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biographical tadhkiras of Mughal officers and of Perslan poets, wrote
in the middie of the cighteenth century, he drew on lourfeenth-
century compilations at Khuldabad or Duwldiibid which  are .
inaccessible (see op. cil,, pp. 8-9) and there is no rcason to doubt the 7
historicity of this account. ;

Jawami' al-kilm, p. 183, : -

12, .

I3 Alir'Ge-i Stkandari, ed, Mistn and Rahman, Barodn, 1961, p. 18, All O N - - : *
o the Mss. of the Mir'ar read Mapgi, in place of Magdulgarh which ls The Art O:t the UI‘ du‘ MarSlya‘
A found in Tubagit-t Akborf and Fatdshita. AlL three aveounis susi o ' o C.M. Naim

derive from an carlier chronicle of Gujarat (possibly ile Afu'dthir-i
Malimiidshahi, Storey no, 979). As Sir EC. Rayley pointed out,
e Mandalgarh, a dependency of the Ripsi of Citawr, Is more Hiely to
be correct, see The Local Muhammadan Dynastivs: Gujorat, Tondon,
1886, p. 77; S.C. Misra, 7/e Rise af Mustitn Power in Gujuraf, p. 349,

Within  the Urdu literary milieu the term marsiya, unless
preceded by some qualilying phrase, refers only to one thing:
a pocin describing some event related to the martyrdom of the
) ) Prophet’s grandson, Imam Husain, at Karbala, composed,
s , - , _ : more often than not, in the six-line stanza form, musaddas.

' ' " Further, it always implies a very specific context: it is to
. : be declaimed in a somewhat dramatic fashion at a majfis-e
J. - . ‘azd, ic., a gathering of devout people sceking to
| ' obtain religious virtue by listening to the story of Imam
; . Husain and his companions sand by shedding ' tears over
; ) ‘ their tragic fate. Thus, it should be kept in mind that a
marsiya in Urdu is primarily not meant for private perusal in
. moments of leisure, (hat it has a particular public-religious
. context, and that it also has a somewhat edifying goal beside
the usual Jiterary purposes that any good poetry has.

Marsiyas in Urdu were first writicn in the 16th century
~in South India, in the Kingdoms of Golkonda and Bijapur,
' which were Shi'ite in ofientation and closer to the Iranian
E ) religious traditions than the Turk and Pathan kingdoms of
North India, In the beginning, marsiyas were written either
e . in the two-line unit form, gasida, or in the four-line unit form,
: . - : : v - murabba’. No particular meter was preferred, both long and
. ‘ S - short meters being equally common, These marsfyas, not overly
% ) _ A e , long, were usually sung, often set to some suitably mournful
' ‘ T ) raga. In the murabba’ form the fourth line was often a refrain,
e o repeated by the accompanyists of the margiya-reciter and
Co ' £ ' perhaps also by the audicnce. The recitations took place both

i o
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outdoors in a procession and indoors. For that rgnsou, tl.le
early margiyas were shorter in length as well a3 sitnpler in
structure, than is the case now, and emphasized more the
gricf-inducing (nubki) elements of the narrative, :such as th.c
death of some hero and the consequent lament (bain) over his
corpse. Margiyas in the gasida form werc generally more
atomistic, whercas the murabba’ Torm scems {o have ullnwed
hetter thematic continuity, In either case, the s!nry element
was not overly emphasized. All this is also true for the c.urly,
i.e., the 18th century, marsiya in North Tndia, with the ndd_mon
that the North Indian pocts used a greal wrany murc. forms
for their pocms, and that thelr poems tended o be o bit more
fragmentary.! _

Slowly, over a century or so, the smmsaddas came to be
regarded as the most suitable form l‘oramar_.vi.ya. That pre-
ference, it seems, was directly related u_) cerfain  contextual
developments. Firstly, the margiya moved indoors pcrma!lentl-y.
Secondly, the pocts, instead of singing, took (o dcclni_mmg it,
using dramatic gestures and other devices ?f elocution. T.he
singing style was given a new name, séz-xvani, and the carlicr
traditions were reserved for (hat purpose alone. The new
margiya, however, developed Hs own lrmlilionr: very soon, 191h
century Luckusow, with its Shiile state, contribufing the most
1o ifs development, Thug, by the middie ol the 191h cenlury,
there were. established whit came 1o be regarded as the
fundamental characteristies of o good marsipa in Urdw.
Thesc were as follows:

1. A margiya was invariably In - the Torm of a musaddas,
the first four Jines of euch sianzn (band) having one rhymc-
" scheme (i.e., the gdfiva and the radif’), and the remaining two
lines, referred to as the {fp, having avother, Usually the first
four lines extended the story line, while the {ip, expected to
be an cxceptionally good couplet, provided a kind of pause
in the discourse. This format, while avoiding the monotony
of a single rhyme-scheme, allowed for moments of rest in the

process of public presentation.® -

2. Certain medium length meters were preferred, speciaily

those that could enhance the dramatic eflect sought by the
declamatory style of presentation,
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3. Tach margiya was usually devoted to just one here or
incident, and showed conspicuous narrative continuity.
Secondary themes were aliowed, but only when they comple-
mented the main theme.

