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INTRODUCTION

THE Madhumdélati (Jasminum grandiflorum, ‘Night-flowering
Jasmine’) is a mystical Indian romance composed in AD 1545,
here translated for the first time into a western language. Shaikh
Mir Sayyid Manjhan RZjgir], the author, was a Sufi of the
Shattari order. The Sufis have been termed the ‘mystics_’ of
Islam, and Sufism its ‘mystical dimension’." A Sufi, a mystic or
spiritual seeker, would, through his initiation to a particular
Shaikh, a spiritual master and teacher, become afﬁllatfad to a
particular spiritual lineage or chain (silsilah). Th'e ll.ne_ages,
organized around links between Sufi masters and thc?n' disciples,
focused on prayer, fasting, asceticism, and cultivating the self
through music and poetry to attain nearnmess to Allah. The
Shattaris were an order founded in India in the fifteenth century
by Shaikh ‘Abdullih Shattar. Manjhan was the disciple of a
major Shattdri Shaikh, Muhammad Ghaus GvaliyarT (d. 1563),
and the silsilah was powerful and popular at the time Manjhan
wrote his romance.> Manjhan’s name means simply ‘the middle
brother’, the midpoint in a series in Hindavi between Chu'ttan
(the little one) and Buddhan (the eldest one). Manjhan’s birth-
place Ra_]glr is in the present-day State of Bihar, not far from
Patna in northern India, and the poem itself is written in Awa-

‘dhi or eastern Hindavi. Along with Maithili, Awadhi has

remained a major literary dialect of the spoken language of
northern and eastern India (‘Bhdkha’) since the days of the
Delhi sultanate. _
Manjhan’s poem belongs to that moment in Indian history
when the success of the empire established by the early Mu_ghal
rulers Babur and Humaylin was not yet a historical certainty.

' For excellent balanced introductory expositions of Sufism and the
Orders, see Annemarie Schimmel, Mystical Dimensions of Islam (Chapel Hill:
University of North Carolina Press, 1975). and C. W. Ernst, Sufism (Boston
and London: Sharbhala Books, 1997). '

* For further details about the Shattard silsilah, see below, Section J1.
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Northern and eastern India, the territory of Hindustan, was
occupied by a number of Afghan warlords and Rajput lineages
newly demonstrating their martial prowess and attempting to
carve out territories for themselves after the demise of the
regional sultanates of Delhi and Jaunpur. The Sur Afghéns
from Bihar seized power after their military leader, the warlord
Sher Shah, had defeated the Mughal emperor Humiyln and
forced him to flee to Iran in 1540.° During the short Afghan
interregnum, Sher Shah Str set up an administrative and mili-
tary structure that was later to prove useful to the Mughal
emperors. He was killed in 1545, on the battlements of the mas-
sive fort at Kalinjar, when the base of a cannon exploded
towards Sher Shih rather than away from him. The date is given
by a chronogram in Persian, Zatish murd ("he died by fire’), an
event to which Manjhan alludes when giving the date at which
he began his poem.

Sher Shih was succeeded by his son Islim Shah—also called
Salim Shih-~whom Manjhan praises in his prologue as the king
of the time. It is as a poet in residence at Islam Shih’s cultursd
and multilingual court that we have the only historical descrip-
tion of our author Manjhan. He is mentioned in the Afsanah-i
Shahan (“Tale of the Kings”), a chronicle of life in Afghan times
that has come to us in the form of the family lore of 2 Bihari
Afghan Shaikh of the early seventeenth century:

Wherever he [Islim Shih] happened to be, he kept himself sur-
rounded by accomplished scholars and poets. Kiosks [khilshak] were
set up, scented with ghdlid [a compound of musk, ambergris, cam-
phor. and oil of ben-nuts’, and provided with betel leaves. Men kike
Mir Sayyid Manjhan, the author of Madhumalati, Shah Muhammad
Farmiili and his younger brother, Misan, Strdds and many other

¥ This come from F. Steingass, Persian Dictionary.

1 See. nter aliz, ‘Abbis Khin Sarvirm, Tarikh-i Ser Sahi, tr. B. P
Ambasthya (Patna; K. P. Jayaswal Research Institute, 1974), Iqtidar Husain
Siddiqui, History of Sher Skih Sir (Aligarh: Dwadash Shreni and Company
Private Limited. 1971) and Dirk H. A. Kolff, ‘Naukar', Rajput, and Sepoy:
The Ethnohistory of the Military Labouwr Market in Hindustan, 1450~1850
{Cambridge: Cambridge University Press, 1690).
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learned scholars and poets assembled there and poems in Arabic,
Persian and Hindavi were recited.*

This rich and interactive mixture of vernacular and classical or,
in Sheldon Pollock’s phrase, ‘cosmopolitan’™ languages was
part of a court-sponsored aesthetic culture. The Turkish and
Afghan courts of the fourteenth, fifteenth, and sixteenth centur-
ies fostered the growth of regional literary, musical, and artistic
identities. Poets at these courts forged 2 distinctively Indian
Islamic aesthetic culture using models and elements from Per-
sian and Arabic literary and religious traditions as well as from
Sanskrit and Indian regional languages.

