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The Last Light of Delhi is the story ol a
last grand mushaira held in the city ol
Delhi cirea 1845, Though the muushaiva
is lictional, the book is a cultural
document of the age, taking the reader
on a journey in time to a past when
poetry llowed through the streets of the
city. It paints a portrait of a lost world,
of the life and living styles of the upper
classes of Delhi in the decad

the fateful vear of 1857

Bair takes the reader into the sitting
rooms of some of the most icOnic pe
ol the time, from Mirza Ghalib to

Bahadur Shah Zafar, giving us a elimpse

into their private lives, describing their

homes, their manners, their ways of
dressing and talking, filling his porirails
with colour and detail so that the poets
appear vividly before us and when
thev begin Lo recite their poems in the
mushaira, it secms as if each poel 15

out from the pages of the book

peaking
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Introduction

by Sulaiman Ahmad

Aah Dilli!

Marsiya Dilli ye marfioom ka ae dost na cher

Na sunaa jaaye-gaa hum se yeh fasaanaa hargiz

Do not, my friend, begin a dirge for Delhi deceased—

I will not be able to bear it, hearing this tale.

So laments Aleaf Husain Hali, one of the greatest stalwarts
of Urdu literature—a poet, critic, biographer, essayist and
reformer. He was bemoaning the condition of Delhi after
1857.

His was not a new lament. Much like the Mughal
empire, which had long made the city its capital, Delhi had
been in a state of decline for decades, and mournful melodies
about the gradual decay in the splendour and sophistication
of the city had been composed by many bards. Mir Taqi

Mir, who died a half-century before the final nail in the
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Toroskug o
cothin of the Mughal empire was struck in 1853

v WTOLe ii1

his melancholic and wistful stvle: It is said of Delhi, or Inlli, that the city has been destroyed
many times, only to rise from its own ashes, each time with
R new vigour, Indeed the city has a long history, going far
i of ditreada A TE (FR0T : |

Jo shakl nazar aye tasweer nazar ayee into myth and legend. Many have wondered when the city

was first established and who its inhabitants were, and this

v . ] & 2 & T 4 & . AN, [l e ¥ . B : ,..' &
The lanes of Delhi were sketches by artists, search takes one back several millennia to Hastinapur, the

ac " -ity of the us i | . Two sets of brothers
the faces you looked at, the faces were portraits city of the Kurus in the Mahabharata. Two set >
- the Pandavas and the Kauravas, fought to lead the Kuru

I " - . . s |2 { .
as vlar : . Jan, i 4 new settlement came up under the Pandavas,
It was Mir, too, who composed & famous response to jibes clan, andia newnset I

during his visit to Lucknow, where

hionable Luck] | This was the legendary Indraprastha, a city so grand that
Hhonable Luckhnows | ' L ey :
> i i ashi i : ' it became -nvy of its times. How and why it suddenly
made fun of his old-fashioned Delhs style. not knowing that : it became the envy of
) o the

; ; ished is hi ) in the shadows of the ancient past. Only
it was the venerable Mir they were mocking. vanished is hidder : p

its legends remain now.
ll‘\‘]l'.J bood-o-h

tsh poadhio } b ke sal i However, it is said that, after a long gap, a king named

s poadio fio pural ke sakine ' ; Lo :

il ; ke | : ' Dhilu (or Dihlu) ruled the ancient habitation and gave it
tm ko ghareeb jaan ke hans-hans pukear ke | e ; ;
Dilli jo ek shahr tha al i insteleh his name; thus the city was called Dilli. After this, there is

JO CR ZHaANT [ha alam mein (ntelfab \ ) - - ;
Fombeie dhie. kebsab hii jal o another long gap, obscured by time. History opens 1ts pages
i i I 1 areah fit jaliamn rozgaar ke o : 4 g -

i feo ful oot kee E ) 2 ' with King Anang Pal of the Tomara dynasty, who founded
Us ko falale ne loot ke barbaad kar diya | = ] : - r which
Hum sale wale hain wsi SE i a city called Lal Kot, possibly in the eighth century, whi