4. Bach marsiya had all or some of the following consti-
tuent sub-sections in so far as they might be allowed by the
chosen theme.”

1. celva: o prologue which could have for its subject praise
of God, the Prophet, or Ali, praise of the poet himself, des-
cription of some natural phenomenon, or some other matter
that could be considered related to the majn theme, such as

the hardships of a journcy or the emotional intensity of fifial -

ties. .
If. mdjard: some event or incident that would introduce the

main hero. In this section the story element was much .

emphasized, .

UF sardpa: a detailed description of the physical andfor
spiritual qualities of the hero.

IV. ruxsat: after due preparation and taking leave of the
Imam, the hero's departure from the Imam’s camp.

V. dmad: the hero's arrival on the battlefield.

VI rgjaz: the hero’s declaration of his noble ancestry,
personal virtues, and superiority as a warrior.

VII. jang: a description of the actual baitle, cither one on
one or one against many, often both. This often contained
sub-scctions in praise of the hero’s horse, sword, etc. Quite
often a long section would describe the intense heat of the
day to underscore the plight and the courage of the hero, who
faced his enemies without “having taken a drink of water for
many days. . . .

VIIL Yahddat: the hero’s death on the battlefield, having
been wounded by the enemy horde. In the case of the Imam,
he is killed only alter he stopped fighting at 2 command from
Allah.

- IX. bain: the lamentations of the female relatives of the
hero.

X. du'd: the pious sentiments of the poct himself, often of

a prayerful. nature, expressed in just one or two stanzas,

These may contain the name of the poet, and, rarely, also
the name of some patron.
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Needless to say, the above scheme was nol cntirely inflexible.
Individual sections could be moved around, particularly the
initial ones. Also, not all margiyas could have all the seclions,
For cxample, a margiya describing the Imam’s departure
from Medinah could not possibly have ‘a Jahadut scene. The
full scheme was [ound mostly in those marglyus that deait
with the events of the 10th of Muharram, A1, 61, What s
important to note, however, Is the keen scnse of organfzation
and proportion that all good marsiya writers showed. They
didn’t directly plunge into the tragic parts, nor did they allow
a monotonously lachrymose effect throughout the poem. They
displayed a fine awareness of the needs of thelr sudienge,

The audience wanted pathos as much as a conlirmation of

their faith, brave heroes as well as tragic figures, situutions
that would increase the listener’s own fortitude in the face of
adversity as well as sitvations that would force cven the
hardest heart to melt. As one analyses a /marsiya one sees
clearly how the poet inlersperses periods of relative relaxation
and exaltation with periods of intense emotional involvement,
gradually leading toward the highly charged lamentatory out-
burst at the eml. The sccond, tears-inducing, type of stanzas

are rcferred to as the mnbkI parts, white the first kind ate

called Pair-mubki, and in n good marsiya they would  be
intermingled very carelully, ‘Uhe margiva writer sought* lo
gain from his audience rdlt (shouts of bravo) in the beginning
and dft (shricks of despair) at the end, the auvdience being at

" one and the same time n body of connvisseurs of literature
and a gathering of picty-oriented believers, Thus, lo use some’

more indigenous categories, n marsiya wriler sought to excel
in three things: bazm, razm, und buain, i.c., the milicy away
from the battlefield, the milicu of the batticeficld, and the
lamentations, respectively. .

1n order to make the nbove mallcts more clear, let us
analyse the famous margiya of Mir Anis (1802-1874) that
begins with the line: jab qat® ki musafai-e Yab dfrab ne,

“When the sun cut short the night's Jong trail’”? 1t is in the

form of a musaddas, its meter being a variant of muZari’, and
consists of 197 stanzas (band). Although its main theme is the
martyrdom of the Imam himself, scveral secondary themes are

-

————

The Art of the Urdu Marsiya 105

also introduced, making it more interesting, but not unusual,
A rough analysis suggests the following sections. (Numbers
in the brackets refer to the stanzas).

1. At the first signs of dawn, the Imam awakens his
companions; they gather for the morning prayer, cach of
them a paragon of spiritual virtues—{1-10; mdjard, containing
some clements of sardpd 100).