The historical agents who were part of this Indien Islamic
literary culture were, however, not just the courtiers and kings of
the Delhi sultanate and the Afghan kingdoms that followed in
its wake. They were also disciples in Sufi orders, guided by
shaikhs who set themselves up as commanding spiritual jurisdic-
tion (vilayat) over different parts of the territory of Hindustan.
The army of prayer (Jashkar-i diid), as it is sometimes called, led
by these shaikhs formed one dominant cultural force during the
period. Sufi shaikhs played at being kingmakers, and established
themselves at a calculated distance from royal courts in hospices
(khdnagahs). Here they trained disciples to attain nearness to
Allah by teaching them spiritual exercises and cultivating their
taste for things spiritual (zaug) through a ritually controlied
exposure to music and poetry. They also wrote romances in
Hindavi that describe the ascetic quest of the hero towards the
revelatory beauty of a heroine (or God) by linking mortifica-
tjon, fasting, and prayer with a female object of desire. Drawing
on the local language of ascetic practice, they made their hero
into 2 yogi, while the heroine is a beautiful Indian woman. Thetr
sensuous romances were recited in different contexts, including

4 Cited and translated by S. H. Askari, ‘Historical Value of Afsana Bad-
shahan or Tarikh Afehani’, Journal of Indian History 43 (x965). 194 {transia-
tion slightly emended). The Persian text with a modern Hindi translation is
also given in P. L. Gupta, Kutubana Kyta Mi tragavart (Benares: Vidvavidyilaya
Prakasan, 1967), 39-

s Sheldon Pollock, “The Cosmopolitan Vernaculazr” Journal of Asian Stud-
ies, 57/1 (1998).
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royal courts and Sufi hospices, and these diverse contexts for
reception each provide us with protocols of interpretation for
the poetry. Kings were celebrated in the prologues of the genre
a5 ideal readers semsitive to the multiple resonances of poetry. In
{he Sufi hospice, the erotic attributes of the heroine and the
seductive descriptions of love-play found in the genre were
understood logocentrically as referring ultimately to God rather
than to a worldly beloved.

I The Formation of a Literary Genre

Amir Khusrau, the celebrated poet who died in Delhi in 1325,
famed both for his contributions to Indian music and to Hindavi
and Persian poetry, was a disciple and close friend of the great
Chishti Shaikh Nizim al-din Auliy.¢ Although it is certain that
he composed poetry in Hindavi to Mahbiib-i Hahi (The
Reloved of Allah’), as the Chishfi Shaikh was affectionately
known, no early written manuscripts survive that testify to
Khusraw’s literary creativity in the spoken language of Hindu-
stan. The only verses that are available to us come through the
oral transmission of generations of singers at Sufi shrines (gaw-
wals), as well as through one eighteenth-century manuseript
containing Khusrau’s Hindavi tiddles and punning verses.” The
first surviving longer composition in Hindavi is the Candayan,
the romance of Lorik and Canda penned by Maulind DEHd in
1379. Mauldna Da’id was a highly placed courtier in the retinue
of Sultan Firiz Shah Tughlag, and wrote the poem in attend-
ance at the provincial court of Dalmau in Awadh. His immedi-
ate patron was Malik Mubdrak, the nobleman assigned to
Awadh as the mugtd or governor of the province (igtd).
Maulini Dand was also a disciple of Shaikh Zain al-din

S The standard account of Amir Khusrau remains Muhammad Wahid
Mirza, The Life and Works of Amir Khusrau (1635: repr. Delbi: Idarah-i
Adabiyat-i Delli, 1974).

7 Based on a single manuscript in the Sprenger collection in the Berlin
Staatshibliothek and recently edited by Gopi Chand Narang as Amir Khusrau
ki Hindavi Kalgm, md Nuskhah-yi Berlin Zakhirah-yi Sprenger (Chicago:
Asnir Khusrau Society of America, 1987).
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Chishti, the nephew of Shaikh Nasir al-din Mahmid ‘Chirggh-i
Dihi? (‘The Lamp of Delhi’), the successor to Shaikh Nizam al-
din AuliyZ. Shaikh Zain al-dm was the caretaker of the shrine in
Delhi, but his competition with Sayyid Muhammad ‘Ges-
fdariz’ (‘Long Locks’), his uncle’s prize pupil, led to & dispute
that ended in the interment of his uncle’s spiritually charged
rnaterial relics {fabarrukat) with the body of the great Shaikh.
The rivalry was part of a frequent pattein of competition in
which the linea] descendants of Sufi shaikhs disagreed with their
spiritual disciples over the succession. Possession of the tabar-
rukit was often the key to making any claims to authority’
Shaikh Zain al-din took care of the shrine in Delhi after the
death of Shaikh Nasir al-din Mahmid and the departure of
Sayyid Muhammad Gesldardz on his spiritual conquest of the
Deccan. He also instructed disciples, amongst whom was the
Hindavi poet Maulani D&ETd.

The generic model that Maulind Dald created in the
Canddyan is a composite one, and one which can best be seen as
the textual record of the historical interaction of the Chishtl
Sufis with Sanskritic, Persian, and regional religious and bterary
+raditions. In his creative engagement with Indian and Persian
literary models and conventions, DAld takes topol and
parrative motifs from diverse sources and refits them into a
framework adapted from the Dersian masnavi? Chief among the
conventions taken from Persian are the elaborate theoretical
prologues that frame these romances within the metaphysics of
an Islamic godhead reinscribed in a jocal langnage as well as
within courtly and Sufi institutional settings with their distinct
vet interlinked protocols of reception. The central aesthetic
value or linchpin of D&Gd’s literary creation, however, is 2
upiquely Indian poetics of rasa, the ‘juice’ or ‘flavour’ of a liter-
ary text, poem, or play. Along with the Hindavi words kama,

8 For an analysis and detailed account of the rivalry, see Simon Dighby,
“Tubarruka: and Succession among the great Chishti Shaikhs’, in R. E.
Frykenberg (gd.), Delhi Through the Ages (Delhi: Oxford University Press,
1986), 7789,

9 See Section I below.




xvi Introduction

‘desire’, and prema, ‘love’, DZTd uses the aesthetics of rasa to
link the narrative pleasure of listening to love-stories with the
erotics of union with an impossibly distant transcendent God.
His distinctive literary formula also contains elements taken
fror Indian regional traditions such as the bdrahmasa, the rural
songs describing the twelve months of separation from one’s
beloved.”™

Rasa itself was defined famously in Bharata’s eighth-century
Sanskrit aesthetic treatise, the Natya-Sdstra, as the juice or fla-
vour of a poem arising from ‘the combination of the vibhdvas
(sources of rasa), the anubhdvas (actions, experiential signs of
rasa), and the transitory emotions (vvabhicaribhavasy." The
aim of reading is to have an experience of the dominant rasa
that animates the poem, and the sahrdaya, or cultivated reader,
feels the emotions of the parted lovers in the poem. The sahrda-
ya's response is shaped by the sources of rasa depicted by the
poet. These include monsoon clouds indicating the season of
love, the experiential signs of Jove such as bodies trembling and
perspiring from desire, and the transitory emotions that attend
the progress of the main emotional mood of a poem: apprehen-
sion, envy, contentment, shame, joy, and so on. A reader can
approach the poet’s vision and the feelings of the characters
only because he is a rasika or connoisseur.

