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I

Walf Dakhant.

Wali Dakhani, (1608-1743 A.D.: 1079-1155 A.H.), has been
called the ""Chaucer of Urdu poetry”.! His importance is atlested
in Pakislan by the fact that his Diwiin stands at the head of the
lists of the prescribed texts for honours Urdu courses in the
various universities of that country. Yet his name is not so well
known to the average educated Pakistani as that of Chaucer is
to his British counterpart. This may reflect the undue modesty
of Pakistanis in their assessment of Urdu literature—which is
clder and more distinguished than they normally care to admit,
In LEurope, even in Orvientalist cireles, little interest has been
shown in Wali since Garcin de Tassy drew atlenlion to him,?
over a century ago, There would seem to be an idée fixe that
Urdu poetry was, until fairly recently, nothing but a pale imita-
tion of Persian. A superficial glance at Wali's Diwan might,
indeed, suggest that he was essentially an Urdu Hafiz. But such
a conclusion would be much too facile, especially if its corollary
were that therefore Wali is not worth reading. For one thing, it
pays no regard to the nature of the impact of poetry on ils readers

L By R. B. Saksena on page 12 of his “Hislory of Urdu Literature’”, Allahabad,
1927,

2 The Urdu text, “Diwan-i-Wall”, was published in Paris in 1833, the French
translation, with a useful intreduction, appeared in 1834 as “les Oeuvres de Wali”,
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or hearers, Poetry appeals by both its sound or music, and its
expression of thought and emotion—the {wo being, of course,
closely intertwined. This is a truism which ordinarily would
require no repetition. The musie of Urdu is vastly different from
that of Pervsian; so that even if Wali were a mere translator or
adapter of Hafiz—which he was not—his poetry would still sound
basically diflerent; and that, despite the use of many identical
words, especially in the poetical terminology of Sufism. As to
the thought and emotion, Wali was the first Urdu poet to concen-
trale on, and reach complete mastery in, the $iifi ghazal. The
161h to 18th centuries saw the development of indigenous Muslim
literatures—largely poetical—in many of the major languages of
the Indo-Pakistan Sub-continent; for example, in Bengali,
Panjabi, Pashto and Sindhi, as well as Urdu. In each case, reli-
gious themes, frequently Sufistic predominated. The Arabo-
Persinn ghazal was taken over: no wonder it became popular,
since it had affinities with the pedavali of Hindu poetry.® In ad-
dition, religious poetry was composed of the didactie, the hagi-
ological and the narralive-allegorical types; though, with Wali,
we are hardly concerned with these, Among the contemporaries
of Wali were the great Pashto poct Ma‘zullah (1674-1748), to
whom further reference will be made; the ‘Sindhi Shakespeare’,
Shah ‘Abdul Lajif (1689-1753);* and the most famous Panjabi
§afi poel, Bullhe Shah (1680-1758).° These and other poels in
the various Indian languages, expressed thoughls and emolions
which appealed {o their hearers; so we have the paradox of
independent lilerary cultures using the very forms and themes
of the eonquering Persian culture which they were fo supplant,
Yel, the literary works which resulted differed in content from
Persian models because they could not ignore the local Hindu

1 See M. Enamul Haq, “Muslim Bengali Literature’”, I{arachi, 1857, p. 49,

4 See M, M. Gidvani, “Shah Abdul Latif”, London, 1922, for a shorl aceount,
“This poet's Diwian has been published (“Risalo Shah ‘Abdul Latif Jo”) ed. 1. I
I{azi, by the Sindhi Adabl Board in Karachi, in 1861, 1 am indebted to Dr, I azi,
and also te Dr. N, B, DBaloch, Head of the Bepartinents of Sindhi and Edu-
cation, Sindh University, Hyderabad, Pakistan, for drawing my atteniion to
this poet.

5 See L, R, Krishna, “‘Panjabl Safl Poets”, Oxford, 1933, pp. 40 11,
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environment; just as they differed in sound because they were
in different languages, and could not ignore Sanseritic, and other
indigenous vocabulary and imagery,

It is important, then, {o see the rise of Urdu literature in per-
speclive, as only one facet of a {remendous lilerary revival in
Muslim India, using the various vernaculars, of which Urdu was
merely one. However, the old glib accouni of Urdu literature
beginning in the Deccan under the poet-palron rulers of Bijapir
and Golkunda at the turn of the 16th/17th centuries, popularised
by Wali at the beginning of the 18lh century, and transplanted
by him to North India, would probably nol bear examinalion
if we had all the faets, Certainly I hope to show the Pashto poet
Ma‘zullah as the author of a short Urdu diwén similar in language
to Wall's; and it is reasonable to suppose that he was nol an
isolated exception. Indeed, I would expect to {ind a fairly sub-
stantial number of Urdu poets, contemporary with, or just prior
to, Wali, over an area covering most of whalt is now Wes!{ Pakistan,
and, in India, much of the Deccan and the Norvth-west portions
of the country.