I Iaane wate ain ust wire dayaar ke ! R s e
- was conquered and renamed Qila Rai Pithora by Prithviraj
| E G .
What do y k of me,’ le ok Chauhan in the twelfth. Soon after, however, in 1192,
14t do you ask of me,” people of the east R I d Ghori, who left the
i hur ; auh: a5 defeated by Muhammad {=hor,
taking me 1o be poor, hurling laughter at me? . Chauhan was defeated by

= B e o N ' city in the care of his general, Qutb-ud-din Aibak, the man
o M i o SRR \
e world’s chosen city, - ‘ sencal; Quib-se Y o
LR e+ their d who laid the foundations of the Qun ar.
ere only the chosen of their times would reside— ! : e o
o ; has been emblematic of Delhi from the thirtee 3
rat the stars have looted and destroyed, 2y : - e e
3 : ' until today. The cities of Anang Pal Tomar,
and I am one from that ruined land, ay. . g Pl e s Dl
-hauhan : —ud-di ibak were - s

Chauhan and Qutb-ud-din : s

ast. Thereatter came different

* many great cities of Delhi’s p

i ildi » for alaces and
people and new dynasties, building the forts, palac

1 Fi shah, the
" What do vou ask of my identity, thar is ]|'.i(]:1b:ld_. Kotla Firoze Shah,

townships of Siri, Tugl

N
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Purana Qila and Shahjahanabad—

and, of coume, the
Delhi in which so m

. e new!
any ot the aiev's current denizens now
E L%

live.

These changes in location and architecture were g
A § A0
part of a more profound civilizational transtorntation Il

as .-'.'“‘L"]-‘!‘-\ otL.]H l\i'['ll.{'t
thronged the city: Hindus, Muslims, T

was growing increasingly prosperous,

urks, Afghans, some
of Hindustani stock. some of Irani. A ciev ot crowded inns
and taverns, and glamorous markers: cvery protessional a
master of his craft. Foreign and local colours had mixed
and merged into one, producing a unique and pleasing new
shade. \

Such intermingling resulted i

2 new culture and civilization.
~
Gradually a new language emerged. This had to happen.

After all, no civilizadon is born dumb. The culture of the

new civilization that developed and flourished was named

the Ganga-Jamni culture, the culture of intermingling rivers,

a confluence that reached its peak under the Mughals.

P
The Mughal empire lasted, in one way or another, from
1526—when Babur defeated Ibrahim Lodi on the fields of
Panipat—to 1857, when the East India Company crushed
s last remnants and sent its last emperor, Bahadur Shah
Zafar, into exile.

In the intenim, and at their height, the Mughals had
built a grand empire, a glorious civilization and a prosperous

and affluent economy. Literature, scholarship, music,

EPTTTAT INTRATRTHY X

painting and architecture flourished under their patronage.
Although the early Mughals ruled from Agra or Lahore,
Shahjahan-—the emperor who built the Taj Mahal—gave
Delli its most glamorous age, building the magnificent city
of Shahjahanabad.

As Mughal power declined, however, Delhi grew
weak, destroyed and plundered many times as it lost its

magnificence and lustre. As Mir puts it:

Ab kharaabaa huaa Jahanabad

Warna har ek qadam pe yaan ghar thaa

Now Jahanabad has become a barren vard,

though once there was a home at every step.

The Dilli of Our Book

Jahanabad, or Shahjahanabad, is the name of that part of
Delhi that was laid out by Shahjahan; today, it is the walled
city often called ‘old Delhi’. In 1837, when Bahadur Shah
Za'Elr, the last Mughal, ascended his throne, Delhi was

effectively ruled by the East India Company. Bahadur Shah

: s satch the vestiges
was a ruler only n name, destined to watc

b LA & ™ -“l -

of his empire crumble as he lived out his last days mn ex t{,
. s ; = hero o

But it is this Bahadur Shah who is, in a way, the hero

: » senled”. He sat on the
our story, “][-,.ngsidc the Delhi that he ruled’. He sa

