GHALIB’S
PERSIAN POETRY

A. BAUSANI

The aim of this paper is chiefly stylistic. I shall therefore not
dwell upon the relations between Ghalib’s Persian poetry and his
social environment, nor on the contribution that the study of
Ghalib’s Persian poems might give to a better understanding of
his age.” A word should be said also on the type of my stylistic
approach. All agree now in admitting that Persian, or, generally
speaking, eastern poetry, cannot be studied successfully by apply-
ing to it sic et simpliciter the canons of out western stylistics. For
this reason some of those westetn scholars (very limited in number)
who have devoted themselves to the aesthetic study of Persian
poetry have re-studied the eastern approach (Persian classical
treatises on rhetoric, ars poetica etc.). This, I think, is a very
metitotious and rewarding study; but they have often applied the
otiental canons of aesthetic judgment too mechanically to the
object of their study. To mention only one example, this
seems to me to be the case in certain recent articles by the
greatest scholar in this field, Professor J. Rypka of Prague,? on
Nizami.

My personal system is a middle coutse between the two: neither
a belletristic tattling of a pseudo-historical or pseudo-psycho-
logical character, nor a pure copy of the technical descriptive
stylistic of eastern criticism, with its sharp distinction between
lafy (word) and ma‘nd (meaning). (One typical instance is the

I This is not the place for a Ghalib bibliogtaphy. Very much has been written on
him i1 India and Pakistan, but too often these essays are of a purely “belletristic”
character, Westerners have contributed very little to a scientific study of Ghilih.
See J. Rypka, History of Iranian Literarure, Doordrecht, 19068, pp. 731, 734, 8367,
and my article ‘Ghilib” in the new edition of the Encyelopacdia of Islan:.

% For instance: J. Rypka: ‘Det viette Gesang von Nizimi’s Haft Paikar neu
ibersetat’®, Oriens, 15, 1967, pp. 234 ff.
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study of Ghalib by Hali, in spite of all the new and modern aspects
of Hali’s aesthetic doctrine.)t I have tried to follow this middle
course in my studies of Persian poetry? and, insha’ a/lih, this is also
the course I intend to follow here,

A summary description of the Persian poetical works of Ghilib
is obviously indispensable as an introduction. In spite of their
great fame, no really critical and scholatly edition of Ghalib’s
works has yet been published; in this he is in good company,
because the same is true of many of the greatest geniuses of Persian
literature. I shall thetefore follow the Nawalkishor edition of
192§, compatring it here and there with the mote recent (but not

~ always better) Lahore edition of the Kulliyar.3

The Persian Kullfyar of Ghalib opens (pp. 11-53), with a section
comprising sixty-six git‘as, or fragments, on vatrious subjects:
Jakbr, poetical ctiticism, satire, madp, descriptions (including one
of his cat), occasional and celebrative verses including a git‘s
congratulating Nawwib Yasuf “Ali Khin of Rampir, upon the
grant of new tetritory -by the British government (sarkdr-i

T A.H. Hali, Yadgar-i Gbalib, 1897 and various lithographed editions. For an
appreciation of IHal's literary criticism and of his peculiar ideas on ‘natural®
(echural) poetty, see my atticle *Hal’s Ideas on Ghazal®, in Charisieria Oréentalia,
Prague, 1956, . )

# See especially: A. Bausani, ‘Contributo 2 una definizione dello “stile indiano™
nella poesia persiana’, Ammalf dell’Ist. Or. di Napoli, N.S., vol. v, 1958, pp. 167 .,
and A, Bausani, Storia della Letterature Persiana, Milan, 1960, 2nd edn 1968,

* Kulliygi-i Ghalib, Navralkishor edn, 1925, The latest edition I know is that of
Lzhote, 1965, publisher Shaikh Mubarak ‘Ali, with an introduction by the well-
known Urdu contemporary writer Mihr, An attempt at a chronological arrangement
of Ghalib’s verses has been made by 5. M. Ykeim, Armughdn-i Ghalib, n.d. Miht too
laments the lack of really scientific studies on Ghilib and expresses the wish that
somebody may accomplish what he calls ‘ two important tasks’, first, a real * Kulliyat’
edition, i.e. a fully comprehensive collection of all his Petsian poetry, including even
those scattered verses that are excluded from the traditional Kulljyas, first published
duting the life of Ghilib himself in 1863 by Nawalkishor and then successively re-
printed without vatiations: Also the “prison verses’ (absiyif) of Ghalib, the so-
called Sabad-chin, should be included. The Sabad-chin contains verses writterr by
Ghalib during his imprisonment in 1847 undet the accusation of having kept 2
gaming-house and, “for reasons of expediency’,not included in the ordinary editions
of the Kulliyas, The second task, says Mihr, should be the publication of a historical
commentary on Ghalib’s Persian verses, showlng the occasions on which they were
composed, identifying the personalitics and events mentioned, etc. We hope that
the celebrations of the centenary of the death of the poet may have as one
result the fulfilment of these hopes of Mihr, This study of mine is based on the
generally available edition of the Kel/fyd# and excludes the Sebad-chin to which un-
fortunately T have had no access. The numbers of pages refer to the above-mentioned
Nawalkishor fre-edition of 1925. .
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Angregi), one celebrating the British victory in the Punjab in 1846,
etc., chronograms, elegies etc.

The section following is devoted to strophical poems (pp. 53~
68), very limited in number: one mukbammas in praise of “Alf (our
poet was a Shi‘a and often praises the Shi‘a Zzwdms in his poems),
three sarkib-band (chiefly elegiac: on ‘Ali, the Shi‘a martyrs, and a
young ptince, son of the Mughal sovereign Abf Zafar) and one
tarfT*-band in praise of the Mughal Emperor Abli Zafar(deposed by
the British in 1858). Though these few strophical poems are of a
simple beauty, the small number of them shows that the “architec-
tonic’ structure of the strophe poem was rather foreign to Ghalib’s
poetic taste.

Narrative art, too, seems to have been rather uncongenial to
him. The section devoted to the magnavis, the instrumentum prin-
ceps of poetic narrative and of description in Persian (pp. 69-160),
does not contain a single ‘epic-narrative® magnari, and Ghalib’s
attempts at narrative style seemn rather poor (e.g. in the second
magmavi). The magnavis number eleven in all.

The Surma-¢ binish (50 couplets, mette ramal) is of a basically
mystical character and opens with the first verse of Maulana Rami’s
Magnavi-i Ma‘navt. Like some other shott mammavis of Ghilib it
looks structurally rather like a gasida, with an exordium, a madih (in
this case a panegyric of Siraj-ud-Din Bahiddur Shih) and a central
part, ending with the Zakhallus of the poet.

The Dard-w-digh (188 couplets, metre sari®) is of a didactic-
narrative character. A very poot peasant leaves his home together
with his old patents. In the desert they almost die of thirst. They
meet a darvish in a hermitage. He offers them water, and after
having prayed to God for them, informs them that God will
grant one and only one wish to each of them.

S8 ol e by ascl
Ee- M,;thlg a1 (p. 74)-

“The sweetness of these words washed theit ears with waves of
peatls.’ So the old mother asks to become a young girl, the old
father expresses the desire to become rich, and the young peasant
asks for success and fortune in life. After various events (told ina
style that seems to me rather shallow) the conclusion is that thete is
nothing that can be done against Destiny (bakb#), and everyone
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retutns to his former state. The narration lacks any sort of
realistic detail; no names of places or of petsons are given, and
the characters of the tale scem abstract allegorical figures.t Here
too the lytical form is preserved, with the name of the poet being
mentioned towards the end.