Wali was no{ so much an iniliator as a perfecter; but his
contemporaries and predecessors were forgotten, only to be
brought to light from time to time by accident, or by the elforts
of those scholars who are not content with well-worn tracks.

The purpose of the present short study is not merely to draw
altention to Wall’'s genius, bul lo reler also to lwo other Urdu
poels of his time, one from further South in the Deccan, and
another from the Afghan horder: Qazi Mahmtd Balri (d. 1718)¢
and Ma‘zullah,

Very few reliable biographical details are known about Wali,
although. there has been much guesswork,” Even his name is
dispuied-—perhaps the name Shah Muhammad Wali-ullah will

¢ See "Qadi Mahmid Bahri: a Mystic Poet of the Twelfth Century AIL and
his poetical works”, by Muhammad Haliz Syed, Allahabad University Studies,
Vol. V, 1928, pp. 445 {1,

? See Garcin de Tassy, “Histoire de la Litteralure Hindoule et Hindonstani”,
2nd edition, Paris, 1871, Vel, 111, pp. 281 fi.: Gareln de ‘Fassy, “Les Oeuvres de
Wall”, (translated) Paris, 1834, Preface; Ghulam Muhiy ad-Din, “Urdd Shahpare”,
Hyderabad, Deccan, 1929, pp. 149 ff,; “Kulliyit Wali”, Aurangibad, 1927, In-
traduction,
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suffice. His altachment to Gujavét led to the assumplion that he
was born there. Garein de Tassy at first thought that he was born
in Surat,® but later accepted the more probable view that he was
born in Aurangabad.® Certainly he developed a love of Gujarat,
which he expressed in his Masnawi on that city. But the cditor
of the Aurangabad edition of his Kulliydt warned against drawing
false conclusions from the fact that a poet expressed interest in
any given locality, Mosl authorilies agree that Wali visited Delhi,
and there met the Persian poct Miyan Gulshan $ahib, who ad-
vised him fo rejuvenate the thoughts of the Persian poels in
Urdu. Here we have a paradox. If Urdu literature really first
developed in the Deecan, why should the initiative fov its cultiva-
tion have had to come from Delhi? The story has the ring of
legend rather than fact. At any rate, Wali compiled a Diwan in
Urdu—and, as far as we know, in Urdu only. His poetry refers
to Bengal, bul this does not prove thal he ever visited that province,
He was very proud of his poetical prowess, and claimed that he
was “known in Irdn and Tarin, although he wrote in the Dec-
can’’, It is, however, difficult to appreciate how his Urdu verses
were understood in these regions, He died and was buried in
Ahmadabad.

Wall's diwiin is substantial, though not prolific. In the Auranga-
bad edition of 1927, it comprises 422 ghazliyat, and a small
number of other poems, including 6 gasidas, and two masnawis,
one of which is the well-known account of the city of Sural. Still,
Wali's repuiation undoubtedly stands or falls by his ghazliyat.

Wali was a SGfi, though not, it seems, an extremist in Eilmving
a particular madhhab, His ghazliyit give expression {o his sulism
in the manner of Hailiz, using the langnage of earthly love. In
some of his poems, however, lhere is the possibility that he is
really speaking of earthly love; while in a considerable number
of instances he makes it quite clear that his theme is the love of
God. So far the comparison with IJafiz is close, But in Wali
there is a rugged strenglh and simplicity, born of sincerily, which
contrasts with the subtlety of his Persian model. Professor Ar-

8 “Les Qeuvres de Wali”, x,
# “Histoire de Ia Litterature Hindouie el Hindoustanie”, Paris, 1871 (2nd ed.),
111 p, 232.
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berry has referred to a “contrapuntal” element in Hafiz's gha-
zals.’® Tt must be staled straightaway that there is no such com-
plexity in the direct utterances of Wali. It remained for his suc-
cessors to complicate, and make more artificial, Urdu poetical
expression: and one is fempted to say that, had they followed
his example more closely, Urdu poetry might have progressed
more soundly. Wali uses the familiar poetical language of Sufism,
The seeker after divine (ruth is the lover (‘dshiq) who strives {o
become a knower (‘arif). He sceks enlightenment (roshan),
which involves his separation from mundane enlanglenments,
His enemy is the ragib who spies on his intimale association
with the loved one, God. The beauty and purity of the true
initiate are likened to the nighlingale (bulbul), The secker's love
of God is compared usually with human love, and sometimes to
intoxication through wine. The following ghazal,!! one of Wali's
most diveel, expresses his allitude clearly,

10 See A, J. Arberry, “Fifty Poems of Haflz, Cambridge, 1953, p, 30,

1 Aurangabad edition, no. 392, p, 286: In Gareln de Tassy's edition, (Diwan-i-
‘Wali), this peem is on page 105: he does net, however, include it in his translations,
I cannot think why, as it is a good example of Wali’s strength through simplicity,

12 In most editions, including the Aurangabad and Garein’s, the second magra*
of this verse reads

& oty il B ooyl
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Translation :—

On those who know there is always light,
for the art of love is a wondrous arl,

Religion (itself) is the enemy of the enemy of religion,
(just as) a thief’s lamp is a thief to him (as it reveals his presence
to his intended victim).