1. A description of the morning in the wilderness, nature
itself sings praises of the Creator—(11-21; celira).

ITT. Ali Akbar, the Imam’s eldest son, says the cail for the
prayers; his aund, Zainab, who particularly loves bim, cries
out in angwish and. premonition—(22-26; mdjrd no. 1
conlinues). ‘

1V. On the Tmam’s side there is a congregational prayer,
on the cremy’s side preparations for battle; as the Imam ends
the prayer some arrows fall near him, making him anxious
aboui the children; he goes into the tenls to bid farewell to
the ladies—{27-490; end of mdjard no. i, beginning of ruxsat).

V. Abbas, the Imam's hal(-brother, stands guard at the

-door—(41-42; saripa of Abbas),

VI The Imam asks Zainab to bring him the relics of his
ancestors—{he robes of the Prophet, the sword of Ali, etc.~
and gets ready—(43-53; mdjara ne, 2, containing also the
sardpd of Husain).

Vii. The banner of the Tmam is Erought forth and the

young sons of Zainab beg her to recommend their names to
the Imam; she scolds them —(54-68; mdjard no. 3).

VIII. The Imam praiscs the children of Zainab, then at her
recommendation sends for Abbas to give him the banner—
(69-74; end of mdjard no. 3, beginning of mdjari no. 4).

IX. Abbas takes the banner; Husain's youngest daughter,
Sakina, asks -Abbas to bring her some water from the river;
Hussian and Abbas leave the tents—(75-88; end of mdajard no.
no. 4; ruxsat), - ,

X. The martial aspects of the Imam and his companijons;
they are praise by the houris-—(89-96; sardpd).

XI. The Imam’s enemics start the battle; his companions
go out to fight and are killed one after another; the Imam
brings each corpse back to the tents—(97-108; mdjaré no. 5).

XII. It is mid-afternoon and the Imam is all alone; he

e — dm
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goes into the tenis to take a final look at his infant son, Ali

Asghar; a deliberately shot arrow kills the infant in the Imam’s -

lap; thc Imam burics the tiny body—(109-113; mdjerd
no. 6).

XIII. The Tmam comes to the battle ﬁcld——(lM {5
amad).

XIV. A dcscnpt:on of the inlcusc heul—m(ilﬁ-lzﬁ' celira
no. 2).

XV, After a heated exchange between the Imam and the -

commander of the enemics, Ibn Sa'd, the Daitle begins; the
Imam fights with the entire army; his sword is pruised in
detail—(127-152; jang).

XVI. Unnerved by the ferocity of his altncks and lhe
intensity of the heat, the Imam’s enemies seek his refuge; the
Imam, as befits him, sheaths his sword—(153-162; mdjard
no. 7).

XVII. Ibn Sa'd taunts ]ns ‘Soldiers and two of the most
fierce attack the Tmam; at a command from Alleh, Husain
unsheaths his sword again and kills them both—(163-175; end
of mdjard no. 7; jang no. 2).

XVIIL. Another Divine Command now tells Husain (o

cease from battle; the Tmam obeys the Will_of Aliah, is
surrounded by the enemy and killed—(176-186; sahddat),

XIX. Husain's mother laments in Paradise; Lis sister,
Zainab, laments on the battle fleld; llusulns voicg is heard
comforting her—(187-196; bain). ‘

XX. A concluding slanza of plous sentiments tm(l mocdest
sell-praise—(197; du'd).

At this point, before proceeding further, it would be useful
to make note of two features that scem to be both common
and crucial to all margiyas. Firstly, what may be called the

leitmotif of the Urdu marsipa, a beliel that life is lvllowed by

death followed by life again. In other words Life (transilory)
—»Death (transitory)—>Life (eternal). Sccondly, the develop-
ment of the themes, primary and secondary, in terms of binary
oppositions. These binary distinclions arise out of a convic-
tion that Islam itself is anchored in a dichotomy between
ISLAM and NON-ISLAM.® They gain greater scope and
effectiveness from another dichotomy that is. crucial to the
understanding of most Islamic literatures, that between the