D7iid approaches these classical conventions and ideas cre-
atively, using them to compose a text that served as a model or
formula for an entire regional tradition of Indian Sufi poetry.
After the Canddyan of Maulind Daud stands Qutban’s
MirigavatT (1503), composed at the court of Sultan Husain

" For examples of these, as well 2s a sound diseussion of the meanings and
literary place of the bdralumdsa. see Charlotte Vaudeville, Barahmiisa in
Indian Literature: Songs of the Twelve Months in Indo-Aryan Literatures
(Dethi: Motilal Banarsidass, 1986).

5 Translated in I L. Masson and M. V. Patwardhan, Aesthetic Rapture:
The Rasadhydya of the Naiya-Sastra (Poona: Deccan College Postgraduaie
and Research Institute, 1970). i. 46. For a succinct and ¢lear account of
Bharata's theory, se¢ David L. Haberman, Acting as a Way of Salvation: A
Study of Raginugd Bhakti Sadhana (Oxford: Oxtord University Press, 1988),
13-16.
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Shah Sharql of Jaunpur. Although there are scattered refer-
ences to two romances entitled the Paiman and the Jot Nirarijan
from the early sixteenth century, these have not survived.”™ The
model of the Canddyan and the Mirigdvatt is emulated most
powerfully by Malik Muhammad Jayasi, several poems by
whom are still extant. Pre-eminent among these is the Pad-
miévat (1540), which tells the story of King Ratansen of Chittaur
and his quest for the Princess Padmavati. In addition, he com-
posed a version of the life of Krishna called the Kanhavat, as
well as a number of shorter poems. These include the Akhravat
{‘Alphabet Poem’), an acrostic composed out of the beliefs of a
millenarian group of Sufis (the Mahdavis of Jaunpur), and the
Alchirt Kaldm (‘Discourse on the Last Day’) a foreshadowing
of the events of doomsday. Finally, there is the Madhumalatt
(1545) of Mir Sayyid Manjhan Riajgry, the Shattar Sufi
attached to the court of Isiam Shah Siul.® Although poets
continued to compose romances on this model until the early
twentieth century, they did not reproduce the formula of the
two heroines or the elaborate Sufi ideology of the earlier
works. '

What is an ideal romance for the authors and audiences of the
Hindavi narratives? All four poets use the same metre and form
and all draw on the conventions of the Persian masnavr to frame
their Tomances with introductory prologues. In these prologues
there is first praise of God, then of Muhammad and the first
four ‘righteous’ Caliphs, then praise for the king of the time and
the author’s immediate patron, then praise and thanks to the
author’s spiritual guide followed by a disclaimer of the poet’s
own poetic skills. The stories are set in the ambience of the
court, with kings and queens, princes and princesses, hand-
maidens, friends and companicns. There are marvellous palaces

2§ A A Rizvi, A History of Sufism in India (Delhi: Munshiram
Manoharial, 1683), ii. 155 1. 2.

13 For summary accounts of these texts, see R. 8. McGregor. Hindi
Literature from its Beginnings to the Nineieenth Century (Wiesbaden: Otto
Harrassowitz, 1984). 26-8, 65-73.

u R, S, McGregot, Hindi Literature from its Beginnings to the Nineteenth
Century, 130-4.
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and lush gardens containing mango orchards, canals of cool
rupning water, and picture-pavilions. Demons, heavenly
nymphs, wonderful beings, and magical events all add to the
imaginative allure of these works. Early in each poem an image
of divine beauty is introduced: the heroine’s body is described in
a formal literary set-piece called a nalch-§ikh-varpana (‘toe-to-
nead description’) in Sanskrit which parallels the sardpd (‘head-
to-foot description’} in Persian and uses the same symbolism
and imagery. In the twenty verses of these set-pieces, the beloved
is described from the top of her head to her legs, usually with
verses alternating between emphasizing divine grace and beauty
(jamal) and divine might and majesty (jalal). This first
encounter of the lover and the beloved is treated as a way of
conveying the Sufi concept of the first meeting of the soul with
divinity in the phenomenal world.'s After this initial contact
with the image of divine beauty, which is then taken away, the
hero begins to suffer from viraha, the pain of love in separation.
The stories of the romances are driven by the urge to transform
this desire into a mutually fulfilling love, called prema-rasa by
the poets.

All the plots have certain formulaic elements that are drawn
from earlier canons OT COMMON cultural stereotypes about gen-
der and culture and reshaped into a distinctive formula by the
Hindavi poets. These include the moment of the awakening of
love through a vision, a dream, or 2 description of the heroine’s
beauty as a divine manifestation, a convention ¢ommon to both
Persian and Indian romances. The hero and heroine have helpers
who commonly exemplify spiritual values such as mystical
absorption (sahaja) or the abstract quality of love (pemaiprema).
Alternatively, there are demons to fight and trials of strength,
which the lovers have to pass through in order to attain each
other. The necessary transformation of the hero into a yogi and
his ascetic quest draws on the poetry of the Gorakhnath panth.
The ordeals on the quest for the beautiful princess and the pas-
sage to a heavenly realm are modelled on Persian spiritual quests

15 Peter CGaeffke, *Alexander in Avadhi and Dakkind Mathnawis', Journal
of the American Oviental Society, 169 (1989, 528.
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like "Attar’s Conference of the Birds.*® The hero’s abandonment
of a first wife in order to consummate his love with the divine
heroine is a distinctive motif, and ultimately draws on the com-
mon cultural stereotype of the jealousy between co-wives {sau-
tan) in a harem. This deserted wife then sings a bdrahmdsd, a
description of her suffering from the pain of love in separation
in each of the twelve months of the year, which is conveyed to
the hero. Op hearing it, the hero takes his divine beloved and
returns home with her, whereupon the two co-wives quarrel and
have to be reconciled. The hero’s resolution of the strife between
the co-wives, his death and the burning of both his wives on his
funeral pyre uses the misogynistic stereotype of the Indian
woman’s satf to signify a mystical annibilation (fand).