Why should you not be image of the glory of the beloved,
for a pure heart is like a mirror?

To you, the wantons live confined in a narrow street,
(while) the nightingale’s home is a rose-garden,

Why should the journey of love not be difficuit,
(for) the amorous glance of the loved one is (itselfl like) a thief.

Oh beloved, do not admit the watcher;
the watcher is the enemy of lovers.

Covetousness of eye is an unenlighiened way,
though the eye be opened no wider.than the cye of a needle.

The enlightened ones have toid me
that the torch of language brings enlightenment.

A light robe hems in the heart;
property in the world is (like) a skivt,

Resplendent of face, I am aflame for love (of God),
my ccstasy is light to everyone.

Oh Wali, fear not the sword of care,
for hamilily is a coal-of-mail on the body.

The mention of “‘religion’’ in the second verse (which is the
opening verse in some MSS), and the several references to
“roshiin”, leave no danger of the reader’s taking this ghazal
for a poem about earthly love,

I ain indebted to Prof, W. H. A, Shadani, Head of the Departinent of Urdu and
Persian at Dacca University, East Pakistan for the reading given above, taken
from the ‘‘Tazkira-i-Mir”, and I have adopted his translatlon of this verse, com-
municated to me privately.
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The following ghazal®® on the vanity of worldly wealth is even
clearer in meaning:—

& she el G S Gk L,
& ot LS ey B panil a8l
oS il o cnls L o8 olble S Wl 5 e
e il el e S gt 8
Wﬁﬂoﬁ‘@bcﬂ-’g-’ﬁgd@&wﬁﬁ
& rl a8 pay Lo J9 ol Ypaa,
of BY b S Lo o o5 5w
S T T R SR Y S
e A "-’&’w o ol T,
c?:e'»::-mwf*«*d'ﬁwggﬂam_u‘s‘

Translation ;—

To the lover, the desert is equal to Alexander’s kingdom,
Each pearl of a tear is equal {o a s{ar of fortune,

What need has the sultan of the kingdom of madness for a diadem?
A heron on a madman’s head is equal {o a hundred diadems.

Whoever has achieved sublime happiness through zeal,
A bubble in the ocean of his heart is equal to a pearl.

He who, eflacing the mortal world, has understood life,
To him it is equal whether he spends his life in forest or city,

Ob “Wali”, in my poelical diwan, (here is no need for a heap
of hooks;

For in my diwan, every poem is equal lo a hundred books.
Vali sho i mal verse, yet another illustration of his
Wali shows, in the final ve e, yel another 1llustrat i1

proneness to the abiding sin of the Oviental poet—boastfulness,

13 Aurangabad ed.,, p. 283, Garcin de Tassy, p. 95, This poem, aise, is not in-
cluded inx Gareln’s teanstations,
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We have already secn that he deseribed his own poelry as heing
known in “‘Persia and Tﬁrﬁn”. ilsewhere, he calls himself the
“sovercign of the empire of discourse”, and claims to have ex-
celled the nightingale in his singing.

The above two ghazals show Wali at his simplest, and, I would
venture to suggest, at his best. But he has also many poems in
whieh he uses the Siifi allegory of love in much more sensuous
language.

At times, we may wonder whether he is being allegorical at
all-whether he is not, in fact, referring to earthly love. An ex-
ample is the mustazad*® which begins:—

“I do nol know who has taken my heart
Of these dear coquettes;
Which wanton tyrant has entangled it
Of these slim-waisted creatures”.

and ends:—

Wali is not alone in being intoxicated by your love,
Oh lewd cup-bearer;

In this banquel, all who have drunk your cup of love
Are among the senseless,

But, even when at his most sensuous, the poel frequently chooses
to reveal his real purpose in the final takhallus verse. This can
pe illustrated by the ghazal'® which begins with a cloying iribute
to the beloved’s sweet lips:—

“Oh you with the sweet lips, your lips’ speech
o is sweeter than sugar,
Their warm words are as sweel as tolfec.”
The final verse reads:—
“Oh Wali, giving up (worldly) attachments brings
pleasure to the heart;

Just as the thought of goods and chattels
brings pleasure to the worldly'.