'The Chirdgh-i dair (‘' The Lamp of the Temple’: 108 couplets,
metre hazaj) is in praise of Benares/Kashi, and apart from the
famous description of that town (teproduced also in ‘anthologies’;
see for instance that of Tkram),2 is also chiefly lyrical (mcludmg
the takhallus towards the end). Ghalib invites himself to go back
to his country (Delhi) from that idolatrous place, which is how-
ever very favourably desctibed in the first part of the poem, in the
typical mystico-lyrical way. It is interesting to remark that when
he speaks of Hindu objects his style is strongly ‘Indian’ and re-
minds one of Ghammat Kunjahi.s The beauties of Benares
have:

W agda R dly (sl

o a8 cnld A Wl

(pp. 81-2),

i.e. ‘their coquetry is a rose garden intoxicated and brim-full
of blandishments; their graceful walking embraces the hundred
turmoils of Judgment Day!’.

The Rang-#-b7 (*Colours and Scents’: 154 couplets, metre sari®)
is again of a matrative character, and allegorical. Its chief charac-
ters ate Wealth and Powet (daniat), Fottune (ighal), Magnanimity
(himmat) a generous king, and a proud beggar. The gist of the
story is that himmat is superiot to dawlat and ighdl. In spite of

* In this Ghalib is quite different from Bedil, who used his peculiartly difficult (and
for Ghilib incorrect) style to obtain sometimes results of a proto-realistic type. See
iy article “Bedil as a Narrator” in Jddndme-ye J. Ripka, Prague, 1967.

2 Shaikh M. Tktim, Armnghdn-i Pk, Karachi, 1953. It is 2 good anthelogy, witha
critical introduction in Urdu, of the Petsian poetty of India, For Ghilibsee pp. 72-4
and 299—315. An excellent anthology of Ghalib’s Petsian and- Urdu poemns is the
Intikbab-i Ghalib by Imtiyiz ‘Ali ‘Arshi (Rampar, Bombay, 1942). This selection was
prepared by Ghalib himself in 1866. The notes are exclusively taken from Ghilib’s
own explanations scattered hete and there in his ‘Letters’.

3 Pethapsone of the most Indian of the Persian poets of thesubcontinent. Hediedin
1107 B/ 1695. His magnapi Nivang-i ‘ighg is particulatly interesting for its descriptive
and narrative techniques which utilize the “twistedness’ of the Indian style to eXpress
details of action and events in a way totally different from the neo-platonic staticity
of Persian classical poetty. Some of his extremely heavy compound Words seem even
an ccho of late Sanskrit style.
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Ghalib’s repeated assertion that he is more Itanian than Indian (to
quote only one example, he says in a gﬁa:zal

s Ol 1 _dise Ll o
el Oliugin ook i § e (p- 438).

‘Ghalib was a nightingale of the rose garden of Persia, ofly by
mistake I called him a song-bird of India”), in one of the verses of
this magnay? there is a fgjnis (play on wotds) understandable only to
a speaker of HindifUrdu. It is when the proud beggar says to the
king: ‘I am not begging, it is rather I that have something to sell
to you.”

el 39w 8)b 5 aile
RO g XEE- PRI S (p. 85).

‘T am a comber of the waving ringlets of passion [sendd, also
“rnelancholy”, “blackness”, and “trade]; it is I that sell goods
[féala which in HindifUrde means also “black” like sawda) to
you.”

“The Bid-i mukhalif (‘' The Contraty Wind’: 1 54 couplets, fnetre
kbafif) is addressed to the literary critics (sukbanparvardny of Cal-
cutta. (The only important journey that Ghilib ever made was
that to Calcutta; he was away nearly three years, from mid-1827 to
November 1829.) It contains interesting material for a better
understanding of his ideas on Petsian poetry. He calls himself an
uninvited guest (nz-&byinda mihmén) and protests against the unjust
ctiticism of his Persian poetry by the representatives of the new
‘Indian style’, who especially praised Qatil (d. 1 817). Bedil, though
not Petsian, is not so ignorant (ndddn) as Qatil:

o Oyl J81 5 d a5
St O3l o Qazmen b (p. 94)

"This nadini is an interesting aspect of his criticism of the poetry of
his enemies: their ignorance of Persian is such that they cannot
even use it grammatically (p. 94 contains hints at the grammatical
rules of ‘real’ Persian).
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“Those who really know Persian all agree in saying that Qatil is not

a native speaker of that language [ab/-/ zabdn]; he certainly is not
from Isfahan, and therefore one cannot rely on him or follow his
example. This language is the specific tongue of the Iranians,
difficult for us but easy and natural for them: Delhi and Lucknow
are not in Persia. . . Why should I follow Qatil, abandoning Asir,
Hazin, 'Talib, “Utfi, Nagiri and Zuhti?’ (pp. 96 and g7).
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‘But if my friends insist, let us make peace, I'll praise Qatill’ The
magnavi ends in a bittetly ironic, hyperbolic panegyric of Qatill

The Bayin-i numidari-yi shan-i nubuvvat u vildyat &i dar hagiqat
partav-i nira’l-appir-i pagrat-i wlihiyat ast (‘Declaration of tl_le
Appearance of the Glory of Prophecy and Sanctity, that is in
Reality the Ray of the Supreme Light of the Godhead’: 129 coup-
lets, mette ramal) is of a religious, or, more specifically, of a
Shi‘a charactet, and provides very interesting materials for the
study of Ghalib’s religious attitudes. (The importance of th{s
aspect of him is somewhat under-estimated by some of his
students.) Ghalib sets out to prove that the great Saints, and “Ali
in particular, must be venerated. Both Muhammad (more directly)
and ‘Ali and the Saints derive from the Divine Light. Jacob
venerated the shirt of Joseph and Majn@in the dog of Laila, not in
themselves, but because they were symbols of their beloved. The
fact that one loves Laila is not a good reason to despise the mahmil
(camel-littet) of Laild. In this way Ghilib even arrives —if I am
not mistaken —at a pattiotic revaluation of the cult of local
Indian saints:

f3d St g 33 P (gmat) Gt
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‘Byery country has its own special customs [rasm-i £bdss]. Why
do you want to destroy such customs? Yes, we too reject the
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customs of infidelity [rasm- &ufr] and unite justice [47d] and wis-
dom [danish]; to reject infidelity is the manner [#7#] of the pure
[arbdb-i safi], but, oh foolish one [#ra-dil], to teject the Divine
Bounty is the manner of which place?...Negation without
affirmation is nothing but ertor [#/@]. . .One cannot affirm God
and deny the signs [4y3/] of God...” (pp. 101 ff.).

This is typically Shi‘a and anti-modernistic reasoning. But this
is not the place for a further study of the religious ideas of Ghalib,
though this would be, I think, a rewarding subject.!

