes. This attempt of the poets may
have been misinterpreted as though they were disgulsing
their ideas, See his Urdd ShatirI Ka Mizaj, op. cit,

2. KalIm-ud-DIn Ahmad, Urdd Sha'irl par Bk Nazar,
IInd Ed, Urdu Markaz Patna (India), 1952, p.36,
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The Partition of the sub-Continent had another striking
effect on Urdd poetry. The colossal human slaughter of 1947
in India and Pakistan and nigration of millions of refugees
from both sides, left an indelible mark on the minds of the
poets. The new generation of poets were then young and
mostly saw this humen massacre and shattering of the
established values with thelr own eyes, which had a great
psychological impact on their minds. This is perhaps one
of the reasons that thelr poetry is more introspective and
wry than thelr predecessors., Thigisparticularly true of the
poetry of the last ten to fifteen years. It has a number of
aspects such as self-awareness, a feeling of being Iimprisoned
by the present moment, an individual's isolation and his
inward fear of one thing or another,'his internal vacuum,
escapism, and disbelief. This type of poetry has gradually
become widespread. Some critics such as Dr.WazIr JEgha
and Dr. Muyammad Hasan give an impression that this poetry

may be termed as neo-Romanxic:l In any case it seems to be

1. WazIr JEgha. Urdi Nezm — TaqsIm Ke Ba‘d, Saughat,
No. 5, op. cit. p.43. See aleo gaaan: Dr. Muhemmad,

Hamarl Sh&firl ke Nau Barag, Adab-e-Latlf, Vol.48, No.3,
March, 1960, Lahore, pp.26-27 and p.327
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a wider continuation of the pre-Partition Modernist poetry
with an immense variety of complex themes.l
There are two extremist views about Modernist Urdu
poetry: it is either condemned or adored; and then there
are moderate views too. We may look into some of the views
put forward both by the critics and poets,

Regarding the various experiments in themes and fomms,
Dr. ¢Ibadat Barelwl is of the opinion that the idea of some
of the poets behind such deliberate attempts is merely to
become kmown.2 Dr. AbT-ul-Teie 51ddIqY goes to the extent of
saying, while commenting on the poetry of MIrajI, "In order
to understand every hemistich and stanza, if the réader
needs some interpretation, then he should better solve the
problems of metaphysics than reading poetry.“3 Anjum Ifng,
a poet himself, goes to the extent of sayinghwhile discﬁssing
current Modernist poetry "These people are qulite proud of
their hoteh potch poetry.*4 But Akhtar A@aan, a young and

1. See also WazIr JKghd, Urdid Fazm-TagsIm Ke Ba®d Saughat, No.5,

op. cite, p.43.°
2, (Ibadat Barelwl. JadId gha‘irI op.cit., p.280.

3, sidalql. Dr. AbG-ul-Lais, Tajribe aur Riwayet, op.cit.,p.199%

4. Anjun I‘znf. Jad¥d Nazm ka Mafhum, Naya Daur, No.27-28,
op.cite, D.30%, :
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extremely symbolist poet, answere back rather angrily:
"Symbolism is the basic stone of our poetry;“l

‘ We have seen conflicting views. In thelrollewing pages,
we shall try to examine some of the aspects of Modernist

poetry.

(b) Sex itself, either directly or indirectly, is one of
the mostimportant themes of all the past and present
literatures. Sigmund Freud goes as far as saying that it
is only sex which 1s responsible for the creation of art
and 1iterature.’

In Urdu poetry of the last quarter of a century or seo,
themes about sex have been widely used, sometimes in
moderation and at other times in extreme.

Firstly there are those poets who have expressed
themselves without much regard for the ethical codes
imposed by society.

Their poetry appears to be a strong protest against
the social taboos of Indo-Pakistanl society which has

1. Ahsen. Akhtar, Ne'l Shatirl K& Munghiir, Naya Daur,

No, 27-28, Ibid, p.226.

2. Freud. Sigmund, An Outline of Paycho-Analysis,
Translated from German by James Strachey. The Hogarth Press

and The Institute of Psycho-Analysis, London, 1949, p.72%
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8till retained so many mediaeval characteristics. It is
perhaps, better explained by Majaz Lakhnawl in his following
couplet.

éfcj)y_/}:éi}ﬁch? déj ng;"l?a
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In brief, sex, in all its aspects, is the dominant
theme in their poetry.

Secondly, there are those poets who also talk of their
sexual frustrations when referring to social inequalities
but gex is not the dominant theme in their poetryC

Muhemmad Sena Ullah MIrajl (1912-49), a mown eccentric
in his own life who always used to keep twc small copper balls2
in his hands for no apparent reason at all, is one of the
most distinet pioneers of Modernist poetry. His poetry,
which is not much in quantity, is extremely introverted and
many sided. There is a dreamy atmosphere in his poenms,
coloured by Indian mythology and its culture. Regarding his
ambiguity and sexual themes, Urdu critics, have frequently

talked about him, in connection with Charles Baudelaire and

1¢ Majaz Lakhnawl, Majbiiriyad, +Ehang, op.cit.,p.20,
2, (Ibadat Barelwl, MIrajI, Chand Yaded - Chand Taagsarat,

éawerE, No. 11, op.cite, p.177%
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Malamé, the French Symbolist poets.® Some of the critics
have maintained that he was imitating the above-mentioned

Prench poetssZ

How far this is true is beyond our purpose.
But one thing is certain; he is gradually becoming an
influential poet in the post-Partition Modernist poetry,
despite the fact that he 1s still more talked about than read,
Sexually wotivated forces, in constant conflict with the
social taboos and the rest of the vexations of 1life, are the
dominant themes of his poetry. In the introduction of his

book of poetry entitled MIrajY kI Naﬁpeﬁ3(Poema by MIrajl),

1. Zanlr *AlY Badayunf. MIrajI - Ibh@m Pasand, Mah-e-Nau,
Vol, 17, No.3, March, 1964, Karachl, pp. 20-24,

2, WazIr JAgha has repudiated the idea that MIrajI imitated
the French Symbolist poets, Instead he has made an
attempt to trace the roots of MIrajI's poetry in Indian
mythology and culture. See his UrdﬁﬂggE‘iII ka Mizaj,

op. cit.
3. MIrajT. MIrajT kI Nasmed, 1st Ed., S3qT Book Depot,
Delhl. (n.d,) (There is a stamp of S.0.A.S., London

University which dates 12th April, 194Q. So the book may
have been published in 1949—1949i)
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he writes "Sexual intercourse .... is a blessing of Nature.'s.
and as I d; not appreciate the restrictions imposed by
society on sex, therefore, as a reaction I view everything
in that context of sex which is strictly in accordance with
Haturet“l From thls point of view, one may be Justified

in tracing the influence of Freud on Urdu poetry, who, while
discussing dreams in the form of flying and sex in general,
went as far as saying that "...aviation, which has attained
1te aim in our times has also its infantile erotic roots"2
and ",..much of our most highly valued cultural heritage”has
been‘acquired at the cost of sexuality and by the restriction

of sexusl motive forces."S

1, MIrajT. MIrajT kT Nagmen, op.cit., Introduction,
PP. 14-15

2. Freud. Sigmund, Leonardo da Vinei (1452-1514 A.D.),

translated from German by A.A. Brill. Reprint of

the American Edition with a preface by Earnest
Jones. Routledge and Kegan Paul Ltd., Broadway House:
68-74, Carter Lane, London E.C.4, 1948, p.109.

3. Preud. Sigmund, An outline of Psycho-Analysis, op.cit, p.72%
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Most of MIrajI's poems are composed in free-verse.

Chal Chal@’o (The Fleeting or the Preparation fer

Departﬁre from this Life) is the opening poem in his book
of poetry. This is one of his outstanding poeme regarding
his sexual fantasies and his general attitude towards life.
A few closing hemistichs and thelr free translation are
given below by way of illustration:
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Why do you call the desires of heart and eyes, lust?

Let me warm my heart with the beauty of the Universe.

As long as the earth and time remain, the manifestation

(of grandeur) will continue.

Let me £ill my heart with at least a glimpse of this beauty.
The world is a sojourn

And the caravan is travelling every moment.

The magnificense of every dwelling, Jjungle, desert

and mountain will amuse only for a moment.

Every sight and kindness and the sweet magic of woman,

Are in our possession only for a moment, and

Everything will be wiped away as soon as the moment elapses.
Let me fill my heart with at least a glimpse of this beauty.
Why do you call it lust?

Why do you think that the appreciation of the moment

will not be an appreciation in itselfs

The moon in the sky is only for a moment,
And the stars are there for a moment to0,

1. uTrajT. MIrajT kI Nagmen, op.cit., pp.20-21.




239

And think! a life-time is also for a moment.

MTrajl, believes that the life-time of man or of the
universe is not more than a moment and therefore he wants
to wring out every drop of happiness from the moment which
is at his disposal. The following opening hemistichs of
his poem Sargoshiyan (The Whisperings) reflect the

intensity of hié love and sex in his typlcally obvious and

usual way.
e
Jole
Ut G
- T 1
To-night
My heart

Wishes you to be here with me
And sleep together.

Hie Lab-e-Jii-e-Bar 2 (By the side of a Stream),
Bafd kT UrSn 3 (The Flight of Afterwards) Rukheat 4

1. MIraj¥. MIrajT kI Na..z.meﬁ, op.cit., pe3T7e

3, Ibid pp. 115-117.
4, Ibid PP0141—144¢
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(The Departure), MahrimI * (The Frustration),
UGS ROsA—
Tafswut-e-R&h> (The Perting of Ways), Uichi Mekand
(The Lofty House), Dukh, Dil k& Dard ¥ (Grief — The Cure
of Heart), Samundar k& Bulawa 5 (The Call of the Sea) are

some of his distinct and representative poems.
N.M. Raghid is another distinguished poet of our times.
His Mukafat (The Retribution) composed during the thirties

is one of his representative poems regarding the general
sexual frustrations of young people. It is a strong protest
against the social taboos of the Indo-PakistanI society.
A few hemistichs from here and there are quoted below:
S22 Ji0 el
bV o iret, e 1
S Fag Vg de
u:'{‘/ whos Zgip 2 5'//
7 S s <
Yerdoe f ey 47

1. Ibid pp.131-133.
2. Ibid pp.153-156.
3. Ibid pp.8s8-91,

4, Ibid pp. 35-36.
5. BihtarIn Na.zfneﬁ, 1947, 1st Ed., (ed.) Halqa-e-Arbab-e-Zaug,

Naya Adara, Lahore, (n.d,), pp. 75-77.
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Intigam (The Revenge), written, again during the

British domination of India, is one of his best poems
which has been talked about most regarding the rarity
of its theme. The intensity of his political, social
and sexual frustrations is at its climex in this poem.
The poem opens with flashes of the poet's memories
originating from intercourse, in the past, with a white
woman who was a stranger,

The sexual intercourse in itself may not have any
importance but the peculiarity lies in the fact that this
sexual intercourse is believed by the poet to be the revenge

taken by him on behalf of his people on the foreign white

1., Raghid. N.M., Mawara, op.cit., Dpp.50-52,
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rulers of India. This bizarre revenge may dazzle the
reader but this may not sound odd, when one looks at the
general social and political frustrations of the Indian
people during the British domination of India. The poem
is quoted below:

LT Y Lo 0¥
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I can remember neither her face nor features,
(But) I remember a bed-chamber,

Her undressed body by the side of the fire-place,
The floor with fitted carpets and bed over it,
The statues made of metal and stone,

Smiling in the corner !

And the burning coal in the fire-place,

Furious over the senselessness of the statues !
Hanging on the bright high walls are the paintings,
Of those European rulers,

Whose swords laid down here,

The foundation stone of Burope ('s domination)

I can remember neither her face nor features
(But) I etill remember an undressed body

The body of a strange woman,

1, Raghid. N.M., Maward Ibid, pp.104-105.
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(And) during the whole of the night, my "lips" took,
The revenge from her of my people's helpiessnéss;

I still remember that undressed body !

N.M. Raghid's “Ahd-e-Wafa (The Promise of
Paithfulness), DarIche ke QarIb> (Near the Window),
Ittif5q5t3 (Goigcideﬂts), guznae—lnsan4 (The Grief of Man),

‘2ilism-e-J§widEﬁ 5 (The Eternal Sorcery), are some of his

Best known poems to mention regarding the hollow spirituality,
Platonic love, soclal and political frustrations and the
regtriction on sexual motive forces.

Apart from Miraji and N.M. Raghid, there are a number of

0ld and new poets6 such as Makhmur JElan&harI? Salam

1. Raghid., N,M., Maward, Ibid, pp.92-93,
2, Ibid, pp. 96-98,
3. Ibid, pp. 73-75.
4. Ibid, pp. 76=77.
5. Ibid, pp. 67-69¢

6. There is, indeed, a long list of new poets whose sexual
frustrations have found expression in a number of poemsﬁ

See a few poems in the following footnote.

7. Makhmilr J&landharI. Tlab, Muntakheb Nazmen,1942, 2nd Ed.,
(ed.) Adﬁra—e-Adab—e-LafIf, Maktéﬁa—eAUrdﬁ, Lahore,(n.d),
PDe 51"‘52’;
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MachlI ShahrT,’ Mukhtir $1d4TqY,? Balrsj Komal,>
Mustefd Zaidl,* Munlr Niyszi,” Salfm Atmed,® SalTm-ur-
Rabman,7 Akhtar Agsan,e CAbbas Aﬁharg who have frequently

referred to their sexual Prustrations’

1.