1 Text Aurangabad, 313; Garcin, 113, ‘Pranstation, Garein, 49,
15 Text, Aurangabad, 91: Garcin, 33, Garein does not include this poem in his
transiations.
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As has been said, the ghazliyit form the great majority of
Wali's works, and most of the rest of his poetry requires little
comment. A longer poem on the martyrdom of Karbald (“Dah
Majlis’") ascribed to him by some, was probably not his work,!¢
This is a pity, as it would be gratifying to be able to consider
him a pioneer in the marsiya, later perfected by Anis,’” as well
as the ghazal, Bul, of his two masnawis the one entitled "*Dar
taif-i-shale-i-Strai”™® (“in description on the city of Siirat’”)
has jusily achieved fame. It is characterised by a naiveté (which
is also to be found, at limes, in the ghazliyat), combined wiih
deft yet succinel touches of vivid description. The poet obviously
loved this city, and his poetry is always at its best when inspired
by simple sincerity. The scope of the present short appreeiation
precludes a foll account of this poem, but a few extracts will
illustrate the general style,

rré oy g o ol e
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8 Saksena (op. cit, p, 43) ascribes it to him. But Ghulim Mulyi al-Din Qadiri,
In “Urda Shalipare”, pubf, Hyderabad, Deccan, 1829, p. 149 states categorically
that it Is not by wWali,

7 1802-1874.

% Texi, Aurangabad, pp. 370 if,, Garcin, 130 #f, Garcin gives an Incoinplete
translation in pp, xv—xvii of the Preface to his “Oeuvres de Wali’”,
12 Acta Orienlaln, XXVIII
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Translation :—

Among wonderful cities is an illusirious one,
Without doubt the centre of the world,

Its name, Surat, has become famous:
It dispels the depression of those who see it,

L N T

The whole city is like a choice collection of verse,
I is all like a mine of elegance,

L R R R T

As its boundary is a river, the Tapt,
The whole world is eager {o see it,

L I IR T S,

The river is always arm-in-arm with the town,
The town is always side-by-side with the river.

In it is the effect of Khizr's water,
Its air reminds one of Kashmir,

L RN

There is a remarkable fort there of symunetrical design,
Like precious stones in the ring of the world,

If people have scen Damascus and Tabriz,
They have yet seen no country as rich as this,

L N

Its youths have the most comely faces,
But its feminine beauty is (even) more comely,

In every step there is (as it were) the court of Indra;
(In fact, having seen it}, Indra would hide his court,
he would annihilate it.

This breed is not that of Krishna's cowherdesses,
All those cowherdesses are imilation—ihese are the originals,

PR e s b e s a oy a

In the month in which bathing day comes,
The Hindu's day of purification,
12+

e e
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1 sec on all sides Lost upon host,
Like waves rising in the ocean,

P N L )

It is idle talk—cease, oh Wali;
Be not slothful in your (frue) purposc.

Some consideration must now be given to Wali’s technique and
language. I do not propose here lo enler inte the complicaled
problem of Urdu poetical metre,1* which is based, however, un-
satisfactorily, on that of Arabic. Wali's aftitude to, and lreai-
men! of, metre, scems to contain no features radically different
from those of later Urdu poets. According to Garcin de Tassy's
figures,?® more than a third of Wali's poems are in Hazaj melre.
Hazaj, Muzéri‘ and Ramal account for three-quarters of his
output; while, with the addition of Khalif, seven-cighths arve
disposed of. In rhyme, he lends towards the rich, but his varied
praclice in this respect can be seen in the few verses (uoted
above from lhe ‘‘Sarat” masgnawi. In his poetical diction, Wali
shows a slrong musical sense, As Saksena says,?! ‘“‘simplicity
and melody are his keynotes'. His effect is achieved frecquently
by the repetition of onc or two key words in the course of a
ghazal. For example, in the first poem translated in the present
study (*“‘Arifan par hamesha roshan hai’), the word “roshan’
oceurs several limes, and this and a few other words—"* gl}irﬁg_ll”,
“dllihkl]all”, “rahzan’’, cte.,—dominate the poemn, in the same
way as notes or progressions may dominate a musical melody.
But Wali does not neglect that allilerative device of Arabic and
Persian poelry, Jinds, whereby words derived from the same
or similar roots ave juxlaposed. Thus in the same poem guoted
above, we have the repetition of “din” in the second verse, and
of “raqib” in the sixth, In verse seven we have ‘“‘chashmi’ and
“ghasham”. In the second poem quoted, we find in verse two

to Urdu metres were analysed by T, Grahame Baitey in the “Bulletin of the
School of Oriental Studies”, University of London, IX, 3, pp. 1-17. But those
interested would be adviser te refer to R. Russell, “Some problems of the treat-
ment of Urdu metre”, Journal of the Ttoyal Asiatic Society, 1960, pp. 48 [

20 ] o5 Oeuvres de Wall”, pp. G657,

21 op, cit., p. 44,
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“juniin’ and ““Majniin’’, There is no need to labour this point,
The device was the stock in trade of Arabic and Persian poels,
In Wall we generally find it used, but not abused, wilh thal good
taste which is often one of the hall-marks of genius. Rarely
indeed do we {ind it rather foreed, as in the following lines:—?22

& by sl ol o, & ol oy 6 34 o

Translation:—

Neither thal boy nor that girl is the calamily;
For lovers’ calamity is blandishment and coqueltry.