I1. The Shattari Sufi Silsilah

The involvement of the Shaftaris in this richly creative religious
and literary world began with the founder of the spiritual lin-
cage, Shaikh “Abdullah Shattar (d. 1485), who came to India
from central Asia in the second half of the ffteenth century. In
the competitive cultural landscape of northern India, it might
have been expected that a newcomer would settle in a single
place and slowly build up his following and area of spiritual
influence, his vil@yat. However, *Abdullih Shattar preferred a
rather more martial style of public presentation. He travelled
widely with a large retinue of disciples dressed in military uni-
forms, and, to the beat of drums, in every town or village, he
demanded to know if there was anyone who wished to be shown
the way to God. Inevitably the Shaikh’s claims to spiritual
superiority brought him into competition with the Sufis who
were prominent in the regional sultanates. Eventually, he settled
down in Mandu under the patronage of Sultan Ghiyas al-din
Tughlaq and was buried there after his death.

16 See Farid ud-din "Attdr The Conference of the Birds, tr. Afkham Dar-
bandi and Dick Davis (Harmondsworth: Penguin Books, 1984), and James
Winston Morris, ‘Reading The Conference of the Birds’, in Wm. Theodore de
Bary and Irene Bloom (eds.), Approaches o the Asign Classies (New York:
Columbia University Press, 1990, 77-85.
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One of the prominent Sufis who both ignored his challenge
and made disparaging remarks about the outlandish claims of
newly arrived Sufis from Khurasan and Fars, was the Bengali
Shaikh Muhammad Qézin “Ala, who was the maternal grand-
father of our author, Manjhan. His initial hostility was over-
turned by a miraculous dream in which his deceased father told
him his spiritual future was in the hands of Shaikh ‘Abduliah.
He left for Mandu and waited three days outside the Shaikh’s
house until, moved by his humility, the Shaikh took himonasa
disciple, but only after he had promised to give up his previous
methods and learn Shattdri practices. Shaikh Qazn "Ala (d.
1495) became Shaikh ‘Abdullah’s principal khalifa or successor,
and took the Shattari method of spiritual practice to Bengal and
castern India. Shaikh"Abdullah Shattar forged a distinctive spir-
itual regimen based on fasting, ascetic exercises, practices of visu-
alization, and the Arabic letters that made up the names of Allgh.

These practices were passed down in his lineage through the
successors of Shaikh Qazin “Ala, Shaikh Zuhir Haj Hamid (d.
1523) and Shaikh Abul Fath Hadiyatullah Sarmast (d. 1539).
These Shaikhs established a ShattarT presence in Bihar and had
many links with local lineages such as the Firdausis, as well as
with the rulers of Bihar. Shaikh Hamid had as disciples the
remarkable brothers Shaikh Muhammad Ghaus and Shaikh
Phiil. Under him they learned the Shaftar: method of zikr, the
esoteric science of the invocation of the names of Allah
encrypted in the letters of the Arabic alphabet. They also per-
formed forty-day fasts and meditated in the caves and jungles
around the town of Chunar. During this period Muhammad
Gihaus composed the most famous work of Shattdn asceticism,
the Jawahir-i Khamsah (‘Five Jewels’).” Arranged in “five jewels’
that ascend from ordinary prayers to the inheritance and realiz-
ation of divine truth, the work was seen as a summa of esoteric
Indian Suf practice and is commonly found in manuscript form
in shrine libraries to this day.

7 We have used the India Office Library manuscript of the Jawahir-i
Khamsah, Ethé MS 1875, in preparing this summary account of Shattard
practice.
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The third jauhar or jewel, the central part of the book, is
focused on the invocation of the divine names. This mode of
practice, with claborate prescriptions for purity and directions
for gaining different sorts of powers, implies 2 Sufi notion of the
human body as the site for a divine manifestation in microcosm.
Shaikh Muhammad Ghaug’s account of the coming into being
of all created things is encoded in the twenty-cight letters of the
Arabic alphabet. In Shattari letter-mysticism, combinations of
letters signified selected names of Allah in sequence as well as
places in the Shattari cosmology, and each was the abbreviated
code for a different Shattarn practice. Apart from interior visual-
ization, the Shaftari cosmology had znother application: to
predict or to influence the future by calling up the angels or
spiritual agents of each station in order to make them perform
whatever task was desired, or to make an efficacious talisman or
amulet.” Bach of the twenty-eight letters was matched with a
numerical value, 2 name of Allah, a quality, either terrible or
benevolent, a perfume or incense, an element, 2 zodiacal sign, 2
planet, a jinn, and a guardian angel. These were called up in
Htuals of invocation that varied with the particular goals of the
seeker.

in accordance with the order’s tradition of conguering new
territory, Shaikh Muhammad Ghaug went t0 Gwalior in 1523.
After three years, he had acquired 2 considerable following and
was an acknowledged influence on the local population. This
enabled him to intervene in the political and military struggie
over Hindustan between the Afghan rulers and the Mughals in
the 1520s. Although the received Sufi wisdom was to avoid bav-
ing anything to do with kings, in sixteenth-century India Sufi

18 A detailed account of this practice, as well as an extensive table coniain-
ing all the stations and all their corresponding ¢lements, is given in Thomas
Hughes, ‘Dawah’, in Dicrionary of Islam (1885: repr. Calcutta: Rupa, 1988),
#2-8. For more details about Shaftarl magical practices, sec Jafar Sharif,
G. A. Herklots, and William Crooke, Islam in India or the Qanim-i Islam: The
Customs of the Musalmans of India (1921; repr. New Delhi: Oriental Books,
1972), 218-77. Fora review of the scholarship on Indo-Muslim esoteric prac-
tices, see Marc Gaborieau, L Esotérisme musubman dans le sous-continent
indo-pakistanais: un point de vue ethnologique’, Bulletin d ‘Erudes Orientules,