2,

4.

5.
6.

8.
9.

Before closing this section, a few more excerpts are

Salam MachlI ShahrI. Fx Painting, BihtarIn Nazmen,1943
(ed.) Halqa-e-Arbab-e-Zauq, Maktaba-e~Urdd, Lahore,(n.d),
Pp.39-40. See also his poem, Drawing Room, BihtarIn
Na.z.meﬁ, 1941, op.cit., pp.56-5T. |

Mukhtar SiddIqY. JXtighdan Ka But, Manzil-e-Shab, op.cit.,
pP.27-28.

. Balraj Komel. Wasal and JEtigh-e-Cul, Righta-e-Dil,

lst. Ed., Adara-e-Adabl Duniya, Lzhore,1963, pp.44-45

and pp.90-91 respectively.

Mustafs Zaidl. Shatranj and Nilam, Roshni, op.cit.,pp.40-41
and pp.75-79 respectively. See also his Durl and Buhtan,
Gareban, op.cit., pp.43-44 and pp.41-42 respectively.

MunTr NiyazI. Narasa’I, Jangel men Dhanak,op.cit., p.21.
Sallm Ahmad. .1_322 , Dhanak Publishers, Karachl, 1966,

Many of his ghazals express his sexual frustrations.
SalIm-ur—Ralgmﬁ; JAwara, Shahr aur ZanjIr and Wuh Rat,

Sham kI DahlIz, lst. Ed., Mak‘baba—e-Adab-e-JaMore,
1562, pp.30, .31 and 46 respectively. .

Ahsen. Akhtar, Ek Du'@, Bihtaern Nazmed,1962, op.cit., pe92.
Athar. CAbbas, Din Charhe Darya Charhe, 1lst.Ed., Naya Addra,
Lghore, 1963, The entire book is saturated in sex themes.
Sex has become a major symbol for this poet":
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glven below. The following three couplets reveal three
different aspects of the theme under d.iscussion:l

The Buhtan (The Calumny) composed by Mustafa Zaidl

* 0

illustrates the love which has been kept secret due to the
fear of social taboos. The closing couplet is given:

L g7/ 0:‘/:3“’ 42/’;
&/A/Cﬂ{’ Z’d;u‘f/ 2

You kept addressing me as a brother
And I stood there gazing at you in wonder and disappointment.

1. See also a few more poems,

(1) Majaz Lekhnawl. Majburiyan, *Ahang, op.cit., pp.19-20.

(11) Zanir KagheTrI. CAurat, ‘Azmat-e2Kdam, op.cit., p.54.

(1ii) Paraz. Ahmad, Mansiiba se, Tanha Tanha, lst Ed.,

Malik Sons Publishers, Lahore, 1957, pp.82-83.
(iv) MIral. Aghwa, MIrajl kI Haﬁmeﬁ, Op.cite PPe53=54.

(v) Akhtar Shirany, NarezamendY kI shadl, Akhtaristanm,

Kit.a-b Manzj.l’ I:Ehore, 194—6, p024:
2. Mugfaf& ZaidY. Gareban, op.cite., p.42.
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Another closing couplet of his poem Durl (The Distance)

runs thus:
S 4/ Wil
G L oS = s 1
In the company of your husband,
I look at you from a distance.

SalIm—ur-Ra{smEn, a young poet, has composed Shahar aur

ZanjIr (The City and Chain). The poem, is an expfession of

his frustrated soul and mind. Two opening and seven closing
hemistichs out of the total of sixteen are given below:

J/u’/({)/)
Sl o 2o S p s if =

e E WE e AW N e we WS WS AP am MR YR W YR e e e

u’u//fdl
U»“‘;-/,ud/d//u/ éf ZU//’

) b Jc (/uj!ﬂ lf/[_;/)

U’Ad/léﬂabdfgi'
/Ur’/'f /d‘/’d//’}’—/“
bugubﬂaﬂuy4;¥uc

1. Ibid, p.44. |
2. Sellm-ur-Rehman, Sham KI Dahllz, op.cit., p.3l.
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The night of pain has come again,

The chalin of my feet will again take me somewhere

In the open parks,

In the light, showering over the bright leaves of the trees,
(And) sometimes in the shadow of the blue moon-light,

I shall, quietly, take out my sharp thorns of pain!

In the last quarter of the dying night,

I shall let my hungry body cry,

Upon the empty, stinging bed.,

(e¢) It is very difficult to analyse the various undercurrents
of contemporary Urdu poetry, especially the poetry of the
last ten to fifteen years for a number of reasons. It is
true that the poets are writing on a number of themes but

one may also be justified in saying that a literary analysis
may carry a certain premature genexralisation of some of

those aspects which have become perceptible today for one
reason or another, yet which may not leave any indelible mark
on the literature. Therefore it is difficult to conclude

and analyse most of the literary undercurrents especially

of the post-Partition Modernist poetry with precision and
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surety., In addition, the period of our thesis begins from
1936 and almost all the poets are alive and writing. Therefore
it will be rather premature to say anything definite before
the poets conclude their writings.

Basically, India and Pakistan are agricultural
countries. More than three quarters of their population
lives in rural areas. The rest of the population lives
in towns and in big cities which are gradually becoming
industrialised.

The process of industrial growth in the Indo-PakistanI
sub-Continent appears to be considerably different from
that of the Westl

In the Western hemisphere inventions and natural
resources practically followed each other, Thus the far-—
reaching influence of the Industrial Revolutlon was felt
more or less homogeneously in every cormer of the West,

The conditions of 1life that prevail in industrial towns and
agrarian villages of the under-developed sub-~Continent

of India and Pakistan are starkly dissimilar. In the Indo=-
Pakistanl sub~Continent the industrial growth appears to

be uneven in the sense that it is more concentrated in and

around the cities and towns rather than the large agrarian



250

parts of this huge sub-Continent., As a result, the gulf
between the city and village life continues to exist. It
will take a long time, as it appears, before the sub-
Continent changes itself, if at all, into an industrial
gsociety. However the life in cities, which seems to have
been affected most by industrialisation, has some
characteristic features which have become quite perceptible
in current Urdu poetry.

A fairly large number of young poets are frequently
using symbolic expressions in their poetry. This is
particularly true for the post-Partition Urdn poetry.

The poetry of the last ten to fifteen years gives an
impression of frustration combined sometimes with a glimpse
of optimism and at the same time, one may even sense a
constant fear and bewilderment in it., It seems as if the
poets are groping in the darkness in search of an ideal.
Some of the roots of their despondent feelings may be found
in the gradual industrial growth, commercialism, the conflict
between 0ld and new, uncertainty about the future, doubt

or sometimes disbelief in the established cultural and
ethical values. Now we shall examine the poetry itself

and try to substantiate some of the dominant aspects.
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(a) In the Indo-PakistanI sub-Continent, cities have a

great attraction for the country people. A lot of them,
mainly economically bereft, go to the cities to make their
fortunes. The obvious glamour of the cities considerably
changes or affects their soclal outlook in comparison with

the simple country life. Some of them become so enchanted

by the spell of the cities that they even forget the ties, and
the families, who still continue to wait for them, back at
home. These feelings have found their best expressions in a

short poem entitled “Ahd-e-Wafa (The Promise of Faithfulness)

composed by Aggtar—ui»fmﬁn. The free translation follows

the poem,
b Jefecitin i L L ETEL i
oy Ly P L dd Sl
Ly oy 21 L g 50 W o o,
qrlple e S U2t ol gLy f L
%ﬁé%::d¢;¢4&(;“’ﬁJEiflc’QIQA# AL L g
.‘d/'v/ s tfte;{_zu -/ %/lw:tg /—/u:’/f:— r///<

1. Akhtar-ul-Tman. TarTk Saiydra, op.cit., p.23.
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Under the same tree where you are waiting

for someone with wet eyes, I met, few years ago, a little
girl whom I embraced and asked why she was weeping.

She first showed me her flower ornaments (given by her
boy-friend) wrapped in her rotting veil and then by

pointing her finger towards the distant lofty domes of

the palaces, and black high chimneys of the factories,

said, "My companion has gone there after saying that

"0Y RamI, I shall bring for you golden and silver ornaments!:

A number of poems have been written especially by the
young poets about the various aspects of city-life. The
interesting thing is that most of them seem to be unhappy
with the kind of life that prevails in the cities. As the
majority of people have their roots in the agrarian society,
one of the reasons for this dislike may be the communal
aspects of life which are gradually disappearing from the
industrial cities but which still distinctly exist in the
rural areas,

Dr, WazIir JAgha, & well known Urdu critic and poet,
expresses his feelings in the following couplet of his
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poem entitled Pankar se (To an Artist)

7L ) 4 -
4 j - ¢ (3 ; I3
s 2 Z/.?/,K. 7

Outside the city, there are gay winds, sweet smells and colours
Inside the city, is obscurity and burning crematories.

Mubarak Ahmed shows his dissatisfaction for city-life
in a short poem entitled Gamlon kI MittI (The Flower-pot Earth).

R R
c__;;,. o J /o)

> . s ‘. " R
(4&//“/())}62/,/0‘,/&}.{//7J’/;1

The earth that we have in cities
Is confined in the flower-pots

And in it (the earth), the sterile branches long for the
red flowers.

Fariq Hasan, a young poet, expresses his perplexities
and displeasures in a more explanatory way. A stanza

from his poem entitled Sarguzaght (An Account of Circumstances)

1. WazIr JEgha. Sham aur Sa’e, lst. Ed., JadId NaghirIn,

Lahore, October, 1964, pp.116~117,
2. Mub&rsk Ahmad. Zaméne ‘Adalat Nahid, op.cit., p.82.
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is quoted below:
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I regret the raising of every city
Here the people, indifferent to each other
Die in their own confined rooms.
All those values which distinguished good and evil,
Have been forgotten.
All those relations that founded friendship,
(And all) those old habits, talks, comnections, manners,
Have been left behind in the village fields,
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MunIr NiyazI's Main aur Shahr (The City and I) has

a rather frightening note, It reflects the feeling of an
isolated individual. This isolation, forced upon him by

his lonely surroundings, induced an apathetic attitude.
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(e) Self-consciousness seems to have played an important
role in creating an obscure inward fear and vacuunm.
Many times, one senses in the poetry of a.number of poets who
are, now, in their twenties or thirties, a complete

dissatisfaction or sometimes rejection of all the established
values - social, political or a like. They express their

1. MunIr NiyazI. Jangal men Dhanak, op.cit., p.44.
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ideas in an enormous variety of symbols which may differ
from one poet to another. Some of the common symbols are
shadows, snakes, witches, temples, sun, walls, city,
vacuum, jungle, prison, wind and so on. At the same tinme,
one faces a great difficulty in establishing or even in
tracing in their symbolic poetry any element of cure for
ills or a better altermative to replace the prevailing
system of the society. ©Sometimes one feels that these
young poets such as MunIr NiyazI, Salim-ur-Rehman,
Iftixhar Jalib, AnIs Nagl, ®Abbas Athar, Zghid §§r,
Aggjai Ahsan, Etjaz FErﬁqI,ﬁ§gahr Yar, Muhammad ‘tUlwl,
Kumar Paghl, Ahmad Hamegh, NazIr Atmad Najl, tAmlq Hanfi,
Muhammad Salfm-ur-Rahman Gavhar Naugh#hl, Adil Mans@rl,
JanId Shahld, Shahid Shaids’I, Tabassum KaghmIrI, Rahat
NasIm Malik and‘many others® have nothing to offer but

their own frustrations and bitterness. In any case, it

may be a premature attempt at the present moment to seek

1. This list can be extended to a great number. It is
regretted that the dates of birth of most of these young
poets have not been traced, despite an effort made to

that end. However, most of them are under forty.
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for the elements of cure in their poetry especially when

the age of thelr poetry is no older than a decade or so.
Faith in an idea may provide some sort of inward

satisfaction. The Progressive poets whose sense of optimiem

is still unchallenged had at least something to believe in.

But when faith itself is at stake or more precisely when

the poets feel that there is nothing left to believe in,

then we see poems such as Ek Katba® (An Epitaph), Qggxéz

(The River), Wiran Dargah men JXwaz > (A Voice in a

Ruined Shrine), Maif aur Mers Khuda {My God and I)

IsrafTl kT Meut® (The Death of IsrafIl), Shahr-e-Qabir®

(The City of Graves), BEzggggt7 (The Reverberation).

1. Sallm-ur-Rahman. Sham kI Dahllz, op.cit. pp.16-17.

2, Ibid pp.57-87.

3. MunTr NiyazI. Jangal men Dhanak, op.cit., pp.69-70,

4. Ibid p.75.

5. Reghid. N.M., BihtarIn §g§‘1rI, 1962 op.cit., pp.13-16.

6. Yusuf Zafar. Sada ba S&hra, lst. Ed., Guild Publishing
House, Lahore June, T§BI pp.174-176,

7. Ibid., pp. 152-154
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Ek Katba (An Epitaph) is, perhaps, one of SalIm-ur-
Ral.m'a'n?s best poems. It expresses the feelings of an
individual whose beliefs in the established values of
society have been completely shattered. An excerpt from
this poem is quoted here:
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1. Sallm-ur-Rehman. Sham kI Dahllz, op.cit., pp.16-17.
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This is my predicament

I joined in this play at a time

When every actor

Was burning in the fire of his own blood.
Today the o0ld quiescent hatreds have woken up
I am not among those who have still to come

I am chained in the series of my own queries
And the day-to-day contradictions

For me, the miracles and all the truths written in
the old books

Are nothing but the effacing epitaphs on the dingy
graves of the dead generations of the past

I have no desire to live in the bones of my ancestors

I have no excuse to live!