: g eacock
Mughal emperor'’s throne, though not the grand He e
1. which had been looted by MNadir Shah

throne of Shahjaha .
t emperor, whose power did

decades ago. He was a puppe
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not extend bevond the Red Fort and the walled
! !\ Citv, 3 kmu
ndia Ciy
And yet, though the empire barely existed

who hived on a pension fixed by the ast

‘ mpany
Ay longer
conventions were stll
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were would gather
v social aahien,
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customs, traditions and
e o
was tull of life and the best of every spl

here to be a part of 1ts ricl i y
The L ompany

we, 1S culture was
L J% At
its peak. /A * refinement 1 del
peak. All the refinement and deticacy ot the five hum
: L8 A1
SIS TR AT 2yl ¥ | I
es were fully attended to and cultivated to the utmost
: : 46 - ; - N O
Delhr was still one of the b

of Asia,
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cultural and social centres

critical aspect of this cultural ambience was poetry
.[‘I-1‘-\_ ‘.l\ll‘-- % L 5 - b F
+ polish and refinement of ¥
_ I d refinement ot Delhi’s language was
now at its best. The greate 1 ol
it 1ts best. The greatest poets on the firmament of Urdu

Oty ~d 4 i 1
poetry happened to live and flourish during this period. The

emperor himselt was a fine poet. R
.U“ the other hand, while Delhi's poetic and cultural
achievements reached new heighrs, its political fortunes
were approaching a tragic low. The new rulers of the city,
who would soon grab the reins of the empire, were quite
different from the many others who had conquered and
ruled Delhi. The city was used to destruction and new
]'.5:;‘3._'—1!?13'}!]_;‘;\'.. So far, however, all those who conquered
had also settled here, made this land their home and, thus,
enriched it In many wavs, even after destroying earlier
kingdoms. This time it was different. The age of colonial
impenahism, parucularly as it developed after 1857, had

come. A foreign power that would insist on remaining so,

Forrowdue tion =
would rule from overseas, despoiling this land and enriching

its own collers, transterring the wealth of Hindustan to their

island, Almost a corollary to the Company’s greed was its

contempt for local learning, education and culture, Delhi’s

obliteration was on the horizon,

This is the world that Mirza Farhatllah Baig's book
tries to capture,

Although Dilli ki Aakhri Shama is overtly the narrative
of a fictional mushaira, a symposium of poets, drea 1845,
it has actually turned out to be much more than that. In
fact, it is a cultural document of the period; a portrait of a
civilization, of the life and living styles of the upper classes
of Delhi in the decade before the fateful year 1857. Poetry
was very much a part of this cultural milieu. As such, Baig's
mushaira is a potrait of a culture and tradition.

The details of various aspects of culwural etiquette are
described by Baig, even seemingly minor matters like seating
arrangements at a mushaira, how the verses of another poet
were appreciated, etc. Baig takes us into the sitting rooms of
some of the great personalities of Delhi, from Mirza Ghalib
to Bahadur Shah Zafar, allowing us a glimpse of their private
lives. Only a person who had made a deep study of the life
and cultural atmosphere of Delhi and the Red Fort at the
time could have portrayed the vivid derails of language and
manners, dress and decoration as Baig does.

As for the poets themselves, Baig has described their
homes, their manners, their dress and ways of talking with
such skill, filling his portraits with

that the poets appear vividly before us.

colour and detail so
And he does not
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stop there, but also describes their stvle of reciting
- : 210 the

mushaira, so that it scems as if cach o
: - ems ¢ ach poet is speaking
i Ikm}\

. . i LATTT
trom the pages of the book,

Mirza Farhatallah Baig (1883-1947)

. 8 s . GErY e 1 koo =
The creator of this vivid and vibrant vignette of Mughal

Drelha, Miarza Farharullah Baig, was himselt quite a colourtul
person oo,

He lived and wrote at the wm of the mneteenth
century, a time that may

¥ i 1
o> o1
Ll \..‘ail\"u 4 Iy

pertod of transition in
Indian history. People of his davs looked back to the pre-

1857 cultural nulieu with a sense of nostaleia. and viewed

1ts passing with regret and a feeling of loss. In Baig's writing,

these bygone times are reimagined in all their glory. At the
same ame, conscious of the decline and uldmate defeat of
this cultural sophistication, Mirza Baig, like many of his
times, seemed to be living somewhere between the struggle
of two worlds: the past pitted against the alien culture of
new rulers. The old colour was fading, but the new was yet
o take over.