-
A
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zahir (thc external or the obvious) and the bdtin (the internal
or the hidden), the two layers of meaning or significance that
every word or act is beficved to have. In the above-mentioned
leitmotif, the cessation of life is only the zdhir of death, its
true meaning, the bdvin, is the eternity of the hereafter. Thus,
a truc *Muslim® would look at the internzl meaning of death
and welcome it, whereas a “Non-Muslim™ would be afraid of
death and cling to life here. In the marfiya under review, there
isa group of people led by the Imam who challenge the
authority of Yazid, the temporal Caliph. Their action, however,
is a rebellion on the exterior alone, its internal meaning is the
submission lo a greater authority, the Command of Allah.
The Imam and his companions are just, and thus must endure
injustice at the hands of the soldiers of Yazid, the usurper. As
“*Muslims” they are aware of the end; as against their opponents
they prefer the comforts of the hereafter. They are men of spirit;
they don’t care if their bodies are broken. They sulfer priva-
tions to nurture their spirits. The Imam has submerged his
will in the Will of God, and his companions have done likewise
throuplt him. They have become a part of the cosmos. When

“they pray, everything in nature prays; when they are wraibful,

nature js wrathful foo. They live in a cosmic time which is
infinite; their enemies are fated to have only a transitory glory.
IHusain is killed but his Islam is truimphant. Yazid wins the
battle but has lost -the war. In the eternity of the hereafter,
the Imam is blessed, Yazid is corsed.®

Retuining to the marsiva under discussion, if we try to
distinguish between the mwbkf and the gair-mubki stanzas we
find an interesting organization of material.

Section 2air-mubkt mublck
I. mdjard no. 1 {1-10) 1-17 I8
H. cehra(11-:21) - 19-25 26
III. mdjard no, 1 (22-26)
IV. mdjard no. ruxsat (27-40) 27-33 34-35
V. sarapd (41-42) - 36 37-39
VI. majard no. 2 (43-53) 40-43 44-45.
VII. mdjard no. 3(54-68) 46-49 50
51-66 67-68.

VIII. mdfard no. 4 (69-74) 69-31 © 82-33
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IX. mdjard no. 4fruxsar (15-88) = 84-85 86-88
X. sarapd (89-96) ' 89-96 _ :
XY. mdjard no. 5 (97-108) 97-105 106-113
XIL majard no. 6 (109-113)
XILL. amad (114-115) 114-123 124-126
XIV. celra (116-126) ‘
XV. jang (127-152) 127-153 . 154
" XVI. mdjard no. 7 {153-162) 155-161 162
XVIL jang no. 2 (162+175) 163-177 :
XVIlL. Yahidat (176-186) ‘ 178-196
XIX. bain (187-196)
XX. du'a (197) 197
Totals - ]48 - 49

What immediately strikes us is the fact that only one-fourth
of the marsiya consists of mukbf matdrial; the rest is eXpressive
of exaltatory ideas, celebrating the picty, bravery, resoluteness,
and other virtues of the heroes of Karbala. Further, excepl for
the natural, long oulbrust al the end, the mubki stanzas have
carelully been placed, usually in ones and twos, at various
strategic points. They act as briel but sharp reminders of the

mitin tragic theme as well as neat transition devices between

major sections. There is no doubt that Mir Anis has put much
carcful thought in this organization of his verses and that it
was primarily dictated by the demunls of oral preseniution,

In another [amous margiya (namnle-e xvdn-e fakallum hal

Jasalat marf, My Tair speech ls to conversution os salt is (o
food.”), Mir Anis has listcd the muny things that he as a poet - .

desired God to bestow on him. O Lord,” he begins, **Give
me cloquence that would soften rocks into wax//Give my verses
the force that crying has.” Next he says, “May L follow none
but my ancestors//Let my verses show no-conlusion, no obscure
word, no bad elipsis.” tle desircs to bz able to creale scenes
depicting both the bazm and the razm, using only the everyday
speech of the gentry. He prays, “Let my “marisya be not devoid
of sad discourses.” In conclusion, he writes the following fip
couplet: “May I depict grandeur, describe hardships, sing
praises toof/May the listeners’ hearts rejoice, and grieve, and
also acciaim.” - '
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Another feature that "deserves to be noted is the depiction
||_1 Urdu marsivas of indigenous socio-cultural values and prac-
tices: the heroes and heroines are Arabs but they behave like
the gentle-folks of Lucknow. Their social mores, marriage

~ customs, uniqueness of feminine speech-habits, family relation-

ships, thesc are all Indian, specifically of the Muslim upper
classes of Lucknow, To a pedant that may seem detracting, if
not ridiculous, but if we keep in view the I‘undamental‘goai of
the marsiya writer—make the piety-filled audience respond in
an intense emotional manner—we shall have littie to object to

The Indiunness in descriptions and details brings those events.
closer to the Indian audience, and makes it easjer for it to
identify with the martyrs. A historically accurate Arab milieu

“would have created a wide gulf between the poem and jis

audience, thwarting the poets in their effort to present an
ideal being who could yet be emulated.