;gahﬁr Nazar expresses his perplexities in his poem
entitled Na’I TahzIb
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Kumar PaghY feels himself guilty of coming into this
world in his poem entitled Mera Jurm (My Sin).

st L g e
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Such feelings are becoming more or less common among

the young poets who have emerged during the last ten years

1.1§ahﬁr Nazar. Auraq, Vol.l, Special No.3, 1966, Lahore, p.216.

2. Kumar Paghl. BihtarIn Sha‘¢irI, 1966, lst. Ed., (ed.)
MunIr NiyasI, Albayan, Lahore, 1967, p.l42:
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or so. There are a large number of poems, both inferior
and superior in quality, which reflect with wvarying degree
of emotional intensity and intellectual approach, an
individual's loneliness, his soclal and psychological
repression'of one sort or another. The following few
specimens from some poets reflect the mental attitude of
individuals who, though among the multitude, feel gradually
isolated along with the rapid industrialisation. See the
opening hemistichsof Akhtar-ul-Iman's short poem TabdIll
(The Change).

oGS e
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Qaiyum Nazar feels being imprisoned by the present
moment in his poem entitled Akela (Alone). The last stanza
is quoted below:

Vo L ) e § o dle
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1. Axhtar-ul-Tman. Tarlk Saiyara, op.cit., p.24.

2. Qaiyum Nazar. BihtarIn Shatir¥, 1963, op.cit., p.37.
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The feelings of MunIr NiyazI about his loneliness
have found their best expression in his short poem entitled

Main aur Mera Xhuda (My God and I). He feels himself

second to God ih the sense that like God, he has also
become distinct in his 1lsolation. The poem is quoted below:
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1
See also his two more couplets:
2 . /
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1. MunTr NiyazI. Jangal men Dhanak, op.cit., p.75.

2. MunIr NiyazT. SEthiyoﬁ KT Talasgh, Dughmanoﬁ Ke Darmiyan

Shem, Maktaba-e-Director, Lahore. (n.d), pel3.
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Dughmanon Ke Darmiyan Sham (Evening Among the Enemies)

is, perhaps, one of MunIr NiyazI's best poems. In some of
the preceding poems, we have noticed an individual seeking
an escape from the complexities of urban life to the
simplicity that prevalls in the countryside. But this poem
is an expression of a complete helplessness of an individual
who sees no safe way out to anywhere from a constant
obscure fear, following his every step. Keeping in mind
the context of the poem, one may say that all the
established values, in which the poet believes, have been
shattered and now he is standing, as it appears from the
concluding couplet, at the cross-roads and does not know
where to go. The poem, which has only three couplets, is

quoted here:
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Look at the spreading evening and the strange setting
in of the day.
Look at the oppressive colour, spreading against the sky.

There seems to be hiding in the fields an absconded enemy.

(And listen) the creeping noise of a snake and the
violent smell of wheat.
At one side, there are walls, and doors and twinkling lights

And at other side there is the sky, standing like the
death (angel)

Some of WazIr #Agha's poems such as Ujayté §gahr2

3
(The Decaying City), Sar Phira (The Lunatic or the Eccentric),

1. MunTr NiyazT. Ibid., p.20.
2., WazIr *Agha. Sham aur Sa'e op.cit., pp. 20=21.
3. Ibid., pp. 22-23. m
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:gilisml (Sorcery), Ajnabl 2 (The Stranger) reflect more or

less similar frustrated and fearful feelings. See four
concluding hemistichs of his Ajnabl (The Stranger):

u:g;;la.—/l/b/;ul/’f
gLy as
GBS o
Yy g%’;/ ors

The hungry, outraged birds,
Cireling in the sky,
Are successively diving and

Springing at me.

(£) Since the turn of this century, socio-political

analysis in the West has achleved new dimensions. ZEconomic
development that brought in its wake a developed communication
system, has exposed the Indo-Pakistanl society to Westemrn
knowledge. The poets of our times, have assimilated the
essentials of Western social thinking. These, as compared

1. Ibid., pe7T.
2, Ibid., pp.24-25.
3. Ibid., p.25.
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to thelr predecessors, are in a bhetter position to analyse
their own society.

It is obvious from the poetry itself that this new
knowledge has made them, undoubtedly, more conscious of
themselves and the stark social inequalities that exist
within the present changing society. The expression of
this contrast and that of the poet's own predicament is
indeed manifold. The collective impression especially of
the post-Partition Modernist poetry is the intemmingling
of self-consciousness, an inward vacuum, and a feeling of
being imprisoned by the present moment.

Today self-awareness has made the poets realise that
they are the captives of the present moment and this feeling
has generated some sort of inward fear among them. Its
expression may have been noticed in the preceding poems.
However, as this fear, sometimes hidden and at other times
obvious, runs in many of the poems particularly by the
young poets, we shall give only a couple of examples to
shed more light on this aspect and proceed further,

This fear expresses itself in many ways. See one
of its forms in the following concluding stanza of a poem

entitled Chap (Noise of the Footsteps) by Wazir JEgha,
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I have strived a thousand and one times to escape
from this blind call,

Holding back my burning breath,

And inserting my icy, bloodless fingers in my ears,
I am hiding in the jungle of darkness.

But what should I do,

What should I do about the noise of these footsteps
which is chasing me?

Sometimes it is a fear from one's own self, This

has found its beautiful expression in a couplet of ghazal

1. WazIr *Kgha. Sham aur Sa&'e, op.cit., p.110,
See also his MIIIam, pe.T7-
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by Zafar Igbal.
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Sometimes we all feel as if we have been walled up
within ourselves and the moment in which we live.
Zindagl (Life) by Yisuf Zafar, Chamaktd Lamha (The Burning
Moment) by WazIr JKgha, 3Zindagl ai. Zindagl (Life O! Life)
by Majld Amjad, DIwarei (The Walls) by Mubirsk Ahmad,
Maid aur Meut (Death and I) by SalIm-ur-Rshman are some of

a large number of poems composed both by the old and new
poets that express the strong hold of the present moment

of perplexities over an individual. A few opening hemistichs
of the first four poems and the concluding couplet of the
last poem are given below along with their free rendering
into English. The noticeable thing in the following

examples 1s the intensity of the spontaneous expression.

1. .Z.afar Iq.b-a-.lo JIb—e—RawEﬁ, Op'. cit. 9 p0620

See also Wiran Dargeh med *Awaz (The Voice in a Ruined

Shrine) and Jangal men Zindagl (Life in Jungle) by
Munir Niyazi. Jangal meh Dhanak, op.cit., pp.69-70

and p.64 respectively.
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The emotions and ideas seem to be bursting out as soon as

the poems open.
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For God's sake release me from the snare of life.

This is not life at all, this is death, the death of
heart and soul

Every look is becoming the victim of calamities
Every moment is shackled in its own chain

And the heart is that captive of time,

Who is not allowed even to wail.

Is this life? No, this is not !

1. Yusuf gafaz-“." Sada ba Sahra, op. cit., p.29.
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For how long will you escape from the furious, burning moment!
This burning moment has been after you since the Beginning
It will trample over you in such a way,

As if you were no better than a straw.
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A fettered devotee, I anm

Standing at your door, O! life

1, WazIr 2Kgha. Sham aur Sa’e, op.cit., p.33.

See also his *AfrIt (The Demon) Pp.30-31,

20 Made Am;jado _sll_ab—e—aafta, OPQCito, P0102.
See also his Imroz (Today) pp. T0-T1l.
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A suppliant and an infirm,
fettered devotee.

0! 1light of this world,
Life O! life.
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After coming to my senses, when I opened my eyes,
I found gloomy despalr, dancing around.

The heavy iron-wall erected in the mist had ensnared
every corner,

Standing in 1ts shadow I am thinking, still,

How did I happen to come here?

1. Mubarak Ahmad. Zamfna fAdalét Nahin,

ope. cit., p.30. See also his Zindagl KI Lagan,

Pp. 61 - 64 and Zamana ®Adalat Nahin, pp.85-100.
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I die countless times in a moment

And T wish for that which is nowhere.

1. Sallm-ur-Rahman. Sham kI Dahllz, op.cit., p.55.

See also the following poems by other poets.

(1) MunIb-ur-Ral.nnEn. Samundar Bihtarin Na.z.mex'l, 1947,
lst. Bd., (ed.) Halga-e-Arbab-e-Zauq, Naya Adara,
Lahore, (n.d.), pp. 35-36.

(11) Aghk. Ahsan Ahmad, Drama, Jagte Jazire,

Guild Publishing House, Karachl, July, 1962,

pps 11 - 13,

(111) JI1anf Kemran. Naqgh-e-Kaf-e-Pa, op. cit.

The book carries the same title as that of this

long poem.

(iv) Balraj Komal. Kutub Khane men, Rishta-e-Dil,

op. ¢ite., PP.109-110,
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(g) Now we may very well come to the aspect of escape

that in itself is manifold in present Urdu poetry. Sometimes
1t seems an escape from the perplexities of life; sometimes
one comes across a kind of escape which is both from and to
death itself; one may also sense in a number of current poems
a strong repudiation for the Establishment and a suggestion
for a simple primitive life. Sometimes it is an escape from
the inward vacuum that camnot be filled even by disbeliefs
or uncertainties and thus the escape becomes an ideal in
itself,

This seems to be the result of the self-awareness which,
sometimes, makes an individual realise that he is worthless,
an agglomeration of some organic particles, divorced of
human feelings. This extremist view may be observed in the
following three hemistichs of a poem entitled Naya Janam

(The New Birth) composed by Etjaz ParuqY. A tree is a symbol

used for the man himself in this poem:
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1. Etjaz Parugl. vAdnI Rat Ka Suraj, lst. Ed., Jadld
NaghirIn, Lahore, November, 1967, p.45.
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The tree is no longer the tree,
It seems to have been reduced to a dust

Of Oxygen, hydrogen and carbon.

As far as the escape from the complexitlies of life
is concerned, present Urdu poetry abounds in poems ranging
from Ai $Ishq Kahifi le Chall (0! Love Teke Me Somewhere)
by Akhtar ShiranI, a rather traditional poem to the more

sophisticated and complex Rags (A Ball) by N.M. R3ghid.

See the opening stanza of the lattex:
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0! my co~dancer, hold me
IAhave run away from life
I am trembling for I fear.
The life, through the back-door of the ball-room,
1. Akhtar ShiranI. Subh-e-Bahar, 2nd. Ed., Kitab Manzil,
Lahore, 1946, pp:65-.-72}
2. Rashid. N.M., Mawara, op.cit., p.99.




275

May not catch me red handed,

While I am enjoying myself.

In addition Ydsuf Zafar's Bazgaght® (The Reverberation),
Wazir JAgha's Nirwan® (The Emencipation), SalIm-ur-Rahman's
Darya 3 (The River), MunIr NiyazI's Sada ba Sahra 4 A

(Lit. Voice in the Wilderness), Shahzad Ahmad's KImiya (Panacea)

Ahmed Hemesgh's Be Zamin Nagmen (Lit. The Poems Without Land),

Muhammad ‘Ulwi's Muraja*at (The Return) are some of the

distinguished poems regarding the escape of one sort or another.
The latter, a symbolic poem, is an expression of a

wholesale condemnation of Establishment and a return to the

primitive 1life., This sort of escape may be considered a search

1'. Yﬁsuf Z.afar- ?&da ba ?3{11‘5, Op.cit., pP0152-154-

2. WazIr 4Agha. Sham aur Sa‘e, op. cit., pp.l14-115.
3. Sallm-ur-Rahmén. Sham kI Danilz, op.cit., pp.57-87.

4. MunIr NiyazI. Tez Hawa aur Tanha Phiil, Maktaba-e-Karwan,
Lahore, (n.d.), p.73.

5. Shahzad Ahmad, BihtarIn Nazmed, 1958, (ed.) Dr. WazIr JEgha,
Academy Panjab (Trust) Lahore, July, 1959, ppe. 57-59.

6. Hamegh. Ahmad, BihtarIn Sha®irI, 1966, op.cit., pp.79-8l.
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for an ideal which, in this case, seems to be the primal
life of man on thie earth when he was completely free from

all the latter restrictions.
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Let us go to the jungles
There, our companions,
Sitting on the trees,
Are waliting for us.

The tree-leaves,

1. ‘U1wi. Muhammad, Mahwar, Vol. 2, No. 1,
February - March, 1963, Delhi, p.53.
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Flying in the air,

Are looking for us.

Let us go to the jungles.

For how long will you remain confined in the houses.

Such feelings are gradually becoming common among the
younger generation of poets., See the strong feelings of
contempt towards all the organisations in the above-
mentioned poem by Ahmad Hamesh. A few hemistichs are
quoted below:
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(h) Iftikhar Jalidb (b.1936) is a controversial poet of our
time regarding his immense complexity of references, frequent
use of symbolic or rather ambiguous language and his lack of
respect for syntax. Before going any further let us see some
opening hemistichs as a specimen of his poem entitled

Natls la Markaziyat Izhar (Qadim Banjar).

1. Hame_s_l_l_. Al:lma.d, Bih‘tarIn &a‘irx, 1966, OP;Cit‘c’ pp079"810
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And he goes on like this.