Born in Delhiin 1883, owenty-six years after the uprising
of 1857, Baig’s early education was in a madarsa artached
to a mosque near the dargah of Hazrat Nizamuddin Aulia.
There he took elementary lessons from Syed Waliullah
Dehlvi, known as Baghdadi. a famous local aalim, scholar,
wheo spent his tme educaung children. At the age of nine,
Baig went to a pnmary school and then to a high school

in the neighbourhood of Kashmin Gate. He earned a

y .

Listroadue o v
good name i the school, partly thanks to his abilities as
:. sportsian, partly because of his sense of humour, jovial
temperament and participation in general school activities.
He passed out of school with distinction.”

Therealter, he was admitted to Hindu College, which
had been established recently in Kinarn Bazar, Chandm

"Chowk. The fee was a moderate two rupees per month,

which suited Baig's difficult financial situation. However,
it transpired that the college’s own finances were almost
as precarious as Baig's, which resulted in the exit of many
cood teachers, especially from the Faculty of Science and
Eflnthem:ltics. It was a frustrating situation for Baig, who
wanted to become an engineer and was good at mathematics.
Even so, he completed his intermediate degree from Hindu
College; then left for a bachelor’s degree at St S'Fcph::n's.
In St Stephen’s, where Baig began to study in 1903, he
changed his subject from science to Arabic. Why :mf’: how
is another story, of which Baig has given a most dehgh.tfu]
account in his classic Maulvi Nazeer Ahmad ki Kahaani—a
book about the life and times of a Delhi stalwart, and of the
Delhi of those days. In brief, the story Baig tells goes thus:
his scientific ambitions having suffered yet anothjcr blow,
Baig was convinced by a friend to cm_'ol in Am.bm c?a-sscs,l
delivered by a pious professor, G involved 1n S-I_Jlrl[:;ﬂh
pursuits than in his classes, who left them soon atter the

Al il 3 1 CTIONSs

* Much ofthis biographical information on Baig Lnounlgd I-:;_:::I;::u{urdu

to two editdons of Dilli ki Askln Shama: one I_TH..Z-.;] l-:ih.m {Anjuman

Academy, Dell, 1986) and the ”Lh.ﬂ by R;“]:.Elll‘ ~.'n-ni by Khalig Anjum.
Taragqi-e Urdu, 2009}, which also includes a fore
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two fnends had joined his class,

Baig
then told o find o

and his fige
wir own teacher, and this ¢

on e steps of I)u”]l'\-}.llll.i "\1.1\]1;{ in the

“\1 “TF{‘

AME to fyk
| I‘I-‘-\.E‘t‘ L

; P ol trapp

& o '|'| ¥
A unsuspecting maulvi, In the end. it was Maulw '\:1 :
. A ¥ " § Nazeer
Ahmad—an carly luminar of modern Urdu

\ prose—whop
> [ 1 ¥ Mn
they tound and ’[“t‘l"‘ll.hicd to teach then

wim, Much later, Baig
1l 1 b
A who became his mentor

L]
and launched his own literan

career in the process.

At St HIL‘}‘ETL'I'E 5, [{1;-'5_1 WS Pk"i.‘ULl'[' with both his
classmates and his professors. A bright student, good athlete
and swimmer, active dramatist and debater. excellent
cricketer and tennis plaver. he caughe the particular attention
of Professor C. F. Andrews (who was both an active ally
of the growing freedom struggle in India and had played
cricket tor Cambridge). Baig passed his BA examination
with distinction and took admission for an MA at the same
college. However. despite help from Professor Andrews,
he could not complete his master’s because of financial
CONStraints.,

Baig left Delhi in 1908 to join a government school
in Hyderabad. About a vear or so thereafter, he got an
opportunity to enter a type of paralegal service when he was
appointed a translator in the Hyderabad High Court. During
this time, he took and passed the judicial examination and
rose through the ranks undl, eventually, he reached the level
of an inspecting officer at the high court, a rank equivalent
to that of a high court judge today.