44 (1992), 191-209.
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lineages like the Chishtis, the Nagshbandis, and the Shattaris
took sides with Mughals or Afchans in their struggles for sover-
eignty over northern India. The Chishtis, for example, had long-
standing historical connections with local Afghan sultans and
nobility and did not back the Mughals in their fight for suprem-
acy. On the other hand, Shaikh Muhammad Ghaus, the post
Manjhan’s spiritual guide, was instrumental in the Mughal
emperor Babur’s capture of the fort of Gwalior from the
Afghans. By passing privileged information to the leader of the
Mughal forces and exhorting him to establish a token presence
in the city, the Shaikh enabled Babur’s army to seize this key
strategic fortress through a covert night attack. He was rewarded
with a considerable land-grant on which he built his hospice in
Gwalior. His establishment became a favoured site for aristo-
cratic patronage during the reigns of Bibur and Humayun.
Shaikh Muhammad Ghaus and his brother Shaikh Phil were so
highly influential in the Mughal court that many Sufis of other
lineages took ShattarT affiliation in addition to their own exist-
ing connections, simply in order to acquire patronage and
position.

The emperor Humaytn in particular was extremely interested
in occult and mystical matters and was especially favourably
disposed to the Shatfaris. One imperial chronicle relates that
Shajkh Muhammad Ghaug and his brother Shaikh Phiil taught

the emperor occult sciences and were very much in favour at

court. Humiyfin’s younger brother Mirzd Hindal eventually
had Shaikh Phiil murdered in 1539 when the Shaikh aftempted
to dissuade him from making his own bid for power. Shattarl
fortunes suffered a further reversal when Sher Shah Surl
defeated Humayiin in 1540. When Humaylin went into exile in
Tran, Manjhan cultivated the Afghan court, almost certainly
with the encouragement of his spiritual guide Shaikh Muham-
mad Ghaus. The Shaikh himself, on the other hand, fled from
Afghan reach to the sultanate of Gujarat, whence he conducted
a secret correspondence with Humayiin. In this way, the
Shattaris had both possible outcomes covered. The author of
the Madhumalati, Shaikh Manjhan, with impressive pedigrees
as the grandson of Shaikh Qdzin "Ald and as the spiritual
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disciple of Shaikk Muhammad Ghaus, was at the very centre of
the Shattari Sufi order when it was. at its most vigorous and
influential. When his presence was noted as a courtier at the
court of Isiim Shah, it would have been both as a poet and as a
Sufi Shaikh, almost certainly by then authorized to give spiritual
instruction to others.

A person wishing to set out on the spiritual path would first
#find a Shaikh, either one personally impressive or one belonging
to the chosen Sufi lineage, who was willing-and authorized to
accept him or her as a pupil. Along with the authorization,
ijazat, went the barakar, the grace, blessing, spiritual power.
which derived from the spiritual founder of the lineage and was
passed from one Shaikh to another down the chain, the silsilah.
Thus a lineage was a chain of blessings and authority, and the
different orders were distinguished one from another by the
pedigree of the Shaikhs who were members. A spiritual Hneage
was also known as a farigah, a path or way, and a disciple on the
path was known as a salik, a-traveller. Fach lineage had its own
path of spiritual training and development, although all
included such spiritual practices as prayer, fasting and other
privations, periods of seclusion, attendance at the Shaikh’s
talks, collective and private formulaic repetitions, self-
observation and self-awareness exercises. What is important for
the understanding of Shaikh Manjhan’s poem 15 how the
Shattar tarigah differed from those of other orders.

The ShattirTs, probably more than any other spiritual lineage,
appropriated Indian yogic practices into their regimen. Amqng
Shaikh Muhammad Ghaug’s many compositions is the Persian
Bahr al-Hayat (‘The Water of Life’), a translation of the Amrta-
keunda (‘The Pool of Nectar”), a now-lost Sanskrit text on yoga.™
In accordance with the order’s competitive stance, it should

1 For a detailed stucy of this text, see Carl Ernst’s translation and intro-
duction to the text, in The Arabic Version of "The Pool of the Water of Life'
( Amrtakunda) (forthcoming}), as well as Yusuf Husain, ‘Haud al-Hayat: La
Version arabe de I'Amratkund’, Journal Asiatique, 113 (1928), 291-344. For
a listing of the numerous manuscript versions of the Persian and Arabic
versions of the text, see Richard M. Eaton, The Rise of Islam and the Bengal
Frontier, 12041760 {Berkeley: University of California Press, 1993). 78 . 23.
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come as no surprise that the Shaikh represented his efforts as
Yiberating useful practices for cultivating spiritual awareness
from the shackles of false belief. These practices included: using
exercises for breath control, using yogic postures for sitting,
maintaining ritual purity of place and person, assimilating the
Indian yogic chalkras and their tutelary deities into the Shattari
cosmology, controlling diet strictly to exclude flesh and liquor,
and using certain Hindavi words in the zikr (repetition of names
‘and attributes of Allah, often done in conjunction with physical
exercises to accomplish spiritual transformation). In addition,
the ShattarTs claimed their method of spiritual development to be
swifter than the methods of other lineages in effecting the spiritual
transformation of its disciples. ‘According to the Shattariyya
technique, the neophyte at the very beginning of his training is
required to consider himself in the presence of Being and then
descend step by step from the realm of Self-manifestation of the
Absolute to the phenomenal world. Then step by step he re-
ascends and reaches the Divine sphere, effacing all traces of the
stages of ascent, In contrast to this method, the other Sufis direct
their disciples to ascend step by step from the realm of humanity
to Wahdat al-Wujid [the unity of all existence].”™