He himself is of the opinion that because inherited
poetical language is unable to express modern ideas and
its impact on mind and soul, it is necessary to make some
changes in it to make the language workable for the
expression of new eXperience‘:2 Although it is rather

premature to say, it seems, however, that he has gone too far

1. IftikhEr Jalib, BihtarIn ShatirI, 1966, op.cit., p.S5.
See also his QadIm Banjar, Sawera, No.34, Lahore, 1964,
pp.81-82,

2. Iftiggﬁr Jalib. LisanI qugkilat, an article published in
Sawera, No.34, op.cit., pp.38=65,
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with his idea by making drastic changes in the syntax.

His inward experience and his spontaneous emotions
and ideas express themselves in momentary flashes and these
units of images which follow each other rather abruptly, do
not appeaxr to have much connection with each other regarding
their obvious meanings. It may be that his inward experience
is 80 intense and complex that the words find themselves
rather helpless, not only to ensnare that experience but also
to make i1t communicable.

This is perhaps the first time in Urdu poetry when
such an attempt has been made. He has been both pralsed and
oriticised, In any way the feeling of being a sort of
ploneer in introducing such a type of poeltry appears to be
a consolation for him and this is perhaps one of the reasons
that he 8till goes on composing poems in his own unfamiliar
atyle. No serious attempt has hitherto been made by other
poets to imitate him. There are, however, one or two
exceptions. One such exception is of“ﬁaiar Igbal who has
done some experiments in the use of language in his second

book of ghazals entitled Gulaftabst

1. Zafar Igbal. Gulaftab, lst, Ed., Naya Adara Lahore, 1966.
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There is, however, another possibility. He may be
expreésing his political or social convictions or dislike
for the Establishment in an extremely symbolic form. This
brings us to the question of freedom of expression in |
contemporary Urda poetry.

We have already dlscussed at various places that since
1947, Urdu poetry, in general, has gradually become more
and more introvert, complex and rather personal as opposed
to the Progressive poetry, especially that of the forties,
which was more or less oratorical and direct, Today, the
poets appear to have a feeling of restralnt in their
expression. It may be either due to the change in the
political atmosphere or the present social complexities
which are leaving an individual dumb and confounded. This
is, perhaps, better explained by N.M. Raghid in his poem
entitled IsrafIl KI Maut (The Death of Israfll). IsrafTi T

is used as a symbol for voice or expression; The fourth and
seventh stanzas along with their free translation are

quoted below:

l. Israf¥l: the name of an angel who will, according to
the tradition, sound the Trumpet on the Day of Resurrection.
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¥ith the death of Israfll;
The expression itself has ceased to exist.
The art of minstrels has come to an end.

How will the singexr, now, sing and what will he sing,

1. Raghid. N.M., BibhtarIn ShafirI, 1962, op.cit., pp.l4-16.
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For the musical strings of the hearts of the
listeners are gqulescent.

For what will the dancer now, make an ecstatic gesture,

As the quiescence has covered the walls and doors of
the assembly.,

What will the city-priest now, say!

As the thresholds, the dooms and the minarettes of
the mosques are quiet.

For what will the intellect spread its snare,

As the birds at thelr destination and at the mountain
are quiet.

With the death of Israfll,
It seems as if time has been petrified.
Someone has swallowed all the voices, suddenly.

It is such a loneliness that I cannot even feel the
existence of God.

It 1s such a stillness that I cannot even remember
ny name,

We find more or less similar feelings in Ahmad Nadim
Qasmi's Funﬁn—e—LaEIfa 1 (Fine Arts), WazIr SEKgha's Bat 2

a———

1. NadTm, Ahmad, Qasml. BibtarIn ShatirT, 1962, op.cite,
pp. 28=29, “

2, WazIr JEghi. Sham aur S3'e, op.cite, p.10,
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(The Saying), A1 Sardar JatfrI's Ex Khwab Aur?
(One Dream More), and Mugggfa ZéidI?s La Yangalz(Inexplicable)i

Two excerpts from poems of Ahmad NadIm QasmI and Mustafa Zatal

L XX ]

are gquoted:
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The quiet fruitful trees look like,
The erected idols of ruined temples.

The sculptor has been crushed under the rocks,

The pen has pierced the heart of the writer.

1. *A1Y Sardar Jaffrl. BihtarTn ShatirI, 1963,
op. cit., pp.46-47. )

2, Mugﬁgfi zaidf. Qaba-e-Saz, lst. Ed., Jogh Acadenmy,
Karach, July, 1967., pp.68-69.

3. Nadim, Ahmad, QasmI, BihtarIn Shatirl, 1962, op.cit.,
pPp. 28-29,
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1. Mustafa ZaidI. Qaba-e-Saz, op.cit., pp.68-69,
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CHAPTER SEVEN

CONCLUSION

The question where the developments in Urdu poetry of
the last thirty years will lead, defies a precise answer.
Almost all the poets who have been referred to in this work
regarding these developments are alive and they are still
writing. However, the past suggests certain lines of growth
of literature that are worth consideration.

The development of human society and the human mind in
the past appears slow compared with the advancement of the
last 30 years., The thrills, discoveries and achievements that
were rare phenomena in the past, today seem to be an every day
affair. This rapid pace of development affects poetry. We
have already noticed the reaction of Urdu poets to the
scientific and technological achievements of the civilised
portions of human society and the resultant psychological
and social predicaments of the poets. Although the fruits of
sclentific research in the West are becoming increasingly
accessible to the intellectuals and poets of under-developed
countries, their society still remains comparatively under-
developed. This phenomenon is bound to increase their present

problems both psychological and social. Its result in the
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realm of poetry is obvious, it is likely to be more complicated,
diverse, vague and confused.

The whole period under review appears to be a period of
experimentation both in themes and forms. Some of the aspects
are clear and some are still under the surface. The Progressive
Movement has completely lost its centre. The themes such as
Communism which dominated poetry of the forties have given
way to other new themes. Relatively speaking, the current
poetry is more introverted and diverse than the poetry of
the forties which was rather emotional and oratorical in
temperament.

Western literature has also affected contemporary Urdu
poetry in a number of ways. In addition, the Persian influence
including Persian vocabulary is gradually disappearing and
instead the use of Hindl, English and colloquiel words is
increasing. ©Similarly the use of more then one metre and
form is gradually increasing, especially in a long poem or
poetic drama. Poets usually express themselves in short poems
or ghazals but the practice to write poems of a few hundred

hemistichs is also becoming fairly common. However, it is

worth noting that the tendency to write large-scale poems such

as Shahnama-e-Islam by @afﬁg JalandharIl appears to have been

declined.
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Our survey of the poetry of the last thirty years has
revealed that it is different from that of the past. But as
has been shown in this thesis the poetry of this period has been
by no means homogeneous. Even within a decade different
trends are perceptible. We have already observed the emergence
of Modernist and Progressive poetry in the same years. The
main constant factor has been freedom and experimentation.

The restrictions of stereotyped forms and themes have been
removed and are hardly likely to return. This in itself is a
hopeful sign for the future.

To sum up, it seems likely that the present freedom and

diversity will continue unabated in the foreseeable future.
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Lahore, June, 1965.

Faiz Ahmad Faiz. Zindan Nama, Maktaba-e-Karwan,

Lahore, (n.d).

Faiz Ahmad Paiz. Dast-e-Tah-e-Sang, Maktaba-e-Karwan,

Lahore, (n.d.).

Faraz. Ahmad, Tanha Tanha, 1st. Ed., Malik Sons

Publishers, Lahore, 1957.

Faraz. Ahmad, Dard *Kshob, lst. Ed., Kit3b Numa,

RéwalpingI, June, 1966.

Farigh BukparI. Zer-o-Bam, lst. Ed., Gogha-e-Adab,

Lahore, January, 1952,
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Fikr Tautsawli. Hayule, Maktaba-e-Urdu, Lahore, n.d.

Firaq Gorakhpuri.  Shutla-e-Saz, lst. Ed.,

Maktaba-e-Urdu, Lahore, 1945,

Firaq GorakhpurI. Magh®al, lst. Ed., Naghad-e-Nau,

Lucknow, 1946.

Firaq Gorskhpurl. Ramz-o-Kinayat, lst. Ed.,

Sangam Publishing House, Allahdabad, 1947.

Ghalib. Mirz3 Asad Ullah Khan, Diwan-e-Ghalib,

Taj Co. Ltd., Lzhore, (n.d).

Habib Jalib. Sar-e-Maqtal, 3rd. Ed., Maktaba-e-Karwan,

Lahore, October, 1966.

Hafiz JalandharI. Naghma Zar, Daftar Shahnama-e-Islam,

Model Town, Lahore.

HafIz JalandharI.  Soz-o-Saz, Daftar Shahnama-e-Islam,

Model Town, Lahore.

Hafiz JalandharI. Shahnama-e-Islam, four volumes,

Daftar Shahnama-e-Islam, Model Town, Lahore.

Hall. Altaf Husain, lusaddas-e-Hall, Taj Co.Ltd.,
Lahore, (n.d).
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HamId-ud-DIn Shahid. Khwaja, (ed.)
Haidar®abad ke Shafir,(1900-1958)

JEfdhra Pradesh Sahithya Akademi, Haidar?sbad,
(Deccan) December, 1958,

Hasan Bakht. Har Shakh-e-Gul Salib, Maktaba-e-Almumt3z,

Lahore, July, 1964.

Hasrat MohanY. Xulliyat-e-Hasrat MohanY, lst. Ed.,

Maktaba-e-Ishatat-e-Urdi, DelhI, 1959.

Himayat tAlT Shatir. JAg men Phul, lst. Ed.,

Halga-e-Arbab-e-Shfir, Karachi, 1956.

Hogh TirmizI. Mataf-e~Januf, lst. Ed., Shaikh

Ghulam tAlY & Sons, Lahore., 1967.

Iftikhar Jzlib. W akhaz, Maktaba-e-Adab-e-JadId, Lzhore, 1963.

Igbal. Dr. Muhammad, Bang-e-Dara, MunIra Bano Begam,

Mayo Road, Lzhore (n.d).

Igbal. Dr. Muhammad, Bal-e~Jibril, 7th Ed., Jawid

Igbal, Lazhore., September, 1947.

Igbal. Dr. Muhammad, g;arb-e—Kalim, 7th Ed., MunIra Bano

Begam, Mayo Road, Lahore., Sep., 1947.

Igbal. Dr. lvhammad, Armagh@n-e-Hijaz, 4th Ed.,
JawId Iqbal, Lahore., May, 1948.
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Jatlfar T.E'hir. Haft Kishwar, Guild Publishing House,

Karachf, July, 1962,

Jagan Nath JEKzad. Bekaran, lst. Ed., Maktaba-e-Qasar-e-Urdu,

DelhI, (September, 1949%).

Jagan Nath JKz8d. Sitdron se Zarroh tak, 2nd. Ed.,

Maktaba~-e-Shahrah, DelhI, (May, 1950?).

JamIl Malik. Sarw—e-@_lgarig}g_é‘z‘l, Gosha-e-Adab, Lazhore, 1957,

JamIl Malik. TulUt-e-Farda, Gogha-e-Adab, Lahore, 1962,

Jawid Shahin. JEth Ghazal Go, lst. Ed.,

Maktaba Meri Library, LZhore, 1968.

JagbI. Mu*In Ahsan, Purozan, 2nd. Ed., JEz3d Kitdb Ghar,

DelhY, November, 1951.

JazbI. MutIn Ahsan,  Sukhan-e-Mukhtasar, lst. Ed.,

JEIna-e-Adab, Lahore, 1963,

Jigar Muraddabadl. JEXtigh-e-Gul,

Maktaba-e~Jama® Ltd., New DelhI, February, 1967.

Jigar Murad’abadl. Shutla-e-Tur, (Usmaniya Book Depot,

Haidar?abad (Deccan), n.d.

J¥lanI Kamran. Stanze, lst. Ed., Maktaba-e-Adab-Jadld,
Lahore, 1959,
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JIlanl Kamran. Naggh-e-Kaf-e~Pa, lst. Ed.,

Maktaba-e~Adab-e-Jadid, Lahore, June, 1962.

JT1anI Kanran & Farug Hasan. ChofI Barl Nazmen lst. Ed.,

Kitabiyat, LZhore, September, 1867.

Jogh Malln®abadl. TIlham-o-Afkar, Jogh Academy, Karachi., 1966.

Josh Malil?abadi.  Saif-o-Sabu, Taj office, Bombay (n.d).

Josh MalIh’abadl. Fikr-o-Nighat, Kutub Khana

Taj office, Bombay. (n.d.).

Josh MalIh?abadi. JEyat-o-Naghmat, Kutub Khana

Taj office, Bombay. (n.d).

Josh MalTh?3badI.  Shutla-o-Shabnam, Kutub Khana

Taj office, Bombay. (n.d).

Jogh MalInh’abadl. Harf-o-HikAyat, Kutub Khana

Taj Office, Bombay. (n.d).

Josh Mallr&bidl. “Arsh-o-Parsh, Kutub Khana

Taj office, Bombay., 1944.

Jogh MalsiyanI.  Janun-o-Hogh, 2nd. Ed.,

Markaz-e-TasnIf-o~TalIf, Nikodar (India),(n.d).



297

Khalid. fabdul €zIz, Kilak-e-Mauj, Do¥aba Cooperative

Publishers Ltd., Karachi,

ggagir Ghaznawi. RUp Rang, University Book Agency,

Peghawar., (December, 1964?).

Krighn Mohan. Shabnam Shabnam, 2nd. Ed., Indian Academy,

New Delhi, November, 1960.