But few of the greatest poets in Arabie, Persian and Urdu c¢ould
resist displaying such artificial virtvosity from time to time. This
sort of thing is also found in earlier Indian lteratures—in its
most extreme form, it can be seen in Sanserit homophonic poems.

A much more difficult problem is that of the actual language
used by Wali. It is generally recognised thal he wrole in the
Dakhani dialect of Urdu. Saksena says;®® "It is remarkable that
Urdu poetry first blossomed in the Musulman courts of Deccan
princes in a dialect called Dakhini .... Dakhini is a form of
Hindusiani used by Musulmans in the Decean. Like Urda, it is
written in Persian character, but is much more free from Per-
stanisation. It has cerlain peculiarilies .... The contact with
the surrounding dialects, Marathi, Tamil and Telcgu, affecied
the idiom and construction {o a certain extent. Il does not use
the agent case with ‘ne’ before transitive verbs in the past tense
. ... It employs the oblique genilive, as a base for declension in
phrases like ‘mere ko’, where the standard would be “mujh ko™,
This explanalion requires comment, First, the Agent case, used
in Urdu with transitive verbs in those tenses based on the past
participle, is lacking in many Hindi dialects,* and the agent

22 Aurangabad, 247, Garcin, text, 89,

2% Qp, cit,, 32,

2 Ta,g, in Marwédri, Mewdrd, Maghadi, Maithil, ete,, according te Kellog, in
the {able opp. page 120, “Grammar of the Hindi Language”, 3rd edition, London,
1938.
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postposition seems lo have been largely confined to Northern
dialects. Yet the fact is that Wali uses this ‘ne’, though not in-
variably.” Again, ‘mujhkony’ (for ‘mujhke’) is regularly used by
Wali, not ‘mere ko’. On the other hand, there are peculiarities
in Walt's language not mentioned by Saksena. For example, he
regularly forms {he plural of nouns by adding -an’. This reminds
one of the Persian plural; but Wali uses it for inanimate objects
also, where Persian would normally have “-hd". In the oblique
case this, of course, takes the place of “oi’; but it is also used
as the nominative indiscrimately: e.g. “bitan”, modern Urdu
“haten”, pl. of “DBit”, “speech’; see the last verse of the *'Stirat”
masgnavi. Among postpositions, Wali used the nasalised “kon’
for “ko” (to), and “son” for “s¢” (from). Several examples of
these dialectical variants are shown by Kellogg and Grierson,?
Significantly, however, the lafter shows the normal modern Urdu
forms, “ko” and *‘se”, for Dakhani (“Dal’ini”). Wali usually
shortens the first vowel of “Gpar” (above) to "'upar”, while,
in common with many later poets, he uses the High Hindi variant,
“pah’? for “par’’ (on), for reasons of metre,

Yet in its grammalical forms, the language of Wali really
offers few problems to those lamiliar with modern Urdu, once
a few peculiarities like those mentioned ahbove are grasped, In
fact, Wali is much easier to read than a greal number of later
poels, Indeed, Urdu poetry had to wait for Hali (1837-1914), to
demonstrate once more how greal poetry could be composed in
simple language. The biggest diflerence between Wali and later
poets lies in his vocabulary. While Persian words and phrascs
abound, we find set among them words of Sanseritic® origin.
Saksena; as we have seen, mentions ‘Tamil and Telegu; but 1
doubt whether more than a handful of Dravidian words could
be found in the whole diwin, Many of the words used by Wali,
which are not found in modern Urdu, are still current in Hindi,

28 See, for example, the first hemistich of verse eight of the first ghazat quoted
(““Arifan par, ete).

8 Kellogg, op. cit., table opp. p. 120: Grierson, “Linguistic Survey of India”,
Vol, }, pt. If, Comparative Vecabulary, Calcutta, 1928, pp. 127 and 129,

7 Op. cit,, Table opp. p, 120,

28 | use this term in the broadest and loosest sense,
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especially literary Hindi, Examples of Hindi words are “‘bagola”
and “phaphold”, in the second ghazal quoted earlicr. Frequently
Hindi words are used because the poel is deseribing the Hindu
scene—as for instance, in the reference to Indra's court and
Krishna's cowherdesses in the “Stral” masnawi. The unaffected
reference to Hindus and their institutions is, perhaps, not sur-
prising in a poet of the Decean; for we are told that intercourse
between Muslims and Hindus was mueh more cordial there than
in other parts of the sub-continent,?®

11

Two conlemporaries of Wali,

Consideration of Wali’s language leads naturally to the second
part of this short account, In siudying the diwin, and what has
been said about il, I was struck by the sceming inconsislency in
the references to the Dakhani dialecl, particularly as Wali is
considered the Dakhani poel par excellence, Had language been
confused with geography? Whal cvidence could be gleaned from
other poels conlemporary with Wali? Light on the subject was
shed by the poetry of two contemporaries—one from further
south in the Deccan, and the other, strangely enoungh, a Paghto
poet who also wrole a very small Urdu diwan, The results of
my invesligations certainly lead to no definite revolutionary
conclusions; but they at least give considerable {ood for thought.