The seventh, Tabuiyat-i ‘id-i shavwal (‘Congratulations for the
Feast of Shavvil’: 42 couplets, metre sa7i®), and the eighth, Dar
tabniyat-i ‘id ba-vali-‘ahd (‘ Wishes for a Flappy Feast to the Crown
Prince’; 39 couplets, metre sari®), ate panegryrical shott magnavis of
no great importance; and so also are the ninth and tenth, respec-
tively Dibacha-¢ nasr mansim ba bist-u-haft afsar tasnif4 bagrat-i
Jalak-rif'at Shah-i Avadh (‘Preface [in vetse] to the Prose Work
“Twenty-seven Crowns™ by H.H. the King of Oudh’: 33 couplets,
mette bazaf) and Tagriz-i Ain-i Akbari musabbaha-e Sayyid Abmad

! He was-a spiritual pupil of the mystical school of Mauling Fakhr ad-Din,

In a Jetter to “Ala ud-Din “Alai, a rebuke to a mulla in ‘Ala’s household who had
urged Ghilib to give up drinking wine leads him on to an account of his religious
position. “Tell him. . . [he writes] that there is 4 great difference between studying the
problems of the books of Abfi Hanifa, plunging oneself into hairsplitting discussions
on menstruation and impurity periods of women after childbirth (#54), and assimi-
lating in one’s heart the words of the gnostics (‘wrafd”) on the reality of the Absolute
and the unity of Belog (fegiqai-7 hagg wa wabdat-i wujsid), Infidels are those who confuse
necessaty and contingent Being, Infidels ate those who want us to believe that
Musailima the Liar shated the gift of prophecy with the Seal of the Prophets.
Infidels are those who consider a band of newly converted Muslitns [the first three
“caliphs’] as pecrs of the Father of the Imams [ = “Alf]. Hell is the final destiny of such
people. But I am a pure monotheist [muwahbid] and a perfect believer, I say with my
tongue: “There Is no god but God,” meaning in my heart: “There s no being
[manfiid] but God,” ie. there is no mover of beings but God [la mw’assir £ Lwujid
illal/zh). I helieve that the prophets, all of them, areworthy of venerationand thateach
of them was the unique legislator of his age and 21l had to obey him. With Muhammad
prophecy ended, for Muhammad is the Seal of the Prophets and a Mezcy to all
Nations; and I believe that the sunset of prophecy was at the same time the dawn of
itmamate, and that the imamate is not elective [iimd%] but by appointment from God
[in ANdh] and that the imdms appointed by God are, first “Al, then Hasan, then
Husain and so on until the promised Madhi.” (Letter dated July 28, 1862.)

It is interesting to notice, in this profession of faith, the blend of Shi'a and S4fi
ideas, typical not so much of eatly Shi‘fsm but rather of later post-Safavid Iranian
Shifism. It js this sort of Sifi reinterpretation of Shi‘ism that gives Ghalib his
typical and remarkable “freedom of expression’ in religious subjects (e.g. in the
twelfth smagmas?), Works like that of the late Khalifa ‘Abdul-Hakim, Afkdr-i Ghilib
(*The Thought of Ghalib’) in Urdu (Lahote, 1954), though useful, do not seem to
me worthy of too serious consideration.
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Khin sadra’ s-suddir-i Muridabid (‘ Afterword to the Edition of the
Ain-i Akbari made by the sadra’s-sudimr of Mutidibad, Sayyid
Ahmad Khan’: 38 couplets, mette ramal).!

The eleventh and last masnavi is the Abr- gubar-bir (‘ The Cloud
that Rains Pearls’: 1,098 couplets, mette mutagarib). Being the best
and the longest of Ghalib’s masmavis it deserves a more detailed
analysis, though it is no more than the introduction to 2 masmari on
the Holy Wars of the Prophet Muhammad that Ghalib never
finished. Ghalib wrote the Abr-i gubar-bar in his old age, as is
shown by some verses (e.g. p. 145 : “Now that the time has arrived
for me to pass away and to return to God. . .”:

Ay 55k G Ol
ot p. 157 whete the poet complains of the disappearance of the
blackness of his hair). It is divided into various chaptets. The usual
praises to God atre powetful and majestic. The holy name of God
‘is so sweet that holy men engrave it on their hearts as on a seal-
ring. Every one who imptints His matrk on his own heart feels

such a butning pleasure that he sacrifices everything to His
beauty’ — free translation of the DPersian:

orids g 5 AT el
U ) E O QA S PRS- P
shd SEEDS adgw A5 Juy
s Bl Gl 35 S
WS o) el s Doy
g Gl et 3w Mg (p. T12)
A descriptibn of the firmament and of the matvels of nature is
another remarkable feature of this introduction. A mandgjat

(‘ptayer’ or, bettet, ‘intimate dialogue’ with God) then follows:
everything in this world comes from the double set of divine
t The editor of A’in-i Akbari was the famous Sir Sayyid Ahmad Khan. In its

tagriy, Ghalib ptaises *British technical progress’ (including steamships) and con-
sidets it a useless task to publish such an old collection of lawsl
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attributes, those of jamal (grace) and jaldl (power) as an immense
fresco in black and white. Poetry (sukban, ‘the Word’, artistic
Word) too comes only from God. The form of Ghilib’s expression
is here almost pantheistic:

o N1 A Gl 257
SNl Ay 5 e ) o o (p. 118).

‘Thou att in the innermost of ourselves such as the humidity in
the ocean, the warp in the brocade.” In contrast to this absolute-
ness, is the abjectness and servitude of man, but

b wslgyl ys sles ST
s ool lS & 55 gl (p. 120),

‘Though we are base and unworthy, yet we are the blades of
grass in Thy garden.’ This concept is more graphically expressed
by means of an allegorical fikgyat (story). A king goes to war and
comes back after winning a brilliant victory. But together with
those who spread flowers under the feet of his horse and bring
congratulatory gifts to the sovereign, there are those, the poorand
miserable, who not only do not bring anything, but are like a
black spot on the beautiful picture of that glorious day, A minister
wants to chase them away, but the king says:

Aias 15§ oaF g 45 gy QI
Ao ol 53 Oles (p. 122),

‘[They too ate mine;] being consumed by fever from my burning
Iight they are the atoms of dust dancing in the rays of my
sun.’

‘Do the same with us, O Lord, at the Day of Judgment [adds
Ghalib] because, ultimately, our sins and our sorrows too detive
from Thee. My sins are not many; perhaps the only one is wine-
drinking. But I am full of sorrows, and wine is the dispeller of
sorrows. Wine-drinking could have been a sin for King Bahtam
ot King Parviz, but not for me, who am poor and constantly tor-
mented by preoccupations and anxieties” (p. 124). An interesting
passage follows, in which, after his usual complaints about his
unhappy circumstances, he says that his heart will not be able to
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find rest even in the traditional ‘Paradise’. The classical ‘other
world’ is criticized in verses, the first origin of which can be
retraced in a typical leitmotif of Stifism. These of Ghalib seem,
however, to possess a certain ‘modetnity’ and originality of
expression:
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‘How canst Thou butn with a fite-matk in Hell a heart that finds
no rest even in a garden? And, in Paradise, it is true that I shall
drink at dawn the pure wine mentioned in the Qutin, but where
shall I find again the star of dawn I used to see on earth, and my
crystal cup? Where in Paradise are the long walks of intoxicated
friends in the night, ot the drunken crowds shouting metrily ? In
that holy tavern, silent and still, how canst Thou introduce the
sounds of the flute and the gay bustle of the taverns of this earth?
Where shall I find, there, the intoxication of raining clouds?
Where there is no autumn, how can spring exist? If the beautiful
houries ate eternally in one’s heart, what of the sweet thought of
them ? Where will be the sadness of separation and the joy of
union ? How could we be thankful to an unknown beauty ? What
will be the pleasure of a sure fruition of love, without waiting ?
Where shall we find, there, 2 girl who flees away when we would
kiss het ? Where will be, thete, one who betrays us with false oaths
of love ? The beauties of Paradise will obey us and their lips will
nevet say anything bitter; they will give us pleasure, but with 2 heart
forever closed to the desire for pleasure. Will there be in Paradise
oglings, the pleasure of coquettish glances from afar? Where will
it be, in Paradise, the dear window in a well-known wall?’