Concerning a  related matter, Muhammad Sadiq has
remarked, **By assigning such a large place to pathos the pocts
as we.ll as their readers and listeners appear to have overlogked a
very Important fact, namely, that it the characters are made to
wallow in distress, they would come: perilously close to losing

‘their dignity and therefore forfeiting’ the readers’ respect.”s

No doubt the fear that is expressed is valid. Many examples
can be found where the poet may appear to have lost the
hecessary sense of proportion. We should, however, rel’ra.'n,. on
our part, from projecting our own time-and-space bound values
on people of a different period and place. We may not like the
ideals of manhood that 19th century Lucknow cherished, we may
even regard the heroes of the Utrdy tarsiya as being slightly
eﬂ‘e.te or overly sentimental, but there js no gainsaying the his-
torical reality of 1hose ideals, and that is what the 19th century
masters were seeking to portray, Husain js resolute in the face
of incredible odds, yet he is sentimental enough to shed tearg
too; for shedding tears was a siga of being human as weil as
a cherished value in the Shi'ite milieu of the 19th century
Lucknow.” In any case, as indicated. jn the analysis above
better poets do not over-emphasize the dain section, giving'ig
only a relative prominence.

If we look at a4 margiyve in isolation, i.e., outside of its

“context of a majiis, we may get a feeling that jt presents only g

D T T
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despairing vision. That it begins with life, bul cads in dentyl.
As alrecady pointed out, that is not trqu lhti L:asc. 1n a majlis,
a marsiva is preceded and followed by a fdirile, a prayer that
essentially confirms the immortality of the human soul_. The
tears of the audience are themselves a wi!ncss‘ to the fuct l[lflt
the sacrifices of thie Imam and his companiols lind not been in
vain, that in their death lay their victory, Thus the cvents vl
Karbala become the story of what should be the fdeal role for
mankind in this world. No wonder then th'at we come out of a
majlis filled with admiration and cxultation, not dejected aund

despairing.'?

Urdu marsiya writers are often criticised for being repetitive.

At the same time, they are also Faulted lor using cuutrudlctpry
and conflicting details in different mar‘fi,?'as. Once ngain, the
criticism arises out of a lack of sensilivencss to the _lli‘l!t‘:
context of the margiva, The margiya writers were not writing

long epics about all the events of Uarbala. l{ut!:cr, they wrote
tongish pocms about individual heroes and lncidents. And they |

did that more than once, in [luet several times over, a3 wfi
demanded of them professionally. That na'tu.rally led .t‘c;] repe lld
tion, aud, sometimes, to appirent conlradlct.lons, Wl.'l!l. lWOT:I y
indecd creale in us an adverse reucl.lon il we wqc 0 l‘:;!‘
a large number ol maryiyus ut onw Ifmc. Bul lllmll!s '|"(;t~i||b
proper conlext, A maryiya exlsts ?";Y tur Ih.o |uupu:su'u| e .ui
read in & majlis, vnd as such, it Is essentinily the I.ngl pgn‘:
of a religious ritual. Rituals, in ordey o maintain their eﬂlc-l‘}}y.
allow litle or no varintion, The devouts come to u-fmu‘.;
with certain expectations, which have to bp met, A radica
- departure from the traditional pattern may perhaps Prm'hllcf]{.-u;
interesting poeny, but cannot be expected to imbuc it with Lha

power of alleviation thut a more traditional margija would have .

for the piety-minded listeners, . .
Further, things do appear differently when we (urn to the

poctry of a master crattsman such as Mir Anis. Within the

rigid pattern available to him, he is successfully innovative and
original, He uses, in different marsiyas, different legends aboug
the same person, but remains within individual marsiyas

faithful to the requirements of the particular story. One .

i ' - f Husain, is one of
ample will suffice. Abbas, a half b.rother o
f;c cl?ief heroes of Karbala. In India, the observances on the
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8th of Muharram are particularly identified with him. In the
four-volume edition of the sclected works of Mit Anis, we
find thirteen marsivas exclusively about Abbas.M I all of them
ceriain themes or topics are always present, some exclusive
to Abbas, the others required by the conventions of the
margiya. In the first category would come references to Abbas
being given the banner by Husain, Abbas receiving an empty
waler-bag from his favorite neice, Sakina, with the plea to
bring her some water, Abbas fighting his way to the river and
filling the bag, but refusing even to wet his own fips; Abbas’
horse following his master by not taking a drink; and the
mariyrdom of Abbas on the way back from the river. The

~ scond cutegory would cover the more general matters, such as

dmad, rajaz, jang, etc. A closer look shows, however, that in
the initial Zair-mubki sections, Anis kas found much scope for
variety. (Often that is also true for the other sections,)
Consider the following brief descriptions of the majarg sections
in the thirteen marsiyas on Abbas. :