Mahrum. Tilok Chand, Karwan-e-Watan 1lst. Ed.,

Maktaba~e~Jamafa Ltd., DelhI, 1960,

Makhdim Mubaiy-ud-Din. Mekhdim - Intikhab-e-Kalam,

Anjuman Temgqi-e-Urdn (Hind), ©AlYgarh,1953.

Makhdum Muhaiy-ud-Din. Gul-e-Tar, lst. Ed., Maktaba-e-Saba,
Haidar)abad (Deccan), August, 1961.

Makhmur Jzlendhari. Taldtum, Maktaba-e-Jadld,

Lahore. (n.d).

Majaz Lakhaawl. JXhang, Naya Adara, Lahore (n.d).

et —

Majid Amjad.  Shab-e-Rafta, lst. Ed., Naya Adara,

Lzhore, 1958.

¥Ir Taql MIr. Kulliyat-e-lir, Naul Kishor, Lucknow, 1941.
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MIr TagI MIr. Intikhab-e-Kalam-e-MIr, ApnI Library,

Shutat-e-Adab, Lahore, (n.d).

MIrz3iI. MIrsjl xI Nazmen, SaqI Book Depot, Delhi, (n.d).

lMubarsk Ahmad. Zam3na ‘Ad3lat Nahin, lst. Ed.,

Na!T Matbli*at, Lihore, 1965.

Mukhtar SiddIql. Menzil-e-Shab, lst Ed., Naya Adara,

Lahore., 1955,

Mukhtar SiddIql. S Harfl, Karachl, (1963%).

Munir NiyzzI. Tez Hawa aur Tanha Phul, Maktaba-e-Karwan,

Lahore, (19597?).

Munir NiyazI. Jangal men Dhanak, lst Ed., Naya Adara,

Lahore, 1960.

Munir WiyazI. Dushmanon ke Darmiyan Sham,

Maktaba~e-Director, Lahore. (n.d).

Mustafa 2a2idl. Garebzn, lst. Bd., Maktaba-e-Adab-e-Jadld,

o *0

Lahore., (n.d).

Mustafa ZaidI. Mauj Merl Sadaf Sadaf, lst. Ed.,

Lahore Academy’LEhore, February, 1960,
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Mustafd Zaidl. RoghnI, 2nd. Ed., Maktaba-e-Adab-e-Jadid,

Lahore., (n.d).

Mustafd ZaidI. Shahr-e-YAzur, lst. Ed., Lahore Academy,

Lahore, January, 1958,

MugEafa Z2eidl. Qabale Saz, lst. Ed., Jogh Academy,

Karachl, July, 1967.

NadIm, Ahmad, QasmI. Shufla-e-Gul, lst. Ed.,

QaumI Dar-ul-Igshitat, Lzhore, 1953.

NadIm, Abmad, QasmI. Daght-e-Wafa, Kitab Numa,
Lahore, 1963,

NatIm SiddTql. Khin-e-!Ahang, Maktaba-e-Karwail,

Lahore., 1967.

Nasir Kazml. Barg-e-Nai, 2nd. Ed., Maktaba-e-Karwah,

Lahore, 1957,

Nasir Shehzad. Chandni kI Pattiyad, lst. Ed.,

Maktaba-e~-Adab-e-Jadid, Lahore, 1965.

NagIr Qaiser. JEikhen Chehra Hath, lst. Ed.,

laktaba~-e-K3d inat, Lzhore, June, 1968.

Qabil Ajmeri., Dida-e-Bedar, lst. Ed., Majlis-e-Yadgar-e—

Qabil, Haidar’abad (Pakistan), 1963.
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Qaiyum Nazar, Suwaida, lst. Ed., Gosha-e-Adab,

Lahore, 1954.

QatIl Shifa*T. Rozan, lst. Ed., Adara-e-Farogh-e-Urdu,

Lahore, 1957.

QatIl Shifa!I. Gajar, 3rd. Ed., Naya Adara, Lahore, 1962.

QatIl Shifa’l. Haryall , 3rd. Ed., liaktaba-e~Urdu,

Lahore, December, 1962.

QatIl ShifatY.  Jaltarang, llektaba-e-Jadld, Lahore. (n.d).

QatIl Shifasi.. Mutriba, 3rd. Ed., Gogha-e-Adab,

Lahore, May, 1966.

Rahman. S.A., Safar, lst. Ed., Markazl Majlis—e—Taraqq{—e—

Urdu, Liahore, 1964.

Raja MahdI €A1l Khan. Andaz-e-Bayan aur, Adabl Duniya,

Lzhore, 1967.

Rashid. N.M., Mawara, 3rd. Ed., Iftikhar ©A1Y, Civil and

Military Gazette Press, Lahore, February, 1953.

Raghid. N.M., Iran men Ajnabl, lst. Ed., Gogha-e-Adab,

Lahore, 1957.
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Raga Hamadanl. Rag-e-Mina, Gogha-e-Adab, Lahore, 1957,

Saghar SiddiqT. Zahr—eiKrzﬁ, Zafar Ahmad Quraishi & Sons,

Lzhore, (1961%).
Sehir Iudhiyanwi. — Talkhiyan, Maktaba-e-Dastir, Lahore,1958.

Sahir Ludhiyanwi. Parcha’iyan, 2nd Ed., Lahore Academy,

Lahore, May, 1959,

Sahir Ludbiyanwi.  Phir Subh ho gl, lst. Ed., Lark

Publishers, Karaghl, December, 1961,

Saif-ud-Din Saif.  Kham-e-Kakul, 3rd. Ed., Maktaba-e-Karwan,

Lahore, July, 1961.

Sajjad Bagir Rizwl., Tegha-e-Lafz, lst. Ed.,

Kitabiyat, Lahore, March, 1968,

Sajjad. Saiyid, (ed.) Na’I Nazmen, Na'I Matbutat,

Lahore, March, 1967,

Salam MachlI ShahrI.  Salam MachlI ShahrI, Anjuman TaraqqI-e-

Urdu (Hind) ®AlTgarh, 1965. The book contains

the selected poems of the poet.

Salim Ahmad, Bayaz, Dhanak Publishers, KarachI, 1966,
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SalIm-ur-Rahman. Sham kI Dahliz, lst. Ed.,

Maktaba-e~Adab-e~-JadId, Lahore, 1962.

Sauda. Mirza Muhammad Rafif, Kulliy&t-e-Sauda, Naul Kisghor,

Lucknow, 1932,

Shabab Kiranwi, Mauj-e-Shabab, Shutaf-e-Adab, Lahore., 1966,

Shabnam SubhanI. (ed.) Qaus-e-Qazah, lst. Ed.,

Maktaba~e-TatmIr-e~-Insaniyat, ILahore, (19567).

Sh3d Amritsarl. Dagh-e-FirSq, 1lst. Ed., JKina-e-Adab,

Lahore, 1963.

Shad ¢Arfi., Andher Nagrl, lst. Ed., Naya Adara, Lshore,1967.

Shad. Naresh Kumar, Butkada, New Taj Office, DelhT,

February, 1961.

Shad. Naregh Kumar, Qashen, 2nd., Ed., New Taj Office,

DelhY, October, 1959.

Shahzad Ahnad. Sadaf, Naya Adara, Lahore. (n.d).

Shor. Manzur Husain, DIwar-e-Abad, Maktaba-e-¢Ilm, Lyallpur,l1966.

Shor. Manziir Husain, Nabz-e-Dauran, Maktaba-e-Afkar,

Karachi.

Shorigh KighmIrI. Aljihad-o-Aljihad, Maﬁbﬁ‘ét—e—ggaﬁén,

Qhayan, Lahore, 1967.
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Shorish Kashmiri. Chi Qalandarana Guftam,

Matbutat-e-Chatan, Lahore., 1965.

S5iddiq KalIm. Dam-e-NIm Soz, University Book Agency,

Lzhore, (1955%?)

Suhel Aktrtar., Sallb-e-Dard, Paramount News Corner,

Dera Ghazi Khan, 1963.

Suleman Arib. ©Pas-e-~Gareban, lst. Ed., Anjuman

Paragqi-e-Urdd, Haidar!abad (Deccan) ,April,1961.

Suleman Arib. (ed)., Haidar’abad ke Shatir ’Jliﬁdhra Pradesh

Sahithya AkadenI, I;Iai dar?abad, March, 1962.

Tabassum. SUfi Ghulam Mustafa, Anjuman, lst. Ed.,
Maktaba~e~Jadld, Lahore, 1961.

Tahir Lahauri. Pakistan Patinda Bad, 1lst. Ed.,

Majlis-e-TahgIb~o-Adab,., 1966.

TasIr. M.D., JEtigshkada, Maktaba-e-Nawa-e-Waqt, Lahore(n.d).

WahId Akhtar. Pattharon Ka MughannI, 1lst. Ed., Urdd Ghar,

‘AlIga?h, 1966.

Wahid Quraishi. Dr., Nagd-e-Jan, Sang-e-MI1 Publications,

xSang-e-M1l Publications, Lahore, March,l1968.
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WazIir #Eghd. Dr., Sham aur Sa’e, lst. Ed., Jadld

Yusuf Zafar.

Yusuf Zafar.

Yusuf Zafar.
[ N ]

Zafar Igbzl.

Zafar Igbale.

Zahid Par.

ZahIr Kashalri,

ZahIr Kaghniri,
LX)

ﬁaggirin, Lahore., October, 1964.

Zahr Khand, lst. Ed., Maktaba-e-Urdu,

Lahore. (July, 1944%).

Hari-m"e"wa‘t.arl, lS't. Ed.,

Barq & Co., Mall Road, Lahore, 1961.

Sada ba Sshra, 1st. Ed.,

Guild Publishing House, Lahore, June, 1961.

JAb-e-Rawan, lst. Ed., Naya Adara,

Lahore, 1962,

Gulaftab, lst. Ed., Naya Adara, Lahore, 1966,

Dard ka Shahr, NatI Matbutat, Lahore, 1965,

tAznat-e- Edam, lst. Ed., Naya Adara,

Lahore, 1955.

Taghazzul, lst., Ed., Naya Adara,
Lahore, 1963,

ZahIr Xashnlrl (ed) 48 Ka Shi®rI Adab, Naya Adara, Lahore.
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gahﬁr Nazar. Reza Reza, lst. Ed., Kitab Numa, Lahore., 1966,

]

ZanIr JatfrI. Saiyid, Jazirod ke GIt, Maktaba-e~Karwan,

Lahore, (September, 1954%).
giyé JalandharI. N3 Rasa, lst. Ed., Naya Adara, Lahore, 1966.
(b) "Selscted poems of the year" have been published very
frequently since 1941. Such selections have been made by

different literary circles. They are chronologically listed

below.

BihtarIn Nagmeﬁ, 1941., 2nd Ed., (ed.), Halga-e-Arbab-e-Zauq,

Maktaba-e-Urdi, Lahore, (n.d.)

Muntakhab Nazmei, 1942., 2nd Ed., (ed.), Adara-e-Adab-Latif,

Maktaba-e-Urdu, Lahore, (n.d).

BihtarIn Nazmen, 1943., (ed.), Halga~e-Arbab-e-Zaug,

Maktaba-e-Urdu, Lahore, (n.d).

Muntalhab Nagmen, 1944., (ed.), Adara-e-Adab-e-Latif,

Maktaba-e-Urdu, Lahore. (n.d).

Muntakhab Wazmen, 1945., (ed.), Adara-e-Adab-e-Latif,

Maktaba~-e-Urdu, Lahore, (n.d).



306

Muntakhab Nazmen, 1946., lst. Ed., (ed), Adara-e-Sawers,

Naya Adara, L3hore, (n.d.)

Bihtarin Nagmen, 1947., 1lst. Ed., (ed.) Halga-e-Arbab~e-Zaug,

Naya Adara, Lahore, n.d.

BihtarIn Nazmen, 1948., lst. Ed., (ed.), Halga~-e-Arbab-e-Zauq,

Naya Adara, Lahore, (n.d).

Bihtarin Nazmet, 1958., (ed.) Dr. WazlIr 2Kgha,

Academy Panjab (Trust) Lahore, July, 1959.

Bihtarin ShatirY, 1962., lst. Ed., (ed.), Nasir Kazml,

Maktaba~e-JadId, Lzhore, 1963,

Bihtarin SpafirI, 1963., lst Ed., (ed.), Nasir K%qu,

Maktaba-e-JadTd, Lahore, 1964.

Bihtarin ShatirI, 1965., lst. Ed., (ed.), Muhamnad

SalTm-ur-Rahman, Albayan, Lahore, 1966.

Bihtarin ShatirI, 1966., 1st. Ed., (ed.), MunTr Niyazi,

Albayan, Lahore, 1967.

(c) Various anthologies of Urdl poems written during the
Indo-Pakistanl War of 1965 have been published. A selected
list of these is given here:

Qalam Ke Sipéhi, Pakistan Writers Guild, LZhore, December,1965.




307

QaumI Naghmat, ¢Abid Book Depot, KarachI. (n.d).