The eulogy of the Prophet (#4°¢) then follows, and after that a
beautiful description of the Prophet’s ascension to Heaven (wi'rdj).
Its various elements are: the blackness of that night (actually morte
shining than day); the angel, which is the First Intellect; his
dialogue with the Prophet; the extreme speed and lightness of the
miraculous flight; the various celestial sphetes and the zodiacal
signs (each one hinted at with appropriate metaphots); the throne
of God (‘arsh) that, though more sublime than the angels, ‘can
tremble for the lament of the inhabitants of this dusty earth; if
the heart of an afflicted one aches, a veil of dust is deposited on
those immaculate steps; the noise of the broken spine of an ant
hete on earth is nothing; in those holy precincts it is a roar!’
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25 03y Ohyd 3 et Clamtyy (p- 139).
‘Then Ghalib attempts a description of the indescribable (cutiously
enough, chiefly with cabbalistic means); then comes the return
from Hag (God) to pag (reality).

The eulogies of the Prophet are followed by those of ‘Ali
(mangabat), so hyperbolic that Ghalib himself adds: ‘Do not take
this, however, for ghulmyw. In my youth too I always loved ‘Al
but now that I am old I should like to go on pilgrimage to his holy
tomb at Najaf; may my body be butied there, where my soul
alteady is” (p. 145). He then expresses a sense of envy of the great
poet “Urfi, who was buried there,

The extant part of the poem is closed by a Mughanni-nima
{‘Book of the Minstrel’) and a Sdgi-nima (“Book of the Cup-
bearer’). They contain poetical concepts already well known in
other compositions of this type, but these by Ghalib seem to me
characterized by a sort of conscious reflection on the ideas and
poetical expressions found in the older classical ones (e.g. Hafiz or
Nizami). In the Mughanni-nima there is what we could call a powet-
ful hymn to Sotrow (ghar) considered as a purifying, an exciting,
a creating element: ‘
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‘In the path followed by my Thought,! the guiding Khizr of my
poetical journey has been Sorrow. I am not a Nizimi, who learnt
the rules of the “legitimate enchantment™ of poetty from the
phantom of Khizr, nor a Zulali, who was led by Nizami in 2
dream to bedew with the crystalline rivulet of Art the garden of
Wisdom. . .I have been influenced only by Sorrow; Sorrow made
me a mourner weeping and singing at the death-bed of joy.
Nizimi spoke directly with the inspiring angel Suriish, Zulali was

1 Andisha, as a ferminus rechnicns, seems to me of Bedilian origin, See my article,
‘Note su Mirza ‘Abdw’l Qadic Bedil’, Aumali il Ist. Univ. Orieniale di Napeli, N.S. vi,
1957, pp. 163 ff.

6-2
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inspired by Nizami, but I, alone, from my aching heart, raised the
sweet lament of the ghagal. And, in the ghaza/, my melody reached
such a stage that you should not marvel if this Royal Hymn be-
come a Revelation and be sent to descend — as on its Prophet —
upon mel...In the dark treasure chamber of my life, in that
frightful night, I requested my pure soul to give me a Lamp, a
Lamp not accessible to flying moths, a Lamp far away from any
house, a Lamp in which you would not see a trace of oil, and
whose flame would silently weep over itself; that Lamp, that I
lighted without oil, was my heart burnt by the fire of Sortow!
God gave me Sorrow as the heart-enlightening Lamp of my nights
and the brilliant star of my days!’

- 'This passage is interesting also for the study of what Ghalib
thought of his own poetry. In the Sdgi-nima he says further that he
does not want to be led by Nizami out of his way, that is, of
lyrical poetry and not mystical epos:

S eenly 3 nldi Il
a0 el (Gaen Olwdy (p- 153).

(Note that Ghilib shared the opinion of some later Petsian critics
according to whom Nizimi was to be interpreted mystically.) He
states that his lyrics are based ona sott of humanistic immanentism:
tasawwnf is not an indispensable constituent of lyrics (as many of

his contemporaries thought) nor is the ghagal-form the only pos-

sible channel to express this kind of lyrical emotion:
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At the end he declares the aim of his poem: that of singing the
epic exploits of, not ancient kings like Khustav or Rustam, but
those of the Prophet Muhammad.

Ghalib’s gasidas are rather numerous and occupy 170 pages out
of a total of 340 pages of gasidas plus ghagals; in other words, their
verses equal in quantity those of the ghagals, in sharp contrast with
the Urdu dwdn in which the ghaga/ and the ‘fragment’ ate
sovereign. The Kw/liyat contains sixty-four gasidas. The firstis of a
religious character, on fawpid; nos 3 and 4 comprise praises of the
Prophet (n2%); and the fourth includes also eulogies of ‘All. To

the praise (mangabat) of ‘Ali are devoted also the four following

gasidas (nos 5-8). The ninth is in praise of the martyred grandson
of the Prophet, Huszin; the tenth is devoted to the mangabat of
the second Shi‘a imdm; the eleventh sings the ptaise of another
Shi‘a, a martyr, ‘Abbés son of ‘Ali; whereas the twelfth sings the
praise of the twelfth imam, who is, according to Shi‘a beliefs, “in
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occultation’ and will come back at the end of the wotld. Of the
following sixteen gasidas, one is dedicated to the Mughal Muham-
mad Akbar Shih (this g#sids is dated 1250{1835) and fifteen to the
last Mughal Emperor, AbQ Zafar Bahidur Shih (exiled in 1858).
Three gasidas (nos 29, 30 and 31) are in praise of Queen Victoria,
and another fourteen extol various British personalities in India:

Lord Auckland (the gayida is dated 1837), Lotd Ellenborough, and

judges, governots, etc, The last nineteen gasidas of the collection
are directed to various dignitaries of the Mughal court, to the
Nawwib of Oudh, Vijid ‘Ali Shih and other Indian personalities
(including two non-Muslims, Shiv Dhyin Singh Bahidur and
Raja Narendar Singh). The last one is directed to Ghalib himself.
In spite of the enthusiastic judgement of Halir (*The gasidas of
Ghilib, both from the point of view of quantity and quality, are
the literary gewre in which he excels most. . .In them he sometimes
follows Khiqani, sometimes Salmin and Zahir, or ‘Utfi and
Nagzidd, and always with success: the best part of Ghalib’s gasidas
is their faghbib rather than the actually panegyrical section. . .”), I
think that Ghalib is great above all as a lyric poet, which is in a
way confirmed by Hali himself when he speaks of the especial
excellence of Ghalib in precisely the most lyrical part of the
gasida, namely the #zsbb7b. Hete are — as a specimen — some rather
original verses of the #ashbib of the twenty-sixth qusida in praise of
the Mughal Emperor Ab@ Zafar Bahddur Shih. In it Ghalib
emphasizes one of his typical motifs, that of the ‘penetrating
glance’ (nagar, nigah) of the “seer’ (didavar, dirbin):

docen by LT 5 O Olosay

Ao Lppd 3 AL Al 1y sl . 235)..

‘When the Wayfarers consider the peatls of the blister of their sore
fect, they attribute to them a station higher than the Pleiads.” This
is the beginning of the ode, rather uncongenial, I am afraid, to
western literary taste, and almost untranslatable. The general idea,
or to put it better, ‘Stimmung’, undetlying the entite poer, is that
of the positiveness of active life, expressed by means of extremely
varied symbols and metaphors centred on the idea of the Way, the

¢ T translate from the text teproduced as an Inttoduction to the above-mentioned
Lahore edition {1965) of Ghilib’s Knlliyiz, p. 104. -
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Wayfarer, the blisters on the sore feet, the paths of the desert
compared to eternally pulsating veins:

At Lo 0550 Ol G Qsp o3la (p. 235).