Baig was 2 muldfaceted personality. Even annidst his
heavy duties and busy official life, he cultivated many

Tl tion HiN

habbies. A prolilic writer, he was also fond of panting,
!-.]mm-,_r,niph\,-*, dramaties and poetry, and wied his hand at
cach of these arts,

Fle was a handsome man, tall, well-exercised and broad-
shouldered, with a longish, oval face, broad forehead, bright
eyes and aquiline nose. He sported a moustache, but would
shave his beard every day.

On this particular habit, he wrote, with his usual sense

of humour:

Daadhi fo mundaate ho mochen bhi mundaa daalo

Tab nikle gi aye Farhat kuch surat-¢ ntardaanaa

You shave your beard already, shave your moustache

as well,

onlv then will emerge, O Farhat, something of a

man’s face.

He disliked Western clothes. When compelled to wear any,

s possi - to
he would take them off as soon as possible and return

‘ L}
i i s (what w be called ‘loafers
his sherwani. Pump shoes (what w ould

k: o wrere his
today, shoes without laces), worn without socks, were h
&Ly 5 o .

regular footwear.

Though Baig would never live in ;
t the city with nostalgia. And vet,
Delhi, he would be unable

it were taking over

Delhi after his college

days, he remembered
whenever he did manage to visit
to reconcile himself with the changes th Mg
his old city. He writes of Delhi's past as though pining for

it. Many of his books—Dilli ki Aalehri Shama, Phool Waalon
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mstance, Dagh Dehlvi a2 fu
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would have been nowhe > A IS pactuok s varingi
% ROMDELE Ot the: scenc on the date of Baig's
mushaira, but Baig introduces him into it nevertheless.

Bag acknowledges his debt to Maulvi Karimuddin—
n.ummg his own narrator after the maulvi, and setting his
}?m\i.uuul on the very date, 20 July 1845, when Maulvi
Saheb hosted a mushaira at his own home. Of course, this
historical mushaira wason a very small scale, and Baig writes,
in the foreword to his book, that he changed the original
mushaira’s scale, canvas and ambience totally, presenting it
as a key literary event in Delhi. Baig also mentons that
the fact of Zain-ul-Abdeen Khan Anf (Ghalib’s nephew,
and poet in his own nght) attending Karimuddin’s mushaira
gave Baig the idea of making Arif his catalyst, the key to
arranging the mushaira of his book.

Tatraduction xxii

With characteristic humour, Baig writes that he could
have put himseltas the narrator of his book, but he did not
feel like ignoring all the hard work done by Maulvi Saheb.
Using an Urdu proverb, he says it would be like removing
a fly that has fallen into a cup of milk.” He adds, tongue in
cheek, that if there are shortcomings in his work, the blame
should be passed on to Maulvi Saheb. ‘Here, now, 1 appear
in the garb of Maulvi Karimuddin, but 1 do say this,” he
writes, ‘that since I'm offering all my hard work to Maulvi
Karimuddin, whatever good or bad you may have to say
about this book, don’t say it to me—say it to Maulvi Saheb,

and say it to your heart’s content. [ will be happy, and my

GQCI, tDOF

A Note on the Ghazal
At any menton of Urdu poetry, the ghazal is the first thing

that comes to mind. 1t is cspccinii}-‘ so for mushairas, as

the life and vitality of a mushaira comes from ghazals. An
he poems in this book are ghazals.

overwhelming number of t
A1k a little about the ghazal, the

It may be apt, therefore, to t
most popular form of Urdu poetry, ali

The ghazal 15 indeed a strange Species.
d is stkhan ba mashoog, that is, talking
ghazal poets have

nost its soul.
The actual

meaning of the wor

to the beloved. Some renowned

* An idiom with exactly the oppost . of e
\ with the fly; thar 15, Kanmuddin's work was

milk would be to grab all the milk

o senss OF "My T EAEREE In

this case, the W'“}""lh}' i

A 1 -
substantial, and to remave him from the

unfairly.
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This aspedt of the phazal addressing the beloved has
remained alive through the ages. Thus, the modern poet

I I:'Il‘.,ll.] (;I.H‘.ﬂ\]'llﬂli'll
ur - L) i
LU ] lf wads ”1‘-;: ;l!jls _,:‘\-I if

_I.;:" kot dovsraa nalieen

hotaa ‘Tum mokhaatil bhi ho qareeh bhi ho
Tum ko dekhein ke tum se baat karein

1 ek " 1
15 as if you are CLOSE 1O e
- ey You speak and you are close by too,

should 1 stare at you or talk to you?