Razm-o-Nazm, Pakistan Council, Rawalpindl, (September,1966%)

Razmiya GIt, Adara-e-Matbu*at-e-Pakistan, Karachl, 1966,

Tere Jan Niﬁiroﬁ Ko Salam, Pakistan Writers Guild, Lahore,

November, 1965,

2, BOOKS OF LITERARY HISTORY AND CRITICISM
(a)

tAbdul Haq. Maulwl, Chand Ham ®Asar,

Anjuman TaragqI-e-Urdu, Karachi, 1950,

CAbdul Mughni. Nugta-e-Nazar, lst. Ed.,

Kitab Manzil, Patna, 1965,

tAbdul Shakur. Urdu Adab Ka TangIdl Sarmaya,

Adara-e-Farogh-e-Urdu, Lucknow, 1956.

tAbdullah, Dr. S. Muhammad, Wall se Igbal tak, 3rd. Ed.,

Maktaba-e-Khayaban-e-Adab, Lahore., 1966,

"Abdu.lla-h.u DI'Q So Mul:lamad., Igll_arat-‘e—ﬂjanq{d,

Maktaba-e-Khayaban-e—Adab, Lahore., 1966,
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tAbdullsh. Dr. S. Muhammad, Urdd Adab, lst. Ed., Maktaba
Khayaban-e-Adab, Lahore, September, 1967.

tEbid *A1T *¢Ebid. Saiyid, TangTdI MazamIn, 1lst. Ed.,
" Maktaba MerI Library, Lahore, 1966,

JKfaql. ‘A1l Safiyan, Ab@-wl-K13 Meudddl, 2nd. Ed.,

Sindh Sagar Academy, Lahore., September,1959.

Akhtar Ansari Akbar)abadi.  Jamal-e-!Kgahi,
Halqa-e-Arbab-e-Fikr, Haidar®abad,(Pakistan,1965.

Akhtar Husain Ra’epurl., Adab aur Ingilab, 2nd. Ed.,

Shufba-e-Urdu, National Information and

Publications Ltd., Bombay, (19457?).

Axhtar JatfrI. (ed.) BihtarIn Megalat, lst. Ed.,

Maktaba-e-Urdi, Lahore, 1966,

€A17 Sardar JatfrI. Taraqql Pasand Adab, Anjuman-e-TaraqgqI-

e-Urdu, (Hind), tAl¥garh, 1951.

‘4ndallb ShadanI. Dr., Tahgiq kI RoghnI me#, Shaikh

Ghulam €A1Y and Sons, Lahore, 1963.

AnYs Nagl. Tangld-e-Shifr, Na’I Matbu*at, Lahore, 1965.




309

Anwar fArif. (ed.), Jigar aur us KI Shatiri,

Mektaba~e-Mahaul, Karachl, 1966.

¢aqT1. Saiyid Muhammad, Na?I Fikren, Khayabai Publishers,

Allah’Ebad, April, 3953.

tAskari. Muhammad Hasan,  Sitara ya Badban, lst. Ed.,

Maktaba~e-Sat Rang, KarachT, 1963.

4Ezad. Muhammad Husain, JKb—eégayEt, 15th Ed., Shaikh

Mubarak ¢AlI, Lahore, 1950.

tAzTz Ahmad. Dr., Taraqql Pasand Adab, lst. Ed., Publisher

Farhat Husain Khan, *Arif Publishing House,
DelhI, March, 1945.

CAzIz Ahmed. Dr., Hamarl QaumI aur InqilabI shatirl,

lst. Ed., Shahin Book Stall, Srinagar,
December, 1960.

ChangezI. Islam Beg, ZEshiya*I BedarI aur Urdu Shutara,

Adira-e-AnTs Urd®, Allah’abad, 1961.

Ehtisham Husain. Tanqidl Ja’ize, Adara-e-Isha‘at-e-Urdu,

Haidar?abad (Déccan), 1944.

Fhtigham Husain, Riwayat aur Baghawat, lst. Ed., Ad3ra

Ishatat-e-Urdd, Haidar?abad (Deccan),September,1947.
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Ehtigham Jusain & Ghulam Rabbanl Taban. (eds.)
Muntakhab Adab, lst. Ed., Hall Publishing House,
DelhI, 1952,

Ehtigham Husain. Zaug-e-Adab aur Shu®ur, 2nd Ed.,

Adara~e-Farogh-e-Urdu, Lucknow, 1963,

Ehtigham Husain. I¢tibar-e-Nazar, lst. Ed., Kitab Publishers

Iucknow, 1965,

E@tigham gusain. Dastan-e-Urdu, Alkitab, Karachl, 1965.

Efjaz Husein. Dr., Na’e AdabI Rujhanat, 5th Ed.,

KitSbistan, Allah?&bad, May, 1957,

Etjaz Husain. Dr., Adab aur AdTb, 1st. Ed., Adsra-e-AnTs-e-

Urdli, Allah®abad, 1960.

E¢jaz Husain., Dr., Urdu Adab ?Ezadl ke batd,

Karwaf Publishers, Allah?zbsd, January,l960,

Faqir Saiyid Wahid-ud-Din. Rozgar-e-Faqir, Vol. I, S5th Ed.,

FagIr Spimning Mills Ltd., Karachl, March, 1965,

Faqir Saiyid Wahid-ud-DIn. Rozgar-e-Faqlr, Vol. II, 1lst Ed.,

Fagir Saiyid Wahid-ud-Din, Lion Art Press Ltd.,

Karachl, November, 1964.
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Farugl. IMuhemmad Ahsan, Urdd men Tangid,

*Ishrat Publishing House, ILzhore, 1967.

Firaq GorakhpurI. Urdu kI ¢Ishqiya Shatirl, lst. Ed.,

Maktaba~e-*Azm-0-%Amal, Karachl, 1966,

Hall. Altef Husain, Mugaddama-e—~Shi ¢r-o-Shatiri,

1lst. Ed., Ram Narain I51l, Allah?abad, 1931.

HaghmI., NasIr-ud-DIn, Dakkan men Urdu, 6th Ed.,

NasIm Book Depot, Lucknow, 1963.

Haghmi. Nur-ul-Hasan, Adab ka Magsad 2nd. Ed.,

Hindustan Kitab Ghar, Lucknow, 1964.

(Ibadat Barelwi. Dr., Urdu TangId ka Irtiqa,

Anjumen-e-Taraqqi-e~Urdu, Karachl, 1951,

tIvzdat Barelwi. Dr., JadId ShatirI, Urdau Duniya,

Karachi, July, 1961.

Iftikhar J3lib. (ed.), Na’i ShatirT, lst Ed.,

Na*I Matbu®at, Lahore, January, 1966.

¢Ishrat RahmanY, (ed.), Urdt Adab ke 4Ath S3l, Kitab Manzil,

Lzhore.
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Israr Ahmad Kh3n Seharwl., Adab aur IslamI Qadren,

Nagar Sons, Lahore., 1964,

Issar. Dewindar, Fikr aur Adab, lst. Ed.,

Maktaba—e-Qa§ar-e4Urdﬁ, DelhT, February, 1958.

Issar. Dewindar, Adab aur Nafsiyat, lst. Ed.,

Maktaba-e-Shahrah, DelhI, April, 1963,

KalTm-ud-DIn A@mad; Urdu Tangld par €k Nazar,

Warkaz-e~Adab, Patna, (19452).

Kalim-ud-DIin Ahmed. Urdu Shatirl par ek Nazar, 2nd. Ed.,

Urdu Merkaz, Patna, 1952,

Kelim-ud-Din Ahmad. Sukhen ha'e Guftani, Adara-e-Farogh-e-

Urdu, Lucknow, October, 1955.

KhelIfa €Abdul HelIm. Dr., Fikr-e-Igbal, 3rd. Ed.,

Bazm-e~Iqbal, Lahore, 1964,

KhalTl. Dr. €Abdul Ahad Khan, Urdu Ghazal ke Pachas Sal,

Mektaba-e-Kaliyaf, Lucknow, December, 1961.

Kh wurshid Ahmad. (ed.)  Tahrik-e-Islaml, Adara-e-Charagh-e-

Rah, November, 1963, Karachf.
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Majnin Gorakhpuri. Adab aur Zindagl, 2nd. Ed.,

Kitab Khana, Danigh Mahal, Lucknow, 1944.

Majntn GorakhpurI. Nagugh—-o-Afkar, Safiya Academy,

Karachl, 1966,

Mas*ud Husain Khan. Dr., Mugaddame Tarikh-e-Zaban-e-Urdu,

3rd. Ed., Sir Saiyid Book Depot, €¢AlIgarh, 1958.

Mittal. Gopal, (ed.), /EKzadl ka Adab, Maktaba-e-Tahrik,

Delny, March, 1954.

Mittal. Gopal, Adab men Taraqql Pasandl, National Book

Academy, Delhi, June, 1958.

Rafiq Husain. Dr., Urdu Ghazal kI Naghw-o-Numa, lst. Ed.,

Lala Ram Nara?in L&l, Allah?abad, 1955.

Sabzwari. Dr. Shaukat, Dastén-e~Zaban-e-Urdu, Kul Pakistan

An juman-e-Taraqqi-e-Urdu, Karachi, 1960.

Salam Sendelwi. Dr., Urda Rubatiyat, lst. Ed.,

NasTm Book Depot, Lucknow, 1963.

ShahIr. Hasan, Zehn aur Ingilab, Kitabistan,

Allah?abad, February, 1960,
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Shaida. Rajindar Nath, Na’e Adabl Ruj@énét aur un ka Tajziya,

J Xstana Book Depot, DelhI, December, 1956,

Shakur. ®Abdul, Hasrat MohanI, lst. Ed.,

¢Igshrat Publishing House, Lahore.

Shams-ud-Din. Hada’ig-ul-Balaghat, (Tr. in Urdu by Imam

Bal_c_l;gl_; ‘Sahbé’i), M. Farman *AlT and sons,
Lshore, (n.d).

Shirani. Hafiz Mahmid, Panjab men Urdu, lst. Ed.,

Maktaba-e-Kaliyan, December, 1960, Lucknow.

Shirid. Mumtaz, Matyar, lst. Ed., Naya Adara, Lahore,1963.

§idquI. Dr. Abu-ul-Lais, Tajribe aur Riwayat, lst. Ed.,

Urdd Academy Sindh, KarachI, October, 1959,

Surur. K. Ahmad & “AzIz Ahmad. (eds.),
Intikhab-e~Jadid, Anjuman-e-Taraqqi-e-Urdu,

(Hind), ‘Aliga?h, 1943,

Surur. K1 Ahmad, TanqId Kya hai, 1lst. Ed., Kitabl

Duniya Ltd., Delhi, January, 1947.

Surur. YAl Ahmad, Adab aur Nazriya Adara-e-Farogh-e-Urdi,

TLucknow, 1954,
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Surur. A1 Ahmad, Na’e aur Purane Charagh, Urdu Academy Sindh,

Karachi, August, 1957.

Wa@Id. ¢Abdul, (ed.), JadId Shutara-e-Urdu,

Firoz Sons, Lahore.

WazIr 4Egha. Dr., Urdd Adab men Tanz-o-Maz3h,

Jadid NashirIn, Lahore, 1966.

Wazir JAgha. Dr., Urdu Shatir Ka Mizaj, lst. Ed.,

JadId NashirIn, Lahore, May, 1965.

WazIr JAgha. Dr., Nazm-e-Jadld kI Karwa“gefl, AdabT

Duniya, Lahore. (n.d).

WazIir 4Egha, Dr., TanqgId aur Intisab, lst. Ed., Jadld

NashirIn, Lahore, 1968,

Tusuf Husain Khan. Dr., Urdu Ghazal, Anjumen Taraqqi-e-Urdu

(Hind), ®AlYgarh, December, 1957.

Zor. Dr. S. Muhaiy-ud-DIn, Ruh-e-Tanqgid, 6th Ed.,

Maktaba-e-Mu*In-ul-Adab, Lahore, 1964.
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(b) Here follows a selected list of literary artvicles

prepared from the files of various literary jouraals.

tAbdul Hag. Maulwl, Urdd men DakhIl-e-Alfaz,

Urdu, quarterly, Vol. 28, No. 1, Anjuman

Taraqqi-e-Urdli (Pakistan), Karachl, July, 1949.

‘Abdullah Jawid.  Josh S3hib aur un kI Shatiri - &k Radd-

e-*Amal ka Tajziya, NasI Qadrep, No. 2.

Haider!abad (Pakistan), 1964,

(Abdullah Jawid. Fikr-e-Jadld aur Hamara Adab,

Na*I Qadred, No.3-4, Haidar'abad (Pakistan),1964.

tAbdullah. Dr.S. Muhammad, MNIr ke Adhfive GIt, Na!T Tahriren,

No. 4, Halga-e-Arbab-e-Zauq, Lahore, December,1956.

‘Abdullah. Dr. S. Muhammad, Ghazal kI Ha'it ka Sawal,

Adab-e-Latif, Vol.43, No. 2, annual No.

Lahore, 1957.

tAbdullah. Dr. S. Muhammad, Ghazal, Ghazliyat aur Taghazzul,

Sahifa, quarterly, No. 5, Majlis-e-Taraqqi-e-Urdu,

Lé.hore, June, 1958,

tAbdullah. Dr. S, Muhammad, Guzaghta Das Sal ka Urdu Adab,
Humayuh, Vol. 72, Annual No., 1958, Lahore.
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€Abdullah, Dr. S. Muhemmad, Zafar A1lT Khzn,

Adab-e~Latif, Vol.50, No. 1, annual No.,

Lzhore, 1962,

¢Aibdullah, Dr. S. Muhammad, Adabl Masa’til,

Nairang-e-Khayal, February, 1966, Lahore.

tXbid fAlY tAbid., Urdu Ghazal ke ¢Al3? im-o-Rumiz,

Sahifa, quarterly, No.3, Majlis-e-Taraqql
-e-Urdu, Lahore, December, 1957,

¢Xbid €Al1Y ¢Ebid. TUrdu Ghazal ke €Ala?im-o-Rumuz,

Sahifa, quarterly, No.5, Majlis-e-Taraqqi-e-Urdu,

Lahore, June, 1958,

JEft3b Ahmad. Shatiron k& Shatir — Raghid, Sat Rang,

Vol. 2, No. 4, Karachl, August, 1961.