“They see the Way as a pulsating vein in the body of the Desert,’
united with the active and almost alchemic effect of the ‘glance?,
which not only sees things, but also transforms them. But these
didayarin, these ‘active seers’, are at the same time detached from
that world through which they incessantly wandet, and from the
things that they continuously transform with their piercing
glances: '

&5y 95 90 oD 9 oK, 4y iy A Ja
Ity Ldload Olgtonny ditcim dam (p- 23%).

“They do not attach their heart to the magic spell of the world,
and everything they look at, is, for them, a mere show and enter-
tainment.” The entire passage is the best expression of the double
position of Ghalib, at the end of the Indo-Muslim mystical Middle
Ages, and at the beginning of the new ‘modern’ world.
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This ideal Ghalibian Man, half old dervish, half modern scientist
tinged with virile sadness, is at the base of all of his verses, and is
the real protagonist of his work.

Speaking of Ghalib’s Persian ghagals, one is naturally led to a
compatison with his Urdu ghagals. But I shall only say here that
Ghalib’s Persian ghagals are more ‘regular” according to the rules
of the classical ghagal, whereas his Urdu poems, as he himself
declared, are purely an intikhib, a selection, more similar to git‘as
than to the classical ghsga/ (and this, by the way, is just what makes
them more agreeable to our taste).

Since it 'is not possible to ‘desctibe’ ot summatize a collec-
tion of ghagals, I think it useful to attempt an expetiment: that
of making a list of the ‘characters’ of two ghagals selected at
random. The characters of a ghaga/ are — obviously ~ not petsons,
but rather the substantive nouns included in them, a sott of pale
and fading gallery of ideas ‘at random strung’.

1st ghazal (eleven couplets):
' IOV PV LU0 L WALt | A VAR P (p. 360).

ba-khud rasidan: coming back to one’s self
niz: feigned disdain
famannd: desire
dam: net

Jism: body

Ppirahan: shirt

Abdr: thorn

gatl: killing

Jib: pocket

dastar: turban
#dmAs: honour
Jfasana: legend

iddda: way
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gamal; stature

babdr: spring
¥gul: rose
*¢haman: meadow, garden
shahid: beautiful ephebe
bizdr: market

Zham: sotrow

parkér: pair of compasses
kamar: waist

Jand: annihilation, or non-being
hastz: being

pltd-n-tir: woof and warp
Jfitwa: tumult

avdragi: wandeting
naghma: melody

#ir: string

Adam: Adam

nHgial point

haft parkér: seven compasses = the skies
dfarinish: creation
*nigdh: glance

Dpartan: ray
*rukh: cheek

&’ina: mitror

sardb: mirage

and ghagal:

O B TP REPRTRY (p. 372).

dagh (twice): fire mark, wound, scar
parkdla: patch

shagd’iq: anemone

Jigar: liver

ndla: lament

dtishkada: fire, temple
*gul (twice): rose

lila: tulip

Abiy: manner

vafa: loyalty

GHALIB’S PERSIAN POETRY/9I

sharar; spark

bidad: injustice
*rufh (twice): cheek

@b (twice): water, putity
dalidla: bawd

sagi: cupbearer

gadap: cup

béda: wine
*nigdh: glance

chashws: eye

Lhan: blood

masti (twice): intoxication
mashshita: bride-dresser, tiring-maid
busn: beauty
*¢haman: meadow, garden
gand: sagar

Bangila: Bengal

manf: wave

Kbhiram: graceful walking
Jaubar: pearl

anfrr: stats

Rburshid: sun

barg: lightning

dam; breath

shirdza: stitch

butkbana: an idol temple
khatt: down on the cheek
ri: face

rang: colour

mdh: moon

hala: halo

mullg: mulla

galib: mould

Abak: dust

gaga: destiny

ghsdla: calf

rag: vein

abr: cloud

qalam: pen

‘ghila: dew
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(N.B. The words present in both poems ate matked with an
astetisk, The poems are selected at random, and these tepeated
words seem rather numerous; we can be sure that ‘rose’,
‘meadow’, ‘cheek’ and ‘glance’ will recur thousands of times in
this sort of poetry.)

One is tempted to say: put everything into the small pot of the
ghazal, add some verbs and adjectives as spices, mix together, and
you’ll have the poem!

A comparative statistical inventory of such and similar key-
words from different poets of different areas and periods would be,
I think, a rewatding, though a rather laborious, task.r Here, for
instance, we find some typically Indian-style “characters” not very
frequent in the classical Persian ghaga!/ (e.g. the shirdza or “stitching
of books’, the gardla ot “calf’, etc.). They are, however, only the
first stratum of the different layers of which a ghsga/ is composed.
On 2 higher level we could recognize the conceptual ‘motifs’
whose basic ingredients are those key-words. At this point a
second type of inventory is needed, that of the motifs. Syn-
chronical and diachronical comparisons among various of these
inventoties of different poets will be the only basis of a serious
investigation of Persian styles. For the time being let us limit our-
sclves to a purely empirical tentative hint at the chief general
trends of the contents of Ghalib’s ghagals.

(1) Onc is the general trend exemplified by the famous Utrdu
verse:

= 4y L.'—.)J tdﬂbé| :khf"d.—ﬁé
ob S5 WS AL b el 68T )

‘God being absolutely beyond every limit of human perception,
what people call gibla [the object of our prayers, our earthly
“ Absolute™] is really no more than a gibla-numi, i.c. the needle of
the compass, pointing at the Absolute, not the Absolute itself.
The same concept we have already seen in some of the Persian
verses already quoted, and, to quote a further instance, in this rubd*i:

* A first purely terminological list of the key-wetds of the motifs of Hafig is being
published by Amir Muqaddam in the Nashriyd-Dineshkade-ye Adabiyat of Tabriz
(first instalment No. 4, xv11, 1344/1965). It is 2 useful work that should be supple-
mented by deeper typological and historical studies.
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“There is a path from the wotshipper to the presence of God,
whether you take the long one ot the short one, This Kausar and
Tuaba are signs, are a spring and a shade halfway along the path,’ I
would call this motif: poetically expressed consequences of the
Absolute transcendancy of God. This includes relativism, the idea
of the endless way, activity, etc. But these truths are recognized
only by the @bl nazar. '

(2) A sccond general trend is therefore that of the alchemical
value of the wagar[nigih, 2 motif which has an ancient tradition in
the Persian lytic, but is particularly emphasized by Ghalib, A
good example of it is provided by the verses on the didavaran,
already quoted.

(3) A third general trend is cerebtalism: personal expetiences
are not cxpressed directly (as in modern westetn poetry), not
through socially translatable symbols (as in the classical Persian
lyric, e.g. Hafiz’s) but rather by means of a bookish rethinking of
the traditional symbols, a sott of second-degree intellectual medi-
tation on the classical Persian poetical elaboration of reality, rather
than on reality. Instances can be taken almost at random from
Ghalib’s ghagals. Let us take the first verse of the ghazal with radif
« . . &bufrast utilized by Hali in his comparison between Ghilib and
Naziri:

min bas by paz Olys a5 (dalsay
mithae “%’Jﬂ 8 P (g A Aoy (P 373)-

Here a first layer (the deepest) is the simple expression of an

‘emotion: ‘so full of difficulties and dangers is the path of my life,

that I must travel on it with my inner strength or “on my breast”,
tather than with my feet’.