L. (abbas-e ‘ali Yer-e nayastan-e najaf’ hai, “*Abbas b. Ali
is the lion of the reed-jungle of Najaf"): the birth of Abbas;
Abbas’ mother gives him into the care of Husain; Abbas tells
.Ali his devotion to Husain. '

IL (‘abbds-e ‘ali yusuf-e kan'dan-e ‘alf hai, *“Abbas b, Ali
is the Joseph of the Canaan of Ali”): a description of Abbas’
love for Husain; Abba$ tells his mother why he is so devoted to
Musain, which event is then described by her to Husain; a
description of the two tombs in Karbala.

WL (ya@ rab  jahdN meN bHGT s2 bHGT Juda na ke, o Lord,
may never a brother be separated from his brother™): q
.neditation on the importance of fraternal ties; the sad plight
of Husain after his elder brother Hasan's death; his relief
and joy as Abbas grows up.

iV. gul amad-¢ ‘abbas ka kat Jauvj-e sitam meN, “The hordes
of tyranny are in turmoil as Abbas comes”): the soldiers in
Yazid's army talk in awed terms about Abbas; they lose heart
thinking of Abbag’ bravery, and become boid only after a
harangue by their commander., :

V. (‘abbds-e ‘ali gauhqr-e daryd-e fcraf hai, “Abbas b, Ali

"is a pearl of the ocean of honor”): the poet praiscs Abbas;

Abbas is to Husain what Ali was to the Prophet.
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V1. ( jita hai §tr-e bisa-¢ haidar furdt par, “The lion of the
forest of Ali goes to the Euphrqtes"): Husuin expresses griel at
the impending death of Abbas. ) '

Vil. { jab qasd kiyd nahr kd saqqd-e haram 12, **"When the
water-carricr of the harem set out for the river”): Husain trivs (o
stop Abbas, but he insists on Jeaving for the battlefteld; Abbns
tells Husain how he was instructed by his mother on her

ath-bed never to forsake Husain. ) ‘
o VIIL. (af 12g-e zubdN Javhar-e taqrir dikHade, “Q sword of
the tongue display your sharpiess of speech™): description of
the 10th day of Muharrany after Qusim’s death, Abbas

grieves over the delay in his own martyrdom; llusain's son

Ali Akbar gets ready to join battle, but Abbas compliins o

Husain and insists on going first. . ‘
1X. (Gmad hai karbald ké nayastd NmeN ser kI, "Now arrives

the lion in the recd-jungle of Karbala™): Abbag is on t.he
battleficld; Shimr, an evil man who would later kill Husain,

- makes a nasly comment; Husnin rushes to Abbas and restralns

him; they bid farewell to each other. . ,
X, (jib ran meN sar-buland ‘ol ka *alam hud, “When the

banner of Ali was ralsed high on the battlefield™): the battle.

dium sounds in Yazid's comp; Luttle bLegins, ond all the
companions of the hinnm are Lilled, except for Al Akbz.lr and
Abbas: Abbas cluims precedence; the enemy spies carries the

ws to the camp. o '
" XI. (‘abbds-e ‘all qibla-e¢ arbab-e vafd hal’, “"Abbns b, Ali

is the cynosure of the people of lldclity"'): the journey to
Karbala; on the 10th of Mubsrram, l-lusmfl makcb: his ﬁgal
plea for peace, when Abbas renches the biattlelield, S.Iumr tries
to woo himn away through flattery: Abbas rebukes Im.n,' but the
shouts of the Yazidi soldiers cause concern in Husain's camp;

Abbas’ wife, feeling ashumcd, sends Jout her young son to gt-:t .

the facts. : o .
X1L. (jab lasa-e gqasim ko salamdar né dékHa, *When the

banner-holder saw the corpse of Qasim”): Abbus goes toll.ze
Imam and indirectly asks permission to join the battle; Husain

asks Abbas’ permisson for the same purpose; Abbas now-.

comes out explicitly and insists that he should go first; the two
go into the tents; Abbas talks with Zainab and gets her to

champion his cause..
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X1, (Gmad hai jigar-band-e Eak-e gil'a-Silan ki, *“Now
arrives the beloved son of the king who pulied down foris™}.
aspy of Amr tells him of the cvents in Husain's camp; when.
Abbas reaches the battleficld, Ibn Sa’d tries vainly to win him.
over; Shime's nasty remarks make Abbas enraged.