The first poct referrved lo is Qazi Malmiid BahrL,? whe died
in 1130/1718 aged over 90, Few reliable biographieal details are
known about him, but he was a resident of the town of Gogi,
near the Eastern borders of the old kingdom of Bijipir, approx-
imately 200 miles south of Wali’s birthplace, Aurangabad, His
poelry is entirely religious, and includes besides his ghazliyat, a
few marsiyas and qasidas, his “Bangabnama, referring to intox-
ication through ‘bang' (Indian hemp) in place of the usual wine
of ifl poels; and also his masterpicce, the long poem *‘Man
Lagan” (Heart attachment), which illustrales the Safi view of
life with various anecdotes (Hikayat). His ghazliyat seem lo

2 Saksena, op, eil., p. 33.
3% See the article referred to in foolnote {8) above,
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anticipate those of Wail. His language and slyle show marked
similarity with Wali, but there are certain differences. Muham-
mad Iafiz Syed says:—* “He has used Sanskritic words more
profusely than Wali, It appears that in his time in Bijaipar and
its neighbourhood Sanskritic words were more in use than Arabic
and Persian words, and naturally the language spoken in Au-
rangabad was diflerent from that in vogue in the Bijaptir district”,
It is worthy of note, however, that of the 36 ‘sanskritic’ words
listed by Syed, at least half are to be found in Wali. Further
investigalion mighl show a higher proporiion; and il seems rather
strange that more Sanscritic vocabulary should be current in
Dravidian than in Marathi country. However, there is in Balri's
works at least one hnguistic fealure usually associated with
Dakhani; he does not normally use the instrumental *ne” with
fransitive verb tenses based on the past participle. But this con-
clusion is based only on rather under 200 verses quoted by Syed.

In comparing Bahyi with Wali, we find the same directness
and simplicily of expression. The artificialities of Persian poetry
are less apparent with Bahri. Though he frequently balances the
two hemistichs of a verse in a somewhal rhelorical manner, he
is very sparing in his use of jinds and other artificial devices.
Thus, while it is probably an overstatement that he “did not
learn the arl of poetic composition from any poet of his time,32
it is clear that he did not set out to impress by poetic virtuosity,
but used verse merely as a convenient medium in which {o express
his religious thought. The reader has the feeling that what he has
to say would hardly suffer were il in prose inslead of poetry.
Certainly il appears to lack that essentially poelical sensibilily
which characterises Walil's work.

Although Bahzi was writing poetry at the same tinme as Wali, he
was very much his senior, and we have no reason to believe that
Wali even knew of his existence., It would scem that Urdu Stfi
'poctry developed spontaneousiy in several areas, as part of the
general growth of Indian vernacular literature already mentioned
at the beginning of this study. This is further suggested by the
existence of a short Urdu diwan by a second contemporary of

a1 Qp, cit., p. 446.
% Ibig.
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Wali, the Pashto poet Ma‘zullah (1674-1748),% six years Wali's
junior. Ma‘zullah Khan Mihmand came of a distinguished family
of Kofala Mubsin Khan in the Peshawar area, and reccived a
broad educalion which included Persian and Urdu, besides his
native Pashto; the usual Islamie religious seciences of lafsir,
hadith and fiqh; and the necessary equipment of a writer, rhetoric
and allied subjeets, He left a fairly modest diwdn in three lan-
guages, Pashio, Persian and Urdu; 1530 verses in Pashto, 610
in Persian and 69 in Urdu. Despite the disparity in proportion,
he seemed equally expert and al ease in all three languages, and
both the matter and the manner are consisten! throughout, The
greater part of his output consists of ghazliyat in the allegorical
Safi style, This type of composition was adopled in Pashto from
Persian considerably earlier, and can be seen at a high level in
the poetry of Khush-hal (1613-1689), part of whose voluminous
diwin of over 400,000 verses has been published by the Pashto
Academy in Peshawar, together with Urdu translations.® We do
not know what induced Ma‘zullah to compile his fow poems in
Urdu—I have no evidence that he visited Delhi, for instance.
That the Urdu poems were his, there can be no doubt, as his
whole diwén is extant in his own handwriling, with the colo-
phon:— “Completed with the aid of God the King, the Giver,
under the title of "“The Meaningful Mirror”, a copy of the diwan
by me, the base and unworthy Ma‘zullah, son of the lale Malik
‘Abdullih Khan, in the handwriting of the slave Ma‘zullah
himself, on the date 29th. Dhi al-Qa‘da, Tuesday, 1159 A.H."
(1746 A.D.).® I mention this because the poet uses the takhallus
“Ma‘zullah” for his Pashto poetry only. In his Persian and Urdu
verse, he calls himself “Afghan”,

3 Tamindebted to Prof. Maulana ‘Abdul Qadir, Director of the Pashto Academy
of Peshawar Unlversity for introducing me to this poet. The Academy published
the poel’s works as “DIwan-i-Ma%zaliah Khan Mihmand” in 1958, Proi. ‘Abdul
Qadir also furnished me with an Urdu translation of part of the Pesh-lafz (Intro-
duction).