The second layer is the symbolic filter: the sequence of the
(seven or more) Valleys of the Pilgrimage, the miraculous guide
Khizr with his rod (‘asd), the sore foot of the Wanderer, But these
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symbols are not directly used to express the first emotional layer;
they are considered as already well-known motifs of a given
imagery. :

A third layer is superadded, in which Ghilib reshapes those
already-known motifs in a personal but putely cerebral, intel-
lectual way. The result is an expression mote or less of this
kind:

‘In a valley in which even the rod of Khizr is sleeping [im-
potent], I travel in my self [or I travel on my breast, creeping]
even if my feet are asleep {tired, impotent].” It is from this point of
view that we should interpret some, at first sight, proto-realistic
elements of Ghalib’s style, e.g. the vetse, at p. 10, ba-Firdans
raugan ba-divir k4 2 The rangan ba-divéar is not something invented by
the poet, it is a well-known element in the given set of images, ot
symbols, of Indo-Persian poetry. Not is (perhaps) the way in
which Ghalib uses it as an element for a further construction.

(4) A consequence of all this, which we may also call a fourth
genetal trend, is introspection: neither natute, not Zasawwsf, not
philosophy, nor God nor even a mote-or-less clearly imagined
*Beloved’ are the subjects of Ghalib’s ghagals, i.e. neither a masjid
nor a manmdah not a ma‘shig. Its real subjects are the psychological
movements of his self (mostly dissatisfaction, sadness and related
sensations) analysed in detail and expressed by means of the above-
mentioned poetical instruments.

But this is also, at least partly, a characteristic of the ‘Indian
style” in Persian poetry. In what sense and to what extent is
Ghilib ‘original®, not in Persian poetty in general, but in the
particular background of the Indian style?

Before giving a tentative answer to this question — in the next
paragraph — some words should be said on Ghilib’s ruba‘fyir
(quattains) that form —as customary - the last section of the
Kulliyit. 'They are compatatively few in number (104) and almost
all show an interesting characteristic: that of being — if compared
with other verses of Ghilib - very simple. This detives partly
from the fact that the r#bis form cannot physically contain a too
complicated imagery; but probably also from the fact that Ghilib
(like other classical poets) did not use them as a too ‘serious’ form
of poetry, confining to them, therefote, those more direct and im-
mediate expressions of feeling that for us are just the most interest-
ing matter of poetry. Here is an instance, a simple cty of pain:
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‘In the garden of my desire, by the iniquity of hail not a palm
temained alive, nor a branch nor a leaf; since the house is ruined,
why should T complain of floods? If life itself is a plague, why
should T fear death?’s

In the terms of a tentative typology of the raba‘7 form that I
have sketched in my Literary History of Persia? the majority of
Ghalib’s ruba‘is are of the type that I called ‘triangular’, the most
common, perhaps, and most generic amongst the types of ruba‘is.

Reading Ghalib’s wotk as a whole, one is struck at first sight
by a curious double stylistic ‘contradiction’. One horizontal,
between his Urdu and Persian works, the other vertical, be-
tween his prose and his poetry. To put it in a very simple or
rather oversimplified way, his Urdu verse is more Bedilian and
complicated than his Persian poetry; on the othet hand his
Persian prose is very much more Bedilian and complicated than his
Utrdu prose (noted as 2 model of simplicity). Before attempting an
explanation or justification of these contradictions, let us say a
wotd on the famous subject of Ghilib’s Bedilism. In another
article of mine,? I tried to demonstrate that, whete Ghalib’s Urdu
poetty is concerned, the idea of 2 passing from an initial Bedilism
to a progressive rejection of Bedilian style is not accurate. This
succession is more true of his Petsian poetry; but here also the
idea should be taken eum grano salis. The *salt’ consists chiefly in
recognizing that this generally-accepted interpretation of Ghalib’s
style is based on judgments given by himself and by eastern
critics, who used as a #igan (balance, scales) of aesthetic judgment
their own system of stylistics, and measured and defined ‘Bedil-
ism” and ‘non-Bedilism’ on scales quite different from ours,
bearing in mind especially purely /zf;7 and even lexical, syntactic or

I Another, stylistically very simple, 77047, has been already quoted at p. 93.

2 Bee the chapter on Rubd'ls, pp. 319 ff. . ‘ ]

3 A, Bausani, ‘The Position of Ghalib in the History of Urdu and Indo-Persian
Poetry: 1. Ghilib’s Urdu Poetry’, Der Irfan, vol. 34, 1058, pp. 09 &. |
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grammatical characteristics.” A re-reading of the famous letter of
Ghilib to Chaudhri ‘Abd al-Ghafir,? the starting-point of this
generally accepted interpretation, may be useful, The letter refers
to a long discussion between Ghilib and his master (pir-u-
murshid), $ahib ‘Alam, about the new style of such Petsian poets of
India as Qatil and Vigif against whom Ghalib makes his strongest
protests, accusing them even (an interesting point that confirms
what I have said befote) of ‘not knowing Persian’,

‘My master $zhib ‘Alam [Ghalib says] is angry with me because
I have said that the poetry of Mumtaz and Alkhtar is defective
[ndgis]. In this letter I shall take the libetty of expounding a
standard [lit. “scales’, migdn] of poetty, and Hazrat Sahib is
kindly requested to weigh the poetty of those gentlemen, i.e.
the verses of the Indian poets from Qatil and Viaqif up to Bedil
and Nasir ‘Alf, on these scales. Hete is the standard, A group of
poets is that which goes from Radaki and Firdausi up to
Khaqini, Sani‘i, Anvari, etc. The poetry of these personalities,
notwithstanding differences of small account, is based on the
same style [243°]. Then Sa‘di was the founder of a special style
[2arz-i Rbdss). Sa‘di, Jami, Hilali: such petsonalities are not
numerous. Fighani is then the inventor of another special art
[shiva-e kbiss] bringing delicate images [£bayalhi-¢ nazuk] and
sublime meanings [wa‘dni-¢ buland]. Petfection in this kind of art
was achieved by Zuhiir, Naziti, ‘Usfi and Nau4. God be
praised| It was as if life itself were poured into the mould of
speech. This style was then given the unction of a fluent sim-
plicity by other poetical natures: S’ib, Kalim, Salim, Qudsi
and Hakim Shifa’i are of this circle. The style of Riidaki and
Firdausi was abandoned at the time of Sa‘di. On the other hand,
Sa‘di’sart being of an “inaccessible simplicity” [sabl-i mamtana‘],
it never found wide diffusion. It was then Fighan?’s style which
spread widely and, in it, new and otiginal refinements emerged.

¥ Ghilib, who, as is known, had in his youth an Iranian teacher for Persian, a
former Zoroastrian, converted to Islam, Mullz ‘Abd as-Samad Hormuzd, was always
keealy interested in grammatical and lexicological problems, as is shown by his
famous Qifi*# Burban, with connected polerics, and by the numerous graminatical
observations strewn here and there in his Urdu letters. He felt that he knew Pessian
gratnenar and syntax like a Persian, not like an Tndian. This feeling led him to the
imitation of * good Persian’ models rather than to the continuation of the un-Persian,
but ‘new” style of a Bedil or a Ghanimat.