He addresses his mrasd

-
PG

T —— .
» DCloved, withh at such « it T AR .
ouch of sarcasmy And Faiz Ahmad Faiz:

Huum samashte hain

feliP? A

r
b
o
.-.I

Tum ko dekha to chashm ser hue

Ulzr kuch chaahiye sataane i
! : Tum ko chaahaa to aur chaah na ki

I know vou d .
Ol O IT a5 if vou re pestin y
: ST OR SR RN T, [ saw you and my eyes were satiated,
for vou need an aveues ro Y
: i S e e [ loved no further after I loved you.
Another: . sk -
: The definition of mashooq, the beloved, has been extended

to endless limits, however, as we shall see.
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Shab tum jo bazm ¢ ghair mein aankhen chora gaye For all its popularity, the ghazal has faced its share of
Khoye gaye hum aise, ke aghyaar paa paye severe criticism. At Worst, it has been flayed as a ‘semi-savage
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form of poesy’, criticized tor 1ts limited scope and canvas,
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its overemphasis on the same old, worn-out subjects an
a restricted medium.” The description

ar and hackneyed that

Last night when you would not look at me in ghair's
gathening, metaphors through

so lost was I, others found our my love. of beloveds was found to be so simil

R R 11l »gh i saerily .d
* The twentieth-century scholar and critic Kaleemuddin Ahmad qu LTIII.“[,'
nfee-sukhan’, a semI-Savage form of poesy.

ir is the poct’s nval for the heart of the beloved, the mashoog. More

on such recurning mopes later. the ghazal as a ‘neem-wahshi si
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it was sad thar it .y
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: EUGAEALS, Complanaed:

Naheen ba harf-c bayaan za

Kuch aur chaahiye wsisar mere bes | !
] Ll mecre Deyaan ke liye

The ghazal’s narrow form won”

g i3y
4

thee tor ny \}\L‘th.

T v
T 51

I need a greater canvas to give mv full
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rule unabated and no mushaira can i :
1d no mushaira can be considered complete

without it.

#
]
| =5
v
(=]

: ].ndlr.‘cd. the ghazal has proved. in the course
of Emn_‘. that it s capable of changing its vocabulary,
expressions and dicuon with changing circumstances,
social conditions and sensibilities. Some modern poets
have used the ghazal very effectively to address changing
situations in different and difficult times. The Partition of
the subcontinent, for instance, left a deep sense of trauma
among the people affected by it. Some of these verses
could be called representative of new expressions used to
address this pain.

The following couplet by an unknown modern
Pakistani poet, with its peculiar pathos about this personal

sense of tragedy, has captured the pain of a generation:

Totrowdvse ton KEVIl

Atases i to kdinir fya thi hamaare iaseel mein

T fva ket oy se balr doer aa gaye

My Gate lield no destination inany case!

Only this happened: that [ came so tar from home.

Professor Wajechuddin, who composes poetry under the

name of Shehper [Lasool, writes:

Mujhe bhi lamha-e hijrat ne kar diya tagseem

Nigaah ghar ki taraf hai, gadam safar ki taraf

[ too was divided by the moment of migration:

my eyes face home, my feet face the journey.
Vet another modern poet, Juan Ellia, laments:

Go main bagola bun ke bikhra waqt ki pagal andhi mein,
Kya main tumhan lahr naheen hoon Ganga ji aur Jumana ji

Though 1 was scatterd like a whirlwind in the mad

tempest of tmes,

am | not a wave of yours, Ganga ji and Jamuna ji2

ghazal came with the participation

Earlier, even it
Jad to remain

Another change to the
of women in the genre.
the field of poetry, they 1

a pseudonym, and stick to t

women entered
‘hidden’ behind

he masculine gender in their

: iti i : poe ' . movement of
compositions, like male pocts. With the m
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femnism, or ‘nusw amvat’

m Urdu. wo
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express themselves clearly !

aets by
and strongly, as Wit
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‘ conveving their se
e esced o ' .
2T, supressed emotions or U
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Phus, Parveen Shakir w nites:

the feminine gender. and
nse of pel

e tor hiberation.