JEgha Iftikhar Husain. Urdd kI Babat Pransisiyon kI Chahd

TahrIren, Urdu Nama, No.l1l5, Taragqi-e-Urdu Board,

Karachl, January-March, 1964,

Ahmad TAlY, Jadid Shatirl, Naya Daur, No.27-28, Karachi,

June ’ 19620
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Ahmad Raza. Maghriq men Adab kI Akhlaql Aqd3r, Sahifa,

quarterly, No.l6, Majiis—e-Taraqu~e—Urdﬁ,

Lahore, July, 1961.

A@rgz Nagwli. Dr., Urdu Tangid ke Mailanat, Na’I Qadren,

No. 5, Haidar’abad (Pakistan), 1966.

Ahsan, Akhtar, Shifr aur Tajriba, Humayun, Vol. 65,

No. 4, October, 1954, Lahore.

Ahsan, Akxhtar, Na’I Shatiri. ka Munghur, Naya Daur,

No. 27-28, KarachT.

Ahsan Danigh. Shifr men Wazan kI Ahamiyat, Saiyara,

Vol. 2, No. 2, Lzhore, February, 1963,

tAin-ul-Haq FarIid KotI. WadT-e-~Sindh aur Turkey aur

Mangoli Zubaneh, Urddl Nama, No.l5,

TaraqqI-e-Urdd Board, Karachl, January-March,1964.

Akhtar Hasan. QaumI JAz2dT aur Urdd shatirl, Pinam,

Vol. 1, No.4, gaidar’ébéd (Deccan), August,1964.

Aggtar—ul_fmén; Jadid §g§‘ir§, Naya Daur, No.27-28,

June, 1962, Karachl.
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1
Akram. Muhammed, Jaffrl kI "Taraggl Pasand Adab ,

Ma‘yar, Vol. 5, No. 4, MIrath (Meerut),April,1955.

tA17 Sardar Jatfri, Taraqql Pasand Shatirl ka Samajl

Pas-e-Manzar,  Sawera, No.l3-14, Lahore, (n.d).

€A1Tm. Dr. “Abdul, Urdl Adab ke Rujhanat, Sawera,

No. 12, Lahore, (n.d).

‘4mYq Hanfi. WIrajl, Wishnu Mat aur WazIr 3hgha, Funim,

Vol. 4, No. 1-2, Lahore, April-May, 1964.

¢AndalIb ShadanI. Dr., Auzan-e-Rubatl ke Muta®alliq ek

Na#i Daryaft, Sahifa, quarterly, No.l6,

lajlis-e~TaraqqI-e~Urdu, Lahore, July, 1961.

AnIs Nagl. ©Na’I Snatirl Kya hai, Na’I Qadren, No.5,

Haidar?abad (Pakistan), 1966.

Anjum AfzmI. Jadla Nazm ka Mafhum, Naya Daur,

No. 27-28, Karachl.

AnsarI. Z., Shad tArfI kT Shatirl aur Shekhsiyat,

Nigar, Vol.43, No.2, Karachl, February, 1965.

Anwar Ansarl., Urdd Tanqid aur TabgatI Shutur,

Naya Adab, Vol.ll, No. 3, Bombay, March, 1949.
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tAirif €Abdul MatIn. Pakistan ke Shi'rI Rujhanat,

Sawera, No. 7-8, Lahore. (n.d).

(Erif ‘Abdul Matin. Urdi— Pakistan ke MashhUr Shahron

men - Lzhore, Adab-e-LatIf, Vol. 40, No.5,

Urdu No., Lahore, December, 1955.

(Arif ‘Abdul MatIn. Qitta aur Ruba'I ke Khadd-o-Khal,

Adabl Duniya, Vol. 5, No. 6 Special No., Lahore.

‘Arsh SiddigI. PFaiz kI Shatirl men Rumanl ®Anasir,

AdabI Duniya, Vol. 5, No. 11, Special No.ll,Lahore.

CAskarl. Mvhammad Hasan, Mashriq aur Maghrib kI JKwezigg

Urdu Adab men, Sat Rang, vol.l, No.l,

Karachl, May-June, 1960.

‘Asmat Chughta’I. FPasadat aur Adab, Naya Adab, Vol.ll, No.3,

Bombay, March, 1949.

%zTz Ahmad. JadId Urdk TangYd, Sawera, No.4., Lahore, (n.d).

fiziz Ahmad. Iqbal aur Fan Bara-e-Zindagl, Sawera,

No. 5-6, Lahore, n.de

EtzmI. Paiz-ur-Rahmdn, Urdu Adab men JadId TarIn Rujhanat

aur un k& Tajziya, JAj Kal, Vol.ll, No. 9,
DelhI, April, 1953.
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Babar. Jigha, (ed.) Adab par Jang Ka Asar, Mah-e-Nau,

Vol. 18, No.l2, Karachl, December, 1965.

Bagir Mahdf. Taraqql Pasand Shatirl ke nale Masa’il,

Urdu Adab, gquarterly, Vol. 3, No. 1-2,
July-December, 1952. ¥AlIgarh.

Ehtigham Husain. Igbal kI Rajaliyat, Sawera, No.1ll, Lahore(n.d).

Ehtigham Husain. Nazm aur Jadid Nazm par Chand AsUlI Bated,

Nigar, Vol. 44, No. 7-8, annual No., July-August,

1965, Karach.

Ehtigham Husain. MazI ka Adab aur na’e Tanqgldl Radd-e-‘Amal,

Arzhang, Vol. 1, No. 1-2, Peshawar,

August-September, 1964.

Etjaz. €Abdur Rahman, Fann-e-Jadld, Humayun, Vol.72,

Lzhore, annual No., 1958,

Etjaz-ur-Rahman, Adab aur Alamatl ghatirl, Na’I Qadren,

No. 5, Haidar?abad (Pakistan), 1966.

Faiz Ahmad Faiz. Shatir kI Qadren, Sawera, No,12, Lahore.(n.d).

Farigh BukharI. JEj ka ShifrI Adab, Na’I Qadret, No.5,

Haider?abad (Pakistdn), 1966.
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Farman Fatebpuri, Dr., Jedld Urdh Ghazal - Ghalib se

1.1511' tek, Nigar, Vol. 44, No. 7-8, annual No.,
July - August, 1965, Karachl

Farugl. Dr. Muhammad Ahsan, Tazkira NigarY aur Muhammad
Husain JKzad kI eib-e-gayat, Urdu Adab,

Vol. 3, No. 4, A.';ijuman TaraqqI-e-Urdu,
(Hind), ‘Aligarh, June, 1953,

Fateh Muhermed Malik. Na?I ShairY aur Jadld Shafiri,
Funin, Vol. 2, No. 1, Lahore, April, 1963,

Fateh Muhammad Malik. Khayal k3 Khauf, Funin, Vol.5,
No. 1 - 2, 7L§hore, October -~ November, 1964,

Fatah Muhammad Malik. JAtigh-e-Rafta ka Suragh,

Adab-e-Latif, Vol. 69, No. 10, annual No.,

Firaq Gorakhpurl., MerY Shafirl par Angrezl Adab ka A:ar,
JEj Kal, Vol. 22, No. 8, DelhI, March, 1964,

Ghalib Ahmad. Jadid Urdu Sha‘irl ka ‘Aburl Daur, Nusrat,
| Daur-e-Jadld, No. 10, Ldhore, July, 1966.

Ghulam Sarwar. Professor, Taraqql Pasand Tal}rrk - ek Jaliza

Nigar, Vol. 44, No. 7-8, annual No.,

July - August, 1965, Karachl.
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E.Iani:f;‘ Fauq. Jamud ya Shutur, Shutur, No.3, Maktaba-e-Shufur,
KarschI, 1957.

I'Iérig. Professor Sajjad, Shatir, IjtimatI Insan aur Shatiri,

Aslib, Vol. 2, No. 9-10, annual No., 1961,

Lahore,

Hasan, Dr. Muhammad, Urdu med Rumanwi Ta.‘Eerk, Urdu Adab,

quarterly, vol. 3, No. 1 - 2, ‘Al:T.ga:l.:'h,
July - December, 1952,

Hasen. Dr. Muhammad, Urdu Ghazal ke FikrI ‘Anasir,
Ada.b-e-La’E:Tf, Vol. 46, No. 1, annual No.,
Lahore, 1959,

Hasan. Dr. Muhammed, Hemar Sha®irl ke Nau Baras,

Adab-e—Lal:If, Vol".”‘48, No. 3, March, 1960, Lahore.

Hasan. Dr. Muhemmed, — Nazm-e~J 2d¥d ka Ma®nawl Irtigqa,

Nigar, Vol. 44, No., 7 - 8, annual No.,

July - August, 1965, KarachT,

Hayat Ullsh Angari’.' Theth Urdid, Urdd Adab, Vol. 1,
No. 3-4, “AlIgarh, Jenuery - April, 1951.

fvadat BarelwI. Dr., Urdd Tangld ke Jadld Rujhanat,

Urdu, quarterly, Vol. 28, No. 1, Anjuman.

TaraqgI-e-Urdu (Pakistan), Karachl, July,1949.
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tIbadat Barelwl, Dr., Jadid Urdu Ghazal,
, Oriental College Magazine, Vol. 29, No. 3-4,
Lahore, May - August, 1953,

‘Ibadat Barelwl. Dr., MIrajl : Chand Yaden - Chand Tassurat,

0 00

Sawera, No. 11, Lahore,(n.d.)

tIbadat BarelwI. Dr., Urdu Shatir] men Hubb-e-Watan kI

Riwayat, Sawer§,‘No; 13 - 14, Lzhore, (n.d).

(Ibadat BarelwI. Dr., Adabl TakhlIq men Tajribe ki Ahemiyat,

Adab-e-Lat.If, Vol.48, No.3, annual No., Lahore,

March, 1960,

LIbadat Barelwi. Dr., Majaz kI ShafirI, Sat Rang,

Vol. 1, No. 1, Karachf, May - June, 1960.

(Tbadat Barelwl. Dr,, Jeadid Urdu Sha®irl - ek Tang¥al

Mu:b'élata, Nigar, V01>.744-9 NO. 7"8,
annuel No., July - August, 1965, Karachl.

Iftikhar Jalib. Farq Hamarl JEnkh ka,
Adab-e-Latif, Décember, 1962, Lahore.

Iftikhar J2lib. DLisanl Taghkilat, Sawera, No. 34,

Lzhore, 1964,
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Iftikhar Jalib. PI Batn-e-Sha'ir, Sawera, No. 40,

Lghore, July - August, 1967.

¢
Ilyas Ishql. Hemarl AwamI Sha¢irI, Na!I Qadre,
No. 3 - 4., Heidar’@bad (Pakistan), 1965.

Intizar Husain, Purani Nasl ke Khilaf Radd-e-‘Amal,
Humayun, Vol.63, No. 7, Lahore, July, 1953.

Intizar Husain. Shekhs aur gha®ir, SahiIfa, No. 12,

Ma;jlis—e—Taraqu—-é-Urdﬁ, Lghore, n.de

Iqbal “AzIm. Maghriql Bengdl med Urdil ka Naya Daur,

Humsyun, Vol. 62, No. 3, Lzhore, September,1952,

J112nT Kamran, ¢Arabl Adabiyat k@ HamarI Shafirl par Asar,
Lail-o-Nihar, weekly, Vol.l3, No.33, Lahore,

JT1anY Kamran., Hamare Adab ka Naya Daur, Rawl, Vol.59,

No. 10, Government College, Lahore, December,l965.

JTlanl Kamran. Ne!I ShatirI ke Zimni Masa’il,
Ne!I Qadreft, No.5, gaidarxabéd (Pakistan),1966.

JT1anT Kamran. Kya Hamara Adab PakistanY Aqdar kI
Numa’ indag] Kaerta hei, JErgas, vol.l,
No. 3-4, Lahore. |
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Jemll Malik. Ahmad NadIm kI Qit‘a Nigarl, Na’I Qedren,
No. 5, Haidar)abad (PEkistdn), 1966.

KalIm-ud-Din A]smad; JEzad Nazm, Nigar, Vol. 44, No., 7-8,
Annual No., July-August, 1965, Karachi.

Keramat ®Ali Karamat, Dr., Chini Jarhiyat aur Urdu Shutara,

Pagdanc}I, Vol. 11, No. 1 - 2, Amritsar.

KorTm-ud-DIn Ahmad. Na’i Shafiri men Tajribe,

sIp, No. 2, quarterly, KarachT,

KhelTl-ur-Relman K¢zmI.  Akhtar-ul-Iman - &k Mutsherrik Sha‘ir,

Funfin, Vol. 5, No. 1 - 2, Lihore, October -
November, 1964.

Ehalil-ur-Rehman Afzml. Jadld Urdd Nazm, Nigar, Vol. 44,

No. 7 - 8, annual No., July - August, 1965,

Kara_g_h_l- ‘o

MadnI. Hamid AzIz,  Shifr-e-Jadld kI Haded,
Shu'ir, No. 8, 1960, Maktaba-e-Shutiir, Karachl.