These brief descriptions do not indicate the degree ol

varicty in the details of these mdjard sections; nor have we
indicated here the variations and innovations that Anis has
introduced in the rux3at and jang sections. Suffice it to say
that even a casual reading of these thirtecn marsiyas does not
leave one withi an impression of repetition and monotony.
Another way to reduce monotony, adopted by Mir Anis
and other good poets, is to use carefully chosen epithets, along
with his name, to refer to the protagonist of a margiya. Take
for examgple the previously noted marsiya: jab qat* ki musifat-e
fab afiab n?, “When the sun cut short the night’s long trail.”
It is about the Imam Husain, son.of Ali, but in its 197 stanzas,
the name Husain is used only 34 times. The rest of the time,
Anis uses 72 dillerent epithets, repeating only a few of them

~ more than once. Such is the case also with the secondary

characters. These epithets not only add a touch of variety, but
-also act as reminders to the audience of the various attributes
of the heroes of Karbala and of the many legends about
them.

There is, however, another kind of monotony that does
make itself felt due to a lack of individualization of these
heroes and heroines. Given the religious constraints, the

‘characters in a- margiya had to be ideal beings. Not even a

suggestion of some fault can be allowed with reference to
Husain and his companions; his opponents, on the other hand,
have to be completely evil. Thus the protagonists in the
margiyas are all anonymously ideal. Hardly any trait can be
shown to belong exclusively to one and not to the others in
the same camp. Even the two persons who do stand out
somewhat carefully-—namely, Zainab and Abbas—do so not.
because of some special traits, but rather due to the fact that.
are seen inter-acting with the great many more persons tham
the others. They stand out because we see them in a vast

- variety of situations, but they do not develop as characters in

the process of the poem.
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Urdu does not possess an epic. The closest thing to an
epic in spirit are the margiyas. Recently some atiempts have
been made to put together several margiyas by the same poet
1o form a long poem on the martyrdom of Husain. The most
notable work of that kind is razm-ndma-e anis (“The Iplc of
Anis™), edited by Syed Mas'ud Hasan Rizavi.'® e has chosen
scctions from  various margiyas by Aunis, resirfcting himsell' {o
three meters, and joined them togeiher with the Luarest
minimum of his own contribution. As a result, he has come up
with a long poem in the nuisaddas form, running te more than
1200 stanzas, that begins with the story of the birth of
Husain and ends with his death ot Karbula. Somewhnt
fragmentary in the beginning, it still displays the integrity of
a single governing vision, which is definable, perhaps, more in
terms of religious convictions than literary structures, No
dotibt it has little gaicty—the dominant note Is somber—yet it
has powers of exaltation. All in all, it does scem to ulil the
simplest requirements of an epic ay {aid down by C.M. Dowra;
It is “'a narrative ol some lenpth;” it deals with “events which
have a cerlain grandeur and importance and come from a life
of action, especially of violent action such a war” and it
gives its readers “n special plensure beenuse its events and
persons enltance our beliel In the worth of human aclieyvement

and in the dignity and nobility of nin,”™ Dut it s 0 syathetic .

work; ils canvas is narrow; Hs choraelers are idenl, but flatly
drawn, and fack in chinroscuro, and its story is overly
burdened witht religious zcul snd titusd plety, which particulurly

reduce any consideration of motlves, Thus, in spite of its -

substantial length, il is neither betler nor worse than its parts,
the individual margiyas. Though not quite an cpic, It is an
impressive enough pocin, with numerous powerful passages,
and does succeced in suggesting to us the possibilitics that the
genre had but which could not fully te exploited due to its
fundamental  identification ~ with a  particular religious
context, - ' -

NOTES

Urdu wori'is.,

o0,

s RS 1

’ "
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™

E.f. a k. g l,mnv b,y Vowels: a, 4,5, 1/, h, 0,9, 0, & ai, ai.
Others: N indicates that the preceding vowel is nasalized; J indicates
that the preceding consonant is aspirated. The English rules for
capitalizing letlers are not used.

For more informatlon, see masthu-z-zamaN, urdii marsiye ka irtiqd
(Lucknow, 1968), and sifirif husain rizavi, urdi marsiya (New Delhi,
1965), )

- Eazal and the gagide, wheee the basic unit is a couplet. ', . . the sjx-

line stanza of the wswseddas works on the ‘hammer and anvil®
principle of the quatrain, In the quairain, the first three lines are the
anvil, being preparéd for the resounding blow of the fourth, the

hammer, In the wnsaddas, the first four lincs are a preparation for |

the fip, the final two lines which form a thyming couplet, Thus
the basic structure remaing binary, and the basic unit a bait, a
couplet, ..." (C.M. Naim, “Urdu in the Pre-Modern Period:
Synthesis or Particularism?” in New Quess, No. 6, February 1978,
p. 10), .