Main sach kalhoong: magar phir iy

Woh jhoot bolega or lasawaah bar depa
Even if -ak h, I wil

ven it | speak the tuth, 1 will lose:
He will lie with

will fal.

SUCh Conbidencs

dence that all arguments

Bas yun hua ke us ne sakealluf
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Aur main ne fole-rofe duy

It only happened that he spoke a little formally,

)
and 1 wept and 1 wept ull my dupatzas were soaked
A fine example of feminine sensibility, representative of

women's socio-cultural sitruanon.

Now. let us see how a ghazal is composed. The ghazal’s
‘building blocks’ are couplets, called ‘shers’. All the couplets
must follow the same metre, and a rhyming scheme whereby
the penulomate words of every couplet thyme (this rhyme
o called the “gafia’), while the last word of every couplet is

repeated (this is the ‘radeet’).
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The other main components of a ghazal are the ‘matla’
and the ‘maqua’. A ghazal’s first couplet is called the ‘matla’.
I'he matla will use rhyming gafias in both its lines, along
with the radeef. If the second couplet follows this scheme,
it is called a thusn-e matla’

Some ghazals do not have a repeated radeef and they are
called ‘ghair muraddaf’. This is rare, however, since it is the
radeef that brings beauty, music and depth to a ghazal and,
therefore, few ghazals in Urdu are without one. The rhyme of
the gafia is essential to a ghazal, and no ghazal does without it.

A ghazal’s concluding couplet is called the “magta’, and
it usually features the poet’s name. Naming oneself in the
maqta is customary though not essential.

A ghazal requires no fixed number of couplets, but
generally there are five, seven or nine. The odd number is
traditionally used to indicate the uniqueness of the beloved
(that is, with no match) as also the agony of the eternal
separation of the lover from the beloved.

The uniqueness of the ghazal, what distinguishes it from
other forms of poetry, is that every couplet is independent
and complete in itself. It has no connection with previous or
later couplets; indeed, the theme of the next couplet could
be totally different, with no bearing on what has preceded
it. This aspect of the ghazal, which gives it the appearance of
a bunch of scattered thoughts brought together by rhyme,
has also met with severe criticisim. .

However, what is overlooked by these criticisms is the
inner nature and the unrevealed mechanisms of the ghazal.

The ghazal is the pcrf}:ctiun of the _ :
te a precise yet highly

art of using allusions

to make meaning. Thus, vo ored
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imnterpretable meaning in two lines becomes an Tt in :
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In a ghazal, the PoCt’s expressions
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via metaph
1 metaphors, simal

the confines of strict meaning.
allusions, creating new worlds of mea

s and
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master ghazal poet, each sher contains multades of”

= e : allusions
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lies in ‘*pouring a river into 1 pot’.
Sometimes, however, there can | :

o ¢ .tEn wever, there can be ghazals of a different
type. It a thought cannot be expr i1
V] ght cannot be expressed in one couplet, it is
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expanded in two or even three. In that case, that portion
of the ghazal is called 2 ‘qata’. P

oets have also used ghazals
O ex INCSsE Ol £3601 thaoniahe - } 3 .
i one umnied thought through all its verses. Such
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ghazals are called ‘ghazl-e musalsal’, that is, a continuous

rhaza s Face is tha s WA P ; :
5 L Its face is that of a ghazal, but it is more akin to a

strightforward poem, or “nazm’.
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I'he great masters have used the medium of the ghazal

In exquisite ways to articulate cor iplex human thoughts,
philosophical concepts, revolutionary ideals, and, of
course, the universal emotions of humankind—all in two
precise lines.

The ultimate master, Mir, who has often been called
‘khuda-e sukhan’, the god of poesy, ponders:

alam keasoo hakeem ka bandha rilism hai

Kuch ho to ethaar bhi ho kainaat ka

The umiverse 1s the illusion of some wisecrack,

One could have faith if something was there in fact.

g

Introduction sl
A complex thought about a metaphysical situation on
which volumes of philosophy have been written, stated
in simple language, The Matrix series of movies come
to mind!