3 “Muntakhabét-i-Khush-hal Khan Khattak”, with Urdu translation by H, 8,
Anwarul Haqg, Peshawar, 1956,

3 This colophen, in Persian, can be seen on p, 176 of the printed diwan, and
also in faschmile opposite p. 45 of the Introduction,
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Here is one of his Urdu ghazliyat,®® together with a sketch of
a translation,

& othE ope eam on gz oew A S gly B
o wibbal gslm gr opfre Wyl eals by
oge ol A ST Gt of oS B gp S
& wbd g e T oy o G g
e e ub Gla ok ogye Hhuo oy 0
2 o b e oorle S g gils
o S5 o oy o S ool ledy o
B B N
o "ol meal el g oF e Ul
&bl B ssan g S ges gl e

Translation:—
Beloved, come forth from your house, which without you
is a ruin;
Show me your face which drives me to dislraction,
If anyone desires death, then let him come and meet her,

The slim-bodied beauty who is today, once more, drunk and
intoxicated.

From door and wall the lower hears felicitations;
Beloved, your roscate face is a sign of slaughter.

Your cheeks make adornment in the curls of the tresses,
Just as each rose appears brilliant among the spikenard branches,

One wise in love has whispered to “Afghan”
That the half-verse is, in length, most appropriate to the
beauty of his diwan,

3¢ IMwan, pp, 171-2,
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In his seven Urdu ghazliyat, as in his Persian and Pashto ones,
Ma‘zullah is nearer, in spiril and general treatment, to the Persian
ghazal than to Wali; one might say, over-simplifying, thal there
is more beauly than strength—the ruggedness is lacking. But the
eurious facl is that the language used bears very close resemblance
to Wall's—yet it is hard to imagine a Pashto poet writing the
“Dakhant” of Southern India, For example, Sanserilic or Hindi
words are used by Ma‘zullah which can also be found in Wali;
lwo may be instanced—'‘prem”, love (synonym of Arabic

“makabbat” or “ishq”, or Persian “‘dosti”); and *‘gagan”, sky,

heavens, (instead of Arabic “sam#™’ or Persian “asman”). Both
i AModern ali Matzultal Qazl Mahmid
Meaning Urdu Wali Matzultah Bahri
from se SOl soit soit, oce,
oce, satl, scti seti, salin
in men nen men?? met
{n ko kon kont kon, ko
{oceasionally
ko)
on par pa(hy), pa(h) par
par par
{agent case
with verh ten- ne e ne (not used)
ses based ou {though not
Pasl Participle invariably)
this yih yih yili y0, Yon
(yo in some MSS)
(oblique plural -on -iin {also for -olt -an
ending) nominative
sometimes)
one ek ik, yak ek i1, yak

8 In Shakespeare’s “Hindustani and English Dictionary”, this form is shown
as Dakhani, It is worlh mentioning that Shakespeare makes a point of indicating
Dakhani words, whereas Platts (""Hindustani Dictionary’}y merely adds ‘“dinlect*.
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authors seemingly felt free to choose from Sanscrilic, Arabic or
Persian synonyms for any given meaning, and this applied even
to key words in the Siifi subject-matter. Unfortunately the small
total of Ma‘zullah's Urdu verse makes stalistical analysis of
limiled value—yel it would appear (hat the percentage of Sans-
eritic words is greater in Wali than in Ma‘zullah, and greater in
Qdzi Mahmid Balri than in Wali. Thus the proportion seems to
increase as we move Souih.

However, the similarity of language does not lie only in vocab-
ulary. There is close corollation in grammar and syntax, and in
the general shape of the language. The only significant dillerence
is that Ma‘zullah uses the oblique plural ending in *-01it”’, as
against Wali’s “-an". Another (and comparatively minor) point
is that Ma‘zullah uses the Persian izifat more. Both poecls, in
common with later Urdu poets, alternated this with the Urdu
genitive suffix *-ka".