* ‘Ud- Hinds, Lucknow, 1941, pp. G4-6.
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Summing uap, there are three styles [farger] m existence: that
of Khiagani and his peers, that of Zuhiri and his follpwers, that
of $3'ib and those like him. Now tell me truly, in which of these
styies is the poetry of Mumtiz, Akhtar, etc., composed? You
no doubt will answer me that they write in another style, and
that we have to consider it as 2 fourth one. Well, it may be 2
style, perhaps even a good one; but it is not a Persian st_yle, itis
Indian. Tt is a coin, but not one coined in the Royal Mint; it is
a false coin. Be just!’

Another important statement by Ghilib himself is that con-

tained in his own #agri to the Persian Ku/liyas.! He mentions the're
his continuous self-cotrection, applying to this ‘literary dissatis-
faction” his own couplet (again exemplifying one of the general
trends of his poetry mentioned above):

EE IR u;z:..\f.du«,.% P I N
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‘On the Way, I passed beyond everything I had in front of me: {
saw the Ka’ba, but I called it the footstep of an eternal Wanderer!

And then he goes on to say (I teproduce also the Persian text in
ordet to show the remarkable complication of its prose style, still

recalling that of Bedil):
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t Pp. 515-17 of the 1925 Nawalkishor odn, and pp. 661-3 of the Lahore edn

(1965)-
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“Though the Mind, that is a divine angel, was at the beginning
too, speaking accepted words and looking for chosen expressions,
at first, due to my wanderings hete and there, it followed the way
of unknown people and took their crooked gait for the stumbling
of poetical intoxication, until 2 moment when, in this ranning to
and fro, my forerunners, finding me worthy of being their colleague
were moved to compassion and, saddened by my literary straying,
looked at me with a teaching eye. Shaikh ‘Ali Hazin, with a smile,
showed to me my etrors, and the wrathful glances of ‘Talib Amuli
and the blazing eyes of ‘Urfi Shirdzi burnt and destroyed those
unworthy and frivolous absurdities in front of my walking feet.
Zuhiirl, with kind interest, bound an amulet around my arm and
supplied me with provisions for travel and Naziri in his carefree
way encouraged me in my own typical style. Now, as a result of
the prosperous and glotious protection of those angelical souls,
my dancing pen walks like a cock pheasant, plays melodies like
Pan pipes, shines like a peacock, flies like 2 Phoenix!’

In spite of these solemn affirmations, this ‘ great change’ should
be taken, I think, to indicate a syntactic and linguistic change
rather than a real stylistic change. Ghilib himself seems to con-
firm this when, for example, he writes to Chaudhri ‘Abd al-
Ghaftir Sarfix (‘Ud-i Hindi, Lucknow edition, 1941, pp. 22-3):
*...anyhow it is known to you. . .that unless I see an expression
[/afz] or a compound [tarkib] in the works [&alim] of the great
classical [gudama] or the good later [muta’ kbkbirin] poets such as
38’ib, Kalim, Asir and Hazin [all Petsians of Iran!] I do not use it
in prose ot verse...’. Fortunately this extreme #2g/id and tradi-
tionalism remained only syntactic and lexical.

Actually if we compare poems of some of Ghalib’s masters with
sitnilar ones of his own we shall notice, apatt from obvious excep-
tions, that the most ‘Bedilian’ and ‘Indian’ of the two is Ghalib.

GHALIB’S PERSIAN POETRY/99

Let us take, for instance, some couplets of 2 javdb by Ghilib to a
ghazgal of Naziti of Nishapiir with the radif Abuftast, of which we
have already quoted one vetse, In the interpretation — not always
easy for a westerner — of these couplets, we have the guidance of
Hali in his study of Ghalib’s Persian poetry.r The first couplet
(quoted already at p. 93) corresponds to this verse by Naziri:

Ceaiti Laa g5 dlpe 5 el oS
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The idea is that love is born at first sight: a hunter is “sleeping’ in
(or concealed inside) the glance of the beloved; the poor lover —
like a man near to death — does not know when the sudden end
will come. It is ~ compared with the elaborate verse of Ghalib -2
comparatively simple, and — as Hali says — “nataral’ (mechural) ex-
pression of more or less real love.

Naziri says forther:
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‘How could I be saved from the coquetry of the glances of a
half-asleep beauty? Temptation is rising from sleep, and my foot
is asleep!’

‘The corresponding verse of Ghalib portrays — it is true — a2 more
general feeling, but at the same time it uses “secondary’ intellec-
tualized images:

Ba dn a8 5 5 el u.h,ﬂj;.}
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‘Which joy can I have from the fact that the way is sure and the
Ka’ba [the final station] is near, when my camel is lame and my
foot asleep?’

T Hall compates the two poems in -&buffast of Nagh and Ghalib, and also that ot:
Zuhiitl ba-‘ichg gibil-i divanagi khivadmand-ast with Ghilib’s ghazal: chu ,m.:';_b-z man i
Siyhi ba-sham manand-ast, 'The considerations stated by HAll are especially interesting
for 2 study of his own ideas on style and poetry. See pp. 89 ff. of the Introduction to
the Lahore edn of the Kaullivaz,
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Another instance from the same poem: -
Naziti exptesses a very common feeling of lovets in this rather
simple way:

393 Ao oy 319 d‘....'é..ﬂ.x..aj‘ U"J
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‘Only he who for several nights has slept separated from his
partner finds a real pleasure in the embrace of the day of union!”

Ghalib does not express the psychology of personal love, but a
more general feeling of unhappiness:

St Aot ] e (Gylhg 9 U
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“The length of nights, my lying awake, all this is nothing; tell me
rather where has my Good Luck gone to sleep ?’

In the traditional symbolistm, bakhs- bidar (waking Iuck) is good
luck, and bakbr-i khufa (sleeping luck) is bad luck. Here these
symbols are re-employed in a ‘secondaty’, reflected way.

Further examples would render this papet too long. It is now
time to say something on the historical position of Ghalib’s
Petsian poetry in Ghalib’s India, i.c. in the India of the first half
of the past centuty.

“Attempts have been made to compare Ghalib’s poetry to the
metaphysical poetry of English literature, ot to Euphuism; I have
also suggested certain stylistic resemblances between Ghilib and
Géngora.r Though all comparisons of this kind are open to
obvious criticism, they can nevertheless be useful for a better
understanding of certain aspects of Ghalib’s art, But those who
make them seem to forget that the literary situation of India at the
period of Ghilib was perhaps more similar to that of our Middle
Ages than to more modern periods of European literary history.

Persian held, in Mughal India, a position somewhat similar to
that of Latin in out eatly Middle Ages. It was not the mother
tongue of anybody, and vernaculats like Usdu (to speak only of
the Muslim environment) were already alive. ‘Indian-style’ poets
are in a position, mufatis mutandis, comparable to that of certain
authots of the early Middle Ages studied by Auerbach in his

! In my above-quoted atticle on Ghalib’s Urdu poetry, p, 121,

GHALIB’S PERSIAN POETRY/IOT

stimulating essays. In his “ELatin Prose of the Early Middle Ages®,T
trying to explain the twistedness and difficulty of the style of
wtiters like Cesarius of Arles, Gregory of Tours, and Raterius, he
says that they used those specific stylistic forms not because of
their inability to write in classical Latin, but simply because “the
objects and the thoughts that had to be expressed, could not be
expressed in the stylistic forms of the high classical culture" (p. 98
Italian edn). The ‘mannerism of Raterius’ language is certaur}ly not
erudite ornamentation but the peculiar form assumed by his new
content’ (p. 133). ‘He thinks that his obscurity aims at a superior
clarity, which, however, reveals itself only to those who z}mke an
effort to understand him’ (p. 134), speaking 42 Jz Ghalib, to a
gabandin (p. 412):