Mahir-ul-QadrI. Paiz kI Sha®irl, Nairang-e-Khayal,

Vol. 42, Lahore, October, 1965,
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Mehmud Sham. MerI Sirat-e-Hal, S3t Rang, Vol. 5,

No., 7 - 8, KarachY, August, 1964,

Manto. ¢Abid Hasan, Naya Munghir aur us ke Bafg,

Sawera, No. 13-14, Lahore, (n;d).'

Manto. ¢Abid Hasan, JEj MIr-o-Ghalib Kahan hain,

Qalam K;i'r, AdEra—e-MugannifIn Pakistan,
Lahore, (n.d).

Mas‘ud Husain EKhan. Naya fUriiz aur ‘Azmat Ullah Khan,
" this article is included in ®Azmat Ullah
Khan's book of poems entitled, Surlle Bol,
2nd. Ed., Urdd Mahal, Haldar’bad (Deccan) (n.d).

MirajI. Jadid Shatirl kI Bunyaden, Nigar, Vol. 44, No. 7-8,

annual No., July - August, 1965, Karachi.

Mubarak Ahmad. AdabY Masa’il kI Na’I Tauzil.l, Sat Rang,
Vol, 3-4, No. 3, Karachl, June-July, 1963,

Mu.‘:.laiy—ud—DIn Jadal. Ahmad, Urdu Adab ke Jadid Ruj]:.ianat,

Naqush, No. 57-58, Lahore, June, 1956,

Muntaz Husain, Shehwaniyat aur Laghu‘ur ke Likhne

Walod ke Nam, Sawera,' No. 4, Lahore, (n.d).

Mumtaz Husain. Taraqql Pasand Adab Kya hai,
Sawera, No. 5-6, Lahore, (.ds)
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Mumtdz Husain. Surat-o-Ma‘nl ka Bzhaml Righta,

Sawera, No. 7 - 8, Lahore, n.d.

Mumtaz Husain. Muta%idda.Ma@éz, Sawera, No. 11, Lahore,(n.d).

Muntaz Husain., Naya Munshur, Sawera, No. 12, Lzhore, (n.d).

Mumtaz Husain. ¢CAwaml Adab, Sawera, No. 13 -~ 14, Lahore, n.d.

Mumtaz 1;1us=ain‘; Jamud aur Anjimad, Sat Rang, Vol. 1, No.l,

Karachf, May-June, 1960.

Muzaffar ‘A1T Saiyid. MejId Amjad kI Nazmen, Sawera,

No. 17 - 18, Lahore, n.d.

Muzaffar (Al Salyid. Das SBl ke AdebI Rujhanat,

Lail-o-Nihar, Weekly, Vol. 7, No. 3, Lahore,
August, 1957.

Muzaffar (A1l Saiyid. Tarlkh-e-Adeb ka Mutalafa, Sahifa,

quarterly, No. 3, Majlis—e-TaraqéIJUrdﬁ,
Lahore, December, 1957.

Muzaffar ¢A1I Saiyid. Khara Khota, Shu'ur, No. 8,
Maktaba-e-Shu'ir, Karachl, 1960.

.2

Muzaffar €A1T Saiyid. ZamIn aur, Falak aur, Nusrat,
" Daur-e-~Jadld, No. 3, Lahore, November-December ,1964
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Nadim, Ahmed, QasmI. Urdu ShatirI JKzadT ke Batd,
Naya Daur, No.27-28, Karachl, June, 1962,

Narang. Dr. Gopl Chand, Maujiida Hangaml Halat aur AdIb,
Pagdandl, Vol. 11, No.l - 2, Amritsar.

NasIr-ud-Dfn Haghml. Islaml Adab, Humayun, Vol.63, No.T,
Lahore, July, 1953.

Niyaz FatahpurI. JKzad gha‘irl, Nigar, Vol.44, No.7-8,

annual No., July-August, 1965, KarachY.

Qaiyum Nazar. MIirajl kI Shakhsiyat ke Ba‘g Zawiye,

Naqsh, July, 1961, Karachl.

QazI ®Abdul Ghaffar. Ek Jadld Shifira, Sawerd, No.4, Lahore,(n.a)l.

Qazl ‘Abdul Wadud. Tarikh-e-Adabiyat-e-HindwI-o-Hindustani,
SahIfa, quarterly, No. 3, Majlis-e-Taragqi-e-Urdi,
Lahore, December, 1957,

Raghld Hasan Khan. Paiz ki Shafirl, JXj Kal, Vol. 19, No. 2,
DelhI, September, 1960.

Raghid. N.M., JadIdiyat Kya hai, S&t Rang, Vol. 1, No. 1,

KarachY, May - June, 1960,

Rashid. N.M., JadId Urdu Shatirl, Naya Daur, No.27-28,

Karachl, June, 1962,
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Riyaz Ahmad. Ghazal men Tasalsul, Sahifa, No. 12,

Majlis-e-Taraqql-e-Urdi, Lahore, (n.d).

"Rudad, Fakistan Taraqql Pasand Musannifin Conference,

-
(October ~ November, 1949, Lahore) ,

Sawera, No. 7 - 8, Lahore, (n.d).

Rithi. Kaukab-us-Sabah, Ahmad Nadim Qasmi aur Rim Jhim,
NadT Qadren, No. 5, gaidazaabad (Pakistan),1966.

Sabzwari. Dr. Shaukat, Urdu ke Seutiye, Urdu Nama, No. 15,

Taraqql-e-Urdi Board, Karachf, January-March,1964.

Safdar Husain. Saiyid, Urdi mei Shakhsiyat Nigari,

Salg.Ifa, quarterly, No. 3, Majlis—e-Taraqqi-e-Urdu,
Lahore, December, 1957,

Safdar Husain. Dr., Jadld Shatiri ke Rujk.ﬁn'a'.t, Nigar,
Vol. 44, No. 7-8, annual No., July-August,1965,

K arag_ﬁ .

Safdar MIr. Biyaban-e-Janin, Naya Daur, No.27-28,

Karach, June, 1962.

§afdar'. Miharmad, Jang aur Amn men AdTb aur Ideology,

Nusrat, Daur-e-Jad¥d, No.l0, Lzhore, July,1966.
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Seghlra NesIm. PFaiz kI Sha®irl ke Chend CAnasir, Nigarigh,
Vol. 4, No. 1 - 2, KarachT, annua} No., 1962,

Saghira NesIm. Majaz - Famn aur Shakhsiyat, Pagdandl,

Vol. 11, No. 7, Amritsar, July, 1963.

Sajjad Bagir Rizwl, PFanl Badayunl - & Tajziya, §a@Ifa,
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Sajjad Bagir RigwI; Ghazal men Wagdat-e-mgfsur, §ahIfa,
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No. 5, Majlis-e-TaraqqI-e~Urdi, Lahore, June,1958.

Salim A@mad; Na?I Nazm aur Pura YEdmI, Naya Daur,

No. 27-28, KarachY, June, 1962,

SelIm Akhtar., Adeb aur Iaghutur, Mah-e~Nau, Vol.1l8, No.l12,

Karach, December, 1965,

SalIm Akhtar., Adab men Iblagh, Mah-e-Nau, Vol,19, No.5,
Karachl, May, 1966,

Saql Farugl. Sirf Char Shatir, Naya Daur, No.27-28,

KarichI, June, 1962,
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weékly, Vol. 10; No. 50, Lé'.hore, December,1960,

ShakIl-ur-Rahmany ~ MIrajT xI shairl ke do Pahld,
‘ JAj Kal, Vol. 12, No. 3, DelhI, October, 1953,

ShemIm Ahmad. Sha‘irl ki Jadid sha®irI, Naya Daur,
No. 27-28, Karach¥, June, 1962

Shems Tabrez Khan JXrwl, Iqbal, Ishtirskiyat aur Taraqql

PasandI, Faran, Vol. 17, No.8, Karachl,
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§idqu Kallm., Ne'e ShifrY Tajribe, Mah-e-Nau,
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TaqI. Saiyid Muhammad, Maghrigl TahzIb aur Bain-ul-Aqwami Samaj,
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Lahore,
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WazIr JEgha. Dr., 4sia kI Do BarI TahzIbon ka Tasadem,

Adabl Duniya, Vol. 5, No. 11, Special No.ll,
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WazIr YAgha. Dr., MIrajl aur DhartI Puja, Funin,
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WazIr JEgha. Dr., Urdn Ghazal - Igbal ke Bafd, Mah-e-Nau,

Vol. 18, No.3, Special No., Kafé'c_h_.I, March,1965.

WazIr JEgha. Dr., Urdd Nazm men Alamat NigarI kxa Almiya,

Punin, Daur-e-Jadid, 1-2, Vol. 1, No.l-2, Lzhore,

May - June, 1965,

WazIr JAghi. Dr., 443 KT Urdi Tanq¥d, Na’I Qadres,

No. 5, Haidar?3bad (Pakistan), 1966.
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hd > &
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Lahore, (n.d).

?ami'r tA11 BadayunT. MIrajTl - Ibham Pasand, Mah-e-Nau,
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Ziya JalandharI. Nazm kI Bat, Shufur, No. 9,
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3. ENGLISH

POETRY BOOKS

(a)

Kiernan. V.G., Poems by Igbal, lst. Ed.,

John Murray, Albermarle Street, London, 1955.

Kierpan. V.G., Poems by Faig, Peoples Publishing House,
Lahore, 1962,

(p)

General books (literary criticism and history etc.)

(Abdul ¢Allm. Dr., Urdu Literature,

Literature in Modern Indian Languages,

(ed.) Gokak. V.K., The Publication Division, Ministry
0of Information and Broadcasting, Government of

Tndia, April, 1957,

€Abdul Layitf. Sayyid,

The Influence of English Literature on Urdu Literature,

Torster Groom & Co. Ltd., London, 1924,
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Adams. Charles J., Ideology of Mawlana Mawdudi,

Donald Eugene Smith., (ed.),
South Asian Politics and Religion,

Princeton University Press, Princeton, 1966,

Aziz Ahmad., Urdu Literature, (eds.) S.M. Ikram and

Percival Spear, The Cultural Heritage of Pakistan,

Oxford University Press, London, 1955.

Bokhari. A.S., The Urdu Writer of Our Time,

Crescent Green, a miscellany of writings

on Pskistan. Cassell & Co. Ltd., Jondon, 1955,

Cox. CeBes, & Dyson. A.E., (eds.), Modern Poetry,

Edward Arnold Publishers Ltd., London, 1961.

Ehtighsm Husain. Urdu Literature,

Literature in Modern Indian Languages,

(ed.) Gokak. V.K., The Publication Division,
Ministry of Information and Broadcasting,
Government of India, April, 1957.

Frazer. R.W., A Literary History of India,

T, Fisher, Unwin, London, 1898,
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Sedig. Muhammad, A History of Urdu Literature,

Oxford University Press, London, 1964.

Saksena. Ram Babu, A History of Urdu Literature,
Rem Narain Lal, Allshabad, 1927.

(c)
Articles from journals, published in English

language, referred in this work are listed below:

Bailey. T. Grahame, A Guide to the Metres of Urdu verse,

Bulletin of the School of Oriental Studies,

London University, vol. 9, 1937-39.

Khalid Bin Sayeed., Jamaat-i-~Islami Movement in Pakistan,

Pacific Affairs, vol. 30, 1957,

Russell. R., Some Problems of the Treatment of Urdu Metre,

Journal of the Royal Asiatic Society, London,
19 59"‘60 .
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4. Here follows a list of a number of Urdu journals.
It will be relevant to note that Urdu poets usually get
their individual poems first published in the literary
periodicals. It is at a later stage that these poems are
compiled and published in the book form. Moreover a host
of poets, whose literary significance cannot be overlooked,
may not get their collected works published at all. It is,
therefore, necessary for a person, who wants to have a
comprehensive view of the developments in Urdu poetry in
its historical perspective to go through the files of these
periodicals.

Adab-eébaﬁif, Lahore.

AdabI Duniya, Lahore.

Afkgr; Karachy.
L3 Kal , Delhi.
JIrgas; Lahore.
Arggaﬁg; Peshawar.
Aslﬁb; Lahore.
Auraq, Lahore.

Dastir, Lahore.




Faran,

Faran,

Funun

Ham Qalam,
Ham Rang,
Humayun,

Ja%za.,

Jam-e~Nau,
Khayal,

Kitab

Mah-e~Nau,

Ma@war,

Ma‘yal',

[ ]
Na?I Qadren,

Nati TahrIren,
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IsTamia College; Lﬁhore;
Karachi.

Lahore.

KarachT.

Mhow (Indore).

Lahore

Karachl

KaragQI;

Nagpur

Lucknow.

Lahore

KarachT.

Delhl

Meerut.

Heidar’3bad (Pakistan).

Lahore.
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Nairang-e-ggayal; Lahore.
Naqg_l;; Karachi.
Naqﬁgg; LEhorei
Naya Adab; Bombay;
Nays Daur, RarsghI.
Nigéir; KarachT.
Nigari g; Karachl
Nugrat; Lahore.

Oriental College Magazine, Lahore.

Pag@an@I; Amritsar;

Pﬁnam; gaidar’abéd (Deccan) .
Qalam Kar; Lahore.

R&WI; | Government College; Lahore.
§a§ifa; LEhorei

Saiyara, Lahore,




Urdu Adab,

Urdﬁ Ngma ’

Urdu Zaban,
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Earachy.
Bangalore;
Lahore;
Bombay;
Karachi.
Kargggi;
New Delhi.
Karachl.
¢A1Tgarh.
Karﬁggi;

Sargodha.