Shattari self-transformation was thus focused on realizing the
human being’s link with Allah and seeing oneself as part of a
larger universe that has its source in Allah and refracts the div-
ine essence through the many veils of existence. The circular
structure implied by the initial taste of jazbah or mystical
absorption and the eventual return to Being can be seen to have
its impact on the plot-structure of the Madhumalati. Thus, the
hero Manohar (‘Heart-enchanting’) meets his divine beloved
Madhumalati through supernatural agency, falls in love with
her, is separated, and then has to climb back step by step to the
joys that he first tasted in a midnight encounter. In addition, as
one scholar has pointed out, “The Shattars did not have to pass
through the stage of fand [evanescence] or the final stage of fand
al-fand [extinction in evanescencel. Their intuitive perception of
Allah in their own beings was permanent. This state was

® Rigyi, A History of Sufism in India, it. 153-2.
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described as baga al-baqé, the everlasting reintegration of the
spirit with Allah. Mystics of other silsilahs were either conscious
of their love for God or experienced ecstasy while the Shattars
transcended these two states as separate conditions producing a
new combination of their own.™ The Shattari poet Manjhan
eschews the generic pattern of the two co-wives of the hero and
their final annihilation on a funeral pyre. As we shall see, his
romance ends with the everlasting and blissful union of the two
pairs of happy lovers.

III. The Prologue to the Story

Despite these broad correspondences between Shattari cos-
mology and poetic meaning, we should emphasize that there is
no single or flat allegorical scheme to be found in the events and
imagery of the story. Rather, when these works were performed
in Sufi hospices and royal courts, different protocols of inter-
pretation were used to explain the poem’s mystical or erotic
meanings and allegorical moments. In the elaborate prologue to
the romance, the poet establishes a set of historical and theor-
etical frameworks that enable us to delineate these different
understandings of his poem. These are modelled on the pan-
egyrical conventions of the Persian magnavi O VErse romance,
which begin with the praise of God (hamd), the Propbet Mu-
hammad (ndat), the ruling king, and the author’s commission-
ing patron, frequently a highly placed nobleman or courtier.* In
common with the other poets of the genre, Manjhan extends
these conventions to create a set of distinctive Hindavi meta-
physical and aesthetic terms. He begins his prologue with six
verses in praise of Allah. Manjhan links the Creator first with
‘love, the treasure-house of joy’ (prema pritt sukhanidhi), the

a Rigvi, A History of Sufism in India, ii. 160.

2 Por a concise definition of the Persian magnavi, a heroic, historical,
didactic, or romantic poem composed in rhyming couplets (aa, bb, ce. etc.),
see Jan Rypka er al., History of Iranian Literature (Dordrecht: D..Reid.el.
1969), 98 er passim. ¥or an example of the genre translated into English with
a good introductory discussion, see Nigami, Haft Paykar: 4 Medieval Persian
Romance, tr. Julie Seott Meisami (Oxford: Oxford University Press, 1995}
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central value of the love-story. Then be sketches out the attrib-
utes of the ruler of the universe: the Creator (vidhatd), Lord
(gosa’m), King (raja) of the three worlds (heaven, earth, and the
pether world, the tribhuvana) and the four ages (juga). In con-
strast to all of these stands the poet, whose tongue is not equal
to the praise of the glorious Creator. When all those who came
before him have failed in the task, how can the poor poet
Manjhan succeed in conveying Allah’s true stature?

Manjhan answers his rhetorical question by asserting that his
poem can only go ‘as far as the bird of knowledge can fly, as
deep as the mind can fathom . .. beyond that point, where are
the means? Despite this metaphysical and poetic assurmption of
Allak’s ineffzble nature, the poet goes on to find Hindavi
approximations for the widespread Sufl theory of wahdat al-
wujiid or the unity of all existence, playing on the Lord’s unity
(wahdaz) and his multiplicity (kasrat). Manjhan expresses his
amazement at the contrast between the oneness of the Creator
and the multiplicity of created forms behind which God is hid-
den. Manjhan represents the Lord as unqualified, yet singular,
hidder, yet manifest, formless, yet many-formed. Manjhan
refers to the Names of Allah, which are so important as proto-
types of all things in existence. In the Sufi cosmogony, these
form the patterns or models through which divine Lght is
refracted into the veils of existence. Manjhan’s use has a special
referent, though, because the Shattards formulated an elaborate
system of letter mysticisimn and cosmology based on the Names
of Allah. The divine Names were used extensively by the
Shattiris to inculcate God’s qualities or attributes in the
practitioner.

Next, he uses the conmvention of the ndar (praise of the
Prophet) and the praise of the ‘companions’ of the Prophet
elegantly to suggest Muhammad’s true nature. Mukammad is
not simply the Prophet but rather the cosmic principle of the
Creator within creation, the reason for creation and the light
within it. Manjhan uses the paradoxical logic of the Sufi theory
of the refraction of divine light into the forms of this world to
declare the sole substantial reality of Muhammad’s body
(sarira) and the shadowiness of the concrete, sensible world: “He
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is the substance, and the world his shadow.” Further, he uses the
Hindavi word rijpa (‘form, beauty”) to skirt the language of
incarnation dangerously. Allah is alakh, the invisible one, but the
form that can be seen is that of Muhammad. The true meaning
of this beautiful form is God; significantly, répa is also used
extensively in the erotic encounter in the romance to refer to the
divine and human aspects of the love that blossoms between the
hero and heroine. He ends his ndar with the standard words of
praise for the first four ‘righteous’ Caliphs, expressed simply and
beautifully.

There follows the traditional address of obeisance (khitab-i
zaminbiis) to the ruling sultan, Salim Shah, which is couched in
terms of conventional extravagance. Modelled on Persian pro-
logues that themselves draw on the inflated claims and rhetoric
of Islamic texts on polity and statecraft (‘mirrors for princes’),
the address to Salim Shih waxes eloquent in praise of the king’s
generosity, bravery, and justice. Manjhan uses the standard
tropes of the lion and cow playing happily together, of lamb and
wolf grazing together in peace, t0 describe Salim Shah as an
ideally just king and his state as a ‘garden come to flower with-
out any thorns’. He also refers to kings famed for their greatness
and nobility in Indian mythology and history: the eldest of the
Pandavas from the Mahdbharata, Yudhisthira, the generous
Karna, and the cultivated patron of poetry and the arts, King
Bhoja of Ujjain. Manjhan also praises the Afghan nobleman
and military commander Khizr Khan Turk,® a regional
governor of Bengal who may have patrorized the poet and
supported him in his entourage.