13 St et st SN 2 bl S sl

‘If there is one hete who knows the language, bring him to me.
‘This stranger in the city has something to say.’ (Simila.r‘-expresslons
can be found in Bedil.) Some sentences of Auetbach, in that same
cssay, could be almost literally applied to the situation of th,e
‘Indian style” of a Bedil, only changing “Latin® into “Persian’:
“His [he still speaks of Raterius] peculiar quality is due not only to
his temperament, but also to the linguistic matetials he uses. It is
a Latin [read: Persian] that had for a long time no more been
enlivened by everyday usage...In order to express 'hls own
peculiar quality he had no other means than that of addmg.a sott
of expressionistic ornamentation, operating thrm':lgh the _dlsposl—
tion of words, etc.” (p. 135). This is why a Bedil, a Qattl anfl.a
Vigif wrote in what for Ghalib was such a “bad” Persian. @ahb
felt it his duty to ‘reconstruct’ the real ‘Iranian’ Persian, if not
that of Firdausi or Sa‘di, at lcast that of Zuhiiri and Nagiri. But
the sixteenth century and the social, spiritual and l.ingu{st{c
conditions of Mughal India of that age were forever gone; this is
the reason why the “better” and simpler Persian of Ghalib seems
to us not much more than a literary exercise. His public - still to
use Auerbachian concepts — was the extremely restricted literary
aristocracy of Delhi, and even they were not always in agrecment
with him, as it is shown by their criticisms,.

1 Included in his collection of essays: Liferatrirsprache und Publikeum in der lateinischen

Spatantike und im Mittelalter, Bern, 1958. I quote from the Italiat:z trans_lation, E.
Auetbach, Lingna Jefteraria e prubblico nella tarda antichita latina e nel Medioevs, Milan, 1g60.

7-3




102/GHALIB: THE POET AND HIS AGE

Just as he bad nothing poctically new to say in Petsian poetty —
and therefore he could exercise himself in writing in the compata-
tively simple style of the ancient tradition —so too he could
excrcise himself in difficult Persian prose; he had no urgent need
of being understood by people. Conversely, in Urdu verse he felt
he had something new to say, and this new element, stylistically,
in the conditions of the Mughal India of his time, could not but
be the histotical continuation on more modern lnes of Bedil’s
novelty and, therefore — at first sight — difficult. But in Urdu prose
he had a practical need to be understood; hence his famous
clarity and simplicity. Of coutse he was not himself conscious of
all this and, as everybody knows, he preferred his Persian
verses:

dsng u‘.ffi_, wlls s | S LS"'"JU
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What is rang? It is colour, otnament, conscious effort of style;
exercise. In the “n#ikhdb’ (selection) of ‘pearls at random strung?,
without too much conscious exercise of style (that is his Urdu
divan), he wrote not for the public but for himself, and therefore

he followed his own sectet taste. Paradoxically the tesult was that -

in the last resort he identified himself with histotical reality,
whereas the ‘public’ for which he studied his rangs in Persian poetty
was the only possible public for Petsian in India, the idealized
public of the centuty of Zuhiri and Nazitl,

This, I think, is a faitly satisfactory explanation of the contra-
dictions of Ghalib’s styles. Ghalib, seen from this point of view, is
the last Persian poet of India, and the first ‘modern® Urdu poet.
But, being a really poetical genius, it is obvious that even in his
mote attificial Persian “exercises” he achieves remarkable results of
‘pure poetry’, : :

Ghalib himself felt a clear conscience about being a ‘last’
representative of classical Mughal India; the outward power and
gloty of the Mughals is transformed in him into a poetical,
spiritual glory:

..U..\.a::- A s Ola s ...,....3__}_, j‘ ﬁf
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¥ This verse is found in one of the fitst git‘es of the Kulliyit (to be precise, in the
7th, p. 14). -

GHALIB’S PERSIAN POETRY/103
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> Wl A My &y Moy Ay e (p. 391)-
“The pearl bas been taken away from the royal standard of Persia
and in exchange a peatl-strewing pen was given to me. The crown
has been totn away from the head of the Turks of Pashang, and the
flaming Gloty of the Kais was transformed, in me, into poetry! )

The pearl was taken from the crown and was set in
wisdom: what they outwardly took away, was given to me in
secret.

And in a rubd‘7 he says that ‘the broken arrow of my ancestors
was transformed into my pen’:

el OFLS &aukla 5 A (p. 501).

His was not therefore a social or political poetry, but rather an
intimate, “hidden’ one. Ghialib was what would be called now a
‘formalistic poet’. In his form, in spite of his repeated claims of
‘Iranism” he was typically Indian, and it is not an accident that he
is presently more celebtated in India than in Pakistan. The.: subtlety
of his poetical analysis of reality is characteristic of Indian style:

{SJ,‘Jé )La.&"..g dé ..\.(,3 v AS:STJ_QAJ.QJ
GyT Ol gasy 3R &R Ja

“The real seet is the one that, when he analyses the psychological
details of love, is able to see in the heart of the stone, the dance of
the fire-idols of Azarl’ o
To see what is potentially hidden in the given stony teality is
the task of the poet; not that of giving more or less social messages.
'The woof and warp of Ghilib’s poetry is a sort of dmlectlciil
monism, transposed into poetical forms (and in this too, his
Bedilian heritage is evident). It would be a fascinating subject of
study - though an exttemely difficult one —to retrace possﬂ_:le
Indian soutces in the stylistic trends of Indian style, of which
Ghilib is one of the last examples in Persian. But since my task is

(p- 499)-
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to speak of Ghalib’s Persian poetry, I can do no more here than
mention this possibility. It is certain, however, that some verses of
Ghilib seem to call to mind Sankara’s monism or even certain
aspects of modern dialectic idealism. With one of them I close my
rather haphazard considerations of him. Tt is particularly appro-
ptiate because it seems to invite to silence, after so many, perhaps
useless, words, .

[EPRNE JURR W AN W { B
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‘Do not spoil thought with words: let thy heart bleed in thought
and cease speaking!’ ' ‘

GHALIB’S URDU VERSE

RALPH RUSSELL

In considering Ghilib’s poetic achievement — and, for that matter,
his achievement as a prose-writer too — it is entitely approptiate
to look first at his Persian work. It is well-known that he himself
took pride above all in his Persian poetry, and even on occasion
expressed contempt for his Urdu verse. Thus, in much-quoted
lines, he says:!
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Look at my Persian: there you see the full range of my artistry —
And leave aside my Urdu verse, for there is nothing there of me.

At the same time, one must be careful not to over-rate the im-
portance of statements such as these. It is undoubtedly true that
he regarded his Persian as his great achievement. He lamented the
fact that in his day Urdu had ousted Persian from its former place
as zhe language of poetry and culture. He knew his Persian verse
was little understood and little appteciated, and this pained him.
But it is also true that the most forceful of his statements con-
trasting his Persian and his Urdu to the great disadvantage of the
latter, are made in a particular context, in a2 context where his
Utdu verse is under attack, or whete he anticipates such an attack,

ot where his Utrdu is being compated unfavourably with that of -

rival poets such as Zauq. In such a context it is his standard
reaction to tepresent his Urdu as written under some sort of
external compulsion, and not from any desire of his own,
and to vaunt his superiority in a field where such slighting
compatisons cannot be made. The poem from which I have just

v Kaolliyari-Ghalib, Farsi, ed. Sayyid Murtazi Husain, Lahore, Majlis-i-Taraqqi-i-
Adab, vol, 1, 1967, p. 161.