The table on page 171 illustrates the usage of the three poels
under discussion, compared with modern Urdu:—

It must, of course, be borne in mind that some anomalies in
the above table may be due to lack of stabilisation in orthography,
due to the uncertainly in adapting the Arabic script to Urdu.
This probably explains the form ‘“‘ik” for “‘one’; while the form
“yak” is probably pure Persian. On the other hand, the plural,
both nominative and oblique in “-an"”, which might appear
Persian, is a well attested Dakhani form.3®

It may be asked what the three poets under discussion called
the language in which they wrote. The various names for Urdu,
and the origin of the latter term, have led to considerable spec-
ulation.®® Mashafi, in his *‘Tazkira-i-shu‘ara’i-hind",*® says
that Shah Gulshan suggested that Wali write poetry in the
Persian manner in “Rekhta”, a term current in North India,
As far as 1 am aware, Wali does nol name his language.
The term ‘“Dakhani” was used in the Deccan, but “Hindi”

38 See Grierson, op, cit., 137, 139, 173,

¥ See articles by T. Grahame Datley, reproduced in his “Studles in North
Indian Languages”, Lendon, 1938, pp, 1-15.

1 Quoted in Garcin de Tassy, “Histoire de la Litteralure Hindouie ot Tlin-
doustanie”, III, 283.
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was at least equally common. Bahri uses it in the following
hemistick -1

“Hindi to zabanchah hai hamari”, (Hindi, then is my dialecl,)
Ma‘zullah calls the language “Hindustani”, long before Gil-
christ used this name**—though the term ""Zaban-i-Hindostan"
is found as early as 1634.9% The distinguished Italian Urdu
scholar, Profl, A. Bausani, says of Wali:— “La lingua del divan
di Waif & dakhni misto di voeaholi anche gugerati” # Yei [ very
much doubl whether any significant number of words can be
found in the diwan which can unequivocally be said to be
Gujariti—though there ave doublless many Hindi words which
are found also in Gujariti.*s In any case, his birthplace, Auranga-
bad, is in Marithi-speaking country,

111

Conclusion,

Wali Dakhani, then, lived in an age when vernacular literatures
were already establishing themselves throughout the Indo-
Pakistan sub-continent, These literatures were dominated by
religious $afi poetry, whose impulse was partly Persian, and
parlly Indian, The ghazal was only one form of {his poetry,
Wali, though by ne means an isolated figure, showed that Urdu
could be a first-class vehicle for such poelry; in particular, he
showed that Urdu ghazliyat could bear comparison not only
with those of other Indian languages, but also with the Persjan
ghazal perfected by Hafiz. Many of his ghazliyit show simple
sirength only a stage removed from BaluT's manner; others are
permeated by stfi poetical allegory. May it nof be that the latter
dale from his later years, after his visit to Delhi? Unfortunately,

" Syed, op. eil,, 448,

4 See the Pashto Academy’s editions of the Diwin, aiready mentioned, Intro-
duction (in Pashin), p. 39,

% T, Grahamme Bailey, op, cit., p, 9.

1 “Letteraturi del Pakistan”, Milan, 1958, p. 126,

%5 Those interested may cheek Wali's vocabulary with the old Gujarati recorded
in T, N. Dave, “A Study of the Gujarati Language”, James Forlong Fund, 1935,
Admittedly, however, a much more detailed comparison would be reguired before
the matter could bLe declsively setiled,

S
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I am unable to fix a chronological order for his poems. Ma‘zullah
shows greater polish, and greater arlificiality; his few Urdu
ghazliyat resemble Wali's later efforts—if the above surmise on
chronology has any validity—or at any rate, his less direct ones.

The language used by Wall was probably one current in the
North as well as in parls of the Deccan, as we have seen in
comparing it with the Urdu of Ma‘zullah, which is distinguished
from it chieflly by the absence of the Dakhani plural in -ail
Wali’s language differs from the Dakhani of further South
(Bijapir), used by Bahri, by its use of the instramental suffix
pe’ with transilive verbs. Clearly the Urdu of those days drew
freely on ‘Sanscritic’ vocabulary, muech of which is now obsolete
in Urdu. Wali’s successors of the Delhi Scheol eliminated these
words, and used more Persian expressions. Saksena'f speaks of
the abandonment of ‘“‘many archaic and uncouth words which
had been a legacy [rom the Deccan’’. He goes on to say of the
Delhi poets that they “displayed great discrimination in discarding
obsolete words and they replaced ungainly idioms and cumber-
some constructions with more elegant and refined ones which
they invariably borrowed from the Persian of which they were
masters”. [ would be the last to belittle the peautiful poetry of
these laler poets. Working at the hub of the moribund Mughal
Empire, where Persian was the esteemed language of culture,
they felt bound to imitate the Persian ghazal more closely, and
to use more artifice than Wali, mueh as they might admire him.
But to talk of “‘ungainly idioms and cumbersome constructions”
does not do justice to Wall. As Saksena says elsewhere?” ‘'His
works are interesting both for themselves and for the language.
His slyle is éasy and elegant . . . . His verses are eloquent, flowing
and spontancous . ... Moreover, his high purpose, even where
not expressed openly, is seldom far bencath the surface. It can

be summed up in the simple opening of one of his ghazliydt:—**

“Why should not the whole of Hindustan be full of love?"”

18 Op, cit., 45.
47 Op. elt,, pp. 43/44,
# Aurangabad, p. 148 Gareln de Tassy, text, p. 80—no translation,