Masters have L'.\:Fn'c'ﬁrd such surprising, wonderful
and vast range of thoughts without stepping out of the
universe of the ghazal or forsaking its diction. Given their
structure, couplets have a naturally aphoristic quality; and
often enough, a poet’s concise articulation of a thought
or emotion experienced by him transcends the couplet
to attain the status of a proverb. This has been called
‘sehl mumtani’.

Ghazals have included endless plays on the concepts of
‘mashooq’, the beloved, and ‘ishq’, love. Atthe metaphysical
level, mashooq often becomes the primordial reality, the
divine; and ishq a passion for God and all His manifestations.
Over different ages, the concepts of mashooq and ishq
have also offered commentaries on an ideal of humanity, a
cherished society, just or tyrannical socio-political orders.
Other recurring tropes of the ghazal—the lover's nival and
the tavern-keeper, the jar of wine and the brimming cup,
figures from legends and literature—have also appeared in

different garbs. As Ghalib says:

Harchand ho mushaada-e haq ki guftogoo

Banti naheen hai saaghar-o meena Leahe beghair

Though the talk may well be of witnessing truth,

x e w.
without talk of goblets and jars, 1t will pot flo
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And:

lagsad ho naz-o-naam, wale Lftogeo mcin baam
.‘-L.l ?f LI l-I g o
Chalta nalin hai khanjar-o-dishng b

e I

Fhe subject may be of grace and coquetry

it won't work without savine 1
And Faiz, a century later

Jaan jaayenge jaanne I

Faiz Farhad-o Jum ke baar karcin

I'hose who know will understand:

. i

Faiz, let us talk of Farhad and jam.”

This adept handling of the medium by the masters, however,
has created a litde problem too. Oftes

; 1, MINOr poets manage
to imitate the masters, and

sometimes do so tolerably well,
30 as to create the illusion of good poetry. When repeated
by many, however, subjects are worn our and expressions
become hackneved and clichéd. The poets may be happy
with their work but, for disceming eritics, it would be
ditficult to determine their worth. In 2 nazm, on the other
hand, it 1s easier to determine a poet’s ability since it is easier

to ascertain what is being said. All of this, however, does

i i :
Farhad, 3 lependary hero and lover, and Jam (Jamshed), a mythological
Penian king, are recurring characters in ghazals.

;
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not mean that new thoughts are not being introduced in
Hh.z_;.ﬂn‘. In some modern J.:h.w.ulx, topical themes do crop
up and a new vocabulary is being used to deal with them.
Because of 1ts very nature, of conveying an idea in
two lines, the ghazal remains hugely popular in modern
mushairas also. An audience can react to each couplet as
it is uttered, so that an immediate rapport is established
and maintained throughout the ghazal, Appreciation
(or booing, as the case may be) follows each couplet,
and the mushaira remains nothing if not lively. Yet, it
would perhaps be true to say that no modern poet has yet
composed ghazals of the kind that once addressed topical
themes with the kind of diction and emotion that bring a

lasting universality.

Four Major Poets from Baig’s Mushaira

Of all the poets who feature in Baig’s mushaira, perhaps

four deserve special mention.

Zauq: Sheikh Mohammad Ibrahim “Zauq” (1 790-1854)

Zauq is a good example of how a poet’s status and worth
oscillates with changing times, and the temperaments,
intellectual bearings and sensibilities of new ages.

In his own time, Zaug was the ustad—teacher, master—

of his cmperor and, in fact, of the entire Qila the Re
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Fort—over which Emperor Bahadur Shah Zaftar ruled. Hi

ol . g weate. In
position may be compared to that of a poet la




Translated from the Urdu",
by SULAIMAN AHMAD"

-Us Jape aa] dilshikan awaaz-e ragh hai

N aghmar;g __Jah se yeh kaho tum Alaiya
ek sath-c khaak hai jo aaj bagh hai

" @nee where would sing a sweet nightingale,
there do but erows now caw-caw together.

To the preud of pesition. tell them O Alaiya:

roday's pleasure garden is tomorrow's dry desert.
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