The scheme presented here is based on masihu-z-zaman, op, cit., and

© mas’id pasan rizavirifi-e anfs (Allahabad, 193£),

The text used here is in nas’fd hasan rizewl, op, cit., pp. 197-216.

. ""The Quranic outlook divides all human qualities jnto two radically

opposed categories, which—in view of the fact that they are too

- concrete and semantically too pregnant to be called *good” and ‘bad’,

6

° o

or ‘right” and *wrong'—we might simply call the class of positive
moral properties and the ¢lass of nepative moral properties, respece-
tively. The final yardstick by which this division is carried out, is the
belicf In the one and only God, the creator of ajl beings. In Fact,

' throughout the Quran there runs the keynote of dualism regarding

the moral values of man: the basic dualism of believer and unbeli-
cver.” T. Jzulsu, Erhico-Religions Concepis in the Qur'an {Montreal,
1966), p. 105. Quoted In Gustav Thaiss, “*Religious Symbolism and
Social Change: The Drama of Husain,” in Nikki R, Keddie (Ed.),
Scholars, Saints, Sufis: Muslim Religious Institutions Since 1500,
(Berketey, 1972), p. 3586,

For a detailed discussion of the social and political ramifications of
similar matters wlthin the context of the Iranian tradition of ranzel-
khani, see Gustay Thaiss, op. cit., pp. 349-366, and Mamid Algar,
“The Oppositional Role of the Ulama in Twentieth-Century Iran,”
Nikki R. Keddie, op. cit., p. 234.

» mas'iid hasan rizavi, op. cit., pp. 177-178.

Mubtammad Sadia, A History of Urdu Literature (London, 1964),
p. 153, .

There are numerous Shi'tte Aadith popular among the mourpers in
Luckaow. According to ons, Muhammad promised his daughter
Fatima that his followers will for ever shed tears over the brutal
death of ber son, and thus compensate for the fact that Husain had
to die in a wildarness in the company of only a handful of com-
paanions. CI. Gustav Thalss, op, eit., p. 357, where he quotes a Shi'ite
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tradition from G.E. von Gruenbaum, Muhommadan Festivals (New
York, 1951}, pp. 91-.94. .

Cf. Gustav Thaiss, op. eif., pp. 356-357.

mir babor *ali anis, mardst-e anjs {Lucknow, n.d.). Reprint of the
cdition first published in 1876.

mas'iid frasan rizavi, razm-ndma-e anly (Lucknow, 1957).

. Quoted in the arlicle, “Epic,” In Alex Preminger, ot al,, Princeton

Encyelopedia of Poetry and Poetics (Princeton, 1974), p. 246,
Elsewhere I have shown how the Urdu marsiya connat be vegarded
as the truc precorsor of the modern Urdua nagm (a contlnucus poem
on a patlicular topie, in blank, free, or rhymed verse). Waim, op.
cit., p. 10. For a vigorous, but parilsan, defence of the Ukdy marsiya
against all criticism, see *qlf fabbds husainl, wrdi marglya (Luckniow,
1973),

8
Three Poems of Igbal
AL, Basham

Not being a specialist in the field of Islamic Studies, I
cannot offer a worthy contribution to the memorial volume in
honour of my old friend Aziz Ahmad. I must, however, record
"my sincere alfection for him, and my deep sorrow at his
passing. Urbane and tolerant, gentle and affectionate, he was
always a delightful companion, and 1 still have very happy
memorties of long talks with him, about everything and nothing,
in the Common Room of SOAS when we were colleagues there.
I met him also on .two occasions during his last illness, and
was intenscly moved by the courage and 'faith with which he
accepled pain and the certainty of impending death. Since
Aziz was a great master of the Urdu language, and a fine
literary man as well as a scholar, he might have appreciated
-the following very humble efforts at expressing in English the
thoughts of the greatest Urdu poet of this century,

The background to these translations needs explaining. On
the occasion of the centenary of Igbil's birth a small society
of which I.was president, the Asian Society of Canberra,
decided to organize a dinner (strictly Faldl) in the poet’s
honour. A’ fine amateur gawwdl, who happened to be resident
in Canberra, agreed to chant some of Iqbil’s poems after the
meal, and my colleague Dr. 8.A.A. Rizvi prepared a brief talk
about the great man. But, as it was realized that most of those
present would be ignoraat of Urdu, it was necessary to provide

- translations of the poems recited. So, at -short notice, I pre-
pared these three translations, helped - by Dr. Rizvi in inter-
preting some of the more difficult passages, and I read them