The balance of spiritual over temporal is then redressed by no
fewer than eight verses in praise of Manjhan’s spiritual guide,
Shaikh Muhammad Ghaug Gviliyari. As we have seen, Shaikh
Muhammad was intimately involved in politics at the Mughal
courts of Gwalior and Agra. The verses addressed to him
emphasize his long years of asceticism and his importance m
defining Sufi practice for seekers at his hospice. He is described

3 For more details about Khizr Khan Turk, see Tqtidar Husain Siddiqui,
History of Sher Shéh Sir, 107.
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as a great Shaikh, ‘profound in knowledge, matchless in beauty’.
The poet focuses on two crucial aspects of the Shaikh’s power:
the transformative power of his gaze (disti), and the figurative
kingship of even a disciple of his. The first of these refers to the
power of the gaze of the spiritual guide, which can reach within
a disciple’s being and change his way of being in the world. The
disciple can then triumph over ‘death’; a reference to the Sufi
experience of fand, self-annihilation on the path. The triumph
over death refers to the stage of subsistence after annihilation,
baga. Here the poet uses +he Hindavi disti to approximate the
Persian lavajjuh, the absorbed attention of the Shaikh which
transforms the consciousness of the disciple, awakening him to
the unseen mysteries of the Shattar] spiritual cosmos. Such a
disciple becomes not merely an earthly king like the one the poet
has been praising, but king over all the ages of the world.
Having completed the conventional and historical proprieties,
Manjhan now comes to defining some theoretical terms that are
important for a fulier understanding of his poem. He elevates
prema-rasa 1o the r&ja-rasa, the royal rasa, and sketches out
three key elements of his aesthetic: the ideology of love (prema),
the importance of ascetic practice, and the privileged status of
language in disseminating the truth embodied in poetry. To
begin with Manjhan’s view of love, the topos can be traced back
to Persian masnavi prologues, which frequently include short
philosophical reflections on love or poetry. These ordinarily
emphasize that the world has its foundation in love, without
which the human being is just an aggregate of clay and water.
Similarly, in Manjhan’s M adhumalati, the very first word is love,
and the final couplet is again devoted to love. Love is thus
both the beginning and the consummation of his work. For
Manjhan, love is much meore than the feeling human beings
sometimes have for one another; it is a cosmic force which
pre-exists creation, which drives creation and which permeates
creation. Particularly betoved by Sufis with regard to the causes
of creation is the tradition attributed to God: ‘I was a hidden
treasure and longed that I should be known’. While one under-
standing of this tradition is that God created the umiverse
because he wished to be known, another understanding
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emphasizes that it is only through love that God can be known.
For Manjhan, then, love is the most precious property in the
universe. Along with love goes suffering, particularly the pain
felt of being separate from one’s beloved, whether human or
divine. This pain of love in separation, virahd, is both an intense
sorrow and a great blessing because it is the very means by which
the human soul becomes self-conscious. '

Love and beauty are central to the aesthetics of the Mad-
humalati, in which the heroine becomes an exemplification of
the process of the self-disclosure of the divine. Her beauty
arouses love within the seeker, while viraha, the condition of
being separated from his beloved, drives him onwards along the
Sufi path. The path of asceticism involved, among the Shattarl
Sufis, an intensive regumen of fasting and vegetarianism, super-
erogatory prayers, and a programme of yogic exercises and
Jetter-mysticism. As we have seem, the Arabic letters of the
Names of Allah encoded a system of visualization and interior
discipline. Manjhan also refers to the unique Shattarl engage-
ment with the Indian practices of yoga, exhorting the seeker to
‘abandon consciousness, wisdom, and knowledge™ in order to
focus on meditative practice. He describes as a void {siing) the
place where the secker can remain absorbed in the attributeless
Allah. Allah is the Absolute, the ground for revealing the self to
itself. In this ascetic regimen, all created forms are refractions of
divine essence but need spiritual practice in order to realize their
identity-in-difference with divinity.

In addition, the poet uses the term sahaja-samadhi, the ‘mys-
fic union of Sahaja’. In Kabir and the other north Indian devo-
tional poets of the fifteenth and sixteenth centuries, sahaja refers
to the soul’s ‘spomntaneous Or self-born’ unity with the attribute-
less or nirguna Rama, the transcendence in immanence to which
the seeker has to awaken.* Among the Sufi poets the term repre-
sents the internalization of the Sufi paradox of the identity, yet
radical difference, of the being of divinity and human beings.
This carries through into Manjhan’s view of language, which

2 See Chatlotte Vaudeville, 4 Weaver Named Kabir (Delhi: Oxford Uni-
versity Press, 1993}, 115.
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encapsulates the paradox. As be points out, if words arise from
mortal mouths, then how can the word be imperishable?” Fur-
ther, ‘if man, the master of words, can die, then how does the
word remain immortal? Language becomes the currency of
immuortality for the poet, since it encompasses the divine and the
human. Words endure, although humans pass away. The answer
to this paradox, of course, is that the word, like divinity, 18
perpetually alive because it is refracted in every heart.

In itself this topos is directly traceable to Persian prologues,
which contain frequent reflections on poetry or verbal dis-
course (sukhan).” These focus on the creative power of the word
Kun or ‘Be’, with which Allah created the heavens and the
earth. This is approximated in the Hindavi text to the mystic
word Om, which Manjhan borrows from Indian religious sys-
tems %o express the might and majesty of Allah in the Quranic
cosmogony. Manjhan makes the word the foundation of cre-
ation, as well as of all poetic discourse. As he puts it, ‘If the
Malker had not made the word, how could anyone hear stories
of pleasure? The poet resolves the paradox of identity-in-
difference through his claim that divinity is manifest {(pargata)
in the word, an incarnationist view that would be heretical to
express in Persian. Language, in Hindavi poetics, becomes the
ground for understanding and representing the revelation of
divinity to humans.

Language thus embodies poetic pleasure, but it also becomes
the medium for another sort of embodmment: the refraction of
+the divine essence in visible form. For the Hindavi Sufi poets, the
body of the heroine provokes a blinding flash of revelation in
the eyes of the seeker. The revelatory flash pushes the seeker on
to his quest for love, to realize the union that he has only
glimpsed in his vision. To savour prema-rasd is to understand the
secret of the shared identity-in-difference between the seeker
and the sought, the subject and object of mysticism. Manjhan
asks his andience to cultivate the taste for this royal rasa at the
end of his prologue:

25 See, for instance, Nizami, Haft Paykar: A Medieval Persian Romance, 11,
1. 8. Meisami, 22-3.
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A story sweet as nectar 1 will sing to you:

O experts in love, pay attention and listen!

Such juicy matters only connoisseurs know,

tasteless stuff is tossed out by them.

Termites run away from wood without juice;

will carnels eat cane without any sugar?

Whatever has rasa, is enjoyed as such,

and the man who does not have the taste

will find even the tasteful tasteless.
Many tastes are found in the world, O connoisseurs!
But listen: 1 shall describe love, the royal savour of savours.

[43.1-6]

Rasa is the pleasure which Usteners or readers take in stories as
well as the lovers’ consummation of desire in the savour or juice
of love (prema). The Sufi cosmology within which this aesthetic
of prema-rasa is set allows the Hindavi Sufi poets to refer sug-
gestively to the relation of mirrored desire between God and
creatures, It is in this sense that the Hindavi romances are sus-
ceptible to interpretation in multiple ways, whether as sensuous
ornate poetry in courtly performance, "or as mystical verses
referring ultimately to God within the context of Sufi shrines.

IV, Manohar and Madhumalatt

After this elaborate prologue, the poet begins the story of
Manohar and Madhumalatl in earnest. Many of the narrative
motifs that he uses will be instantly recognizable to readers of
Indian and Islamic story literatures. For instance, the story
opens with King Strajbhanu (Light of the Sun) who has every-
thing conceivable except a son, for whom he longs and hopes.
For twelve vears he serves an ascetic, who finally gives his Queen
a small morsel of magical food which results in her giving birth
to a son, a motif common to many Indian epic, literary, and folk
traditions. The major device used to order the plot is the initial
pight meeting between the lovers orchestrated by flying nymphs,
after which the lovers must wander in pain until they are able to
regain that first flush of felicity. This motif occurs also else-
where, most famously in the Arabian Nights, in the tale of the
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Prince Qamar al-Zaman.”® In that story, the lovely Princess
Budur js carried to the bedroom of Qamar al-Zamin by flying
jinns, who cannot decide which of the two is more beautiful.
They leave them there overnight while they go to play. The
Prince and Princess awaken, look at each other and fall in love.
When they go to sleep again, the jinns carry the Princess back to
her father’s palace, and the Prince spends the rest of the story on
a guest for the beaw iful maiden who captured his heart ina
midnight encounter. In the same way, the plot of the Madhum-
alati, in common with those of the other Hindavi Sufi romances,
draws the reader into the story by arousing his or her desire
and constantly deferring that desire till the lovers attain erotic,
narrative, and spiritual consummation.

Once the hero is born, astrologers are summonsd who name
the child Manohar. Foreshadowing the central narrative themes
of desire (kama), separation (viraha), and love (premd), they also
predict that in his fourteenth year he will meet his beloved and
fall in love. The two will then be separated and he will wander as
a yogi for a year suffering the pain of love I separation. After
that he will be King in all bis births. The Prince is brought up
and properly educated so that at the age of 12 he is crowned
King. When he reaches the age of 14 some passing nymphs,
atiracted by his good looks, resolve to find a Princess for him of
matching beauty. They debate the matter and decide on Mad-
humalati, the daughter of King Vikram Rai. The King rules the
city of Mahiras, the great rasa, suggesting the ultimate aesthetic
and spiritual value of prema-rasa. To compare the lovers, the
nymphs transport Manohar to Madhumilat’’s bedroom and
put his bed next 1o hers. Astonished at the resulting loveliness
they pronounce them 2 perfect match and go off to play.
Manohar wakes up and is amazed by Madhumalatl’s beauty,
which the poet describes in the twenty verses of a head-to-foot
description of the heroine’s body.

% Richard F. Burton (ir.), A Plain and Literal Translation of the Arabian
Nights Entertainments, Now Entitled the Book of the Thousand Nights and
a Night (Benares = Stoke Newington or Londom: Kama Shasira Society,
1885-6), iil. 212-348, iv. 1-29.
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When Madhumilatl wakes up she becomes extremely
alaymed, but as they talk, love, coming from a former birth, is
born between them. They pledge themselves to eternal fidelity
and make love—though not fully—and then fall asleep. The
nymphs return and are horrified at their dishevelled state and
quickly carry back Manohar to his palace. When he awakes, the
pain of separation overwhehns the Prince and he tells his nurse

' Sahaja (the simple or spontaneous mystery or mystical state)

what has happened. Various Kinds of doctors are called but they
fail to cure him because they do not know love. Eventually
Manohar resolves to set out against his parents’ wishes to find
Madbumalati in Maharas. He disguises himself as a saffron-
clad yogi and sets out with a large retinue, but as they cross an
ocean a storm sinks the ship. All are destroyed except Manohar
who is washed up on a foreign shore, ‘alone save for the name of
Madhumalati and the mercy of God’.

Manohar sets off inland and reaches a plantain forest, the
kadalt vana that signifies the place of self-mortification and spix-
itual attainment in Tantric practice and devotional poetry in the
sorth Indian languages™ As be is wandering through this dark
wood, he finds a pavilion in which a young and innocent Prin-
cess, Pemna (Love), is imprisoned. She is the beloved daughter
of King Citrasena of Citbisaraun (Forgetfulness or Fase-of-
Mind). She was out playing with her girlfriends when they had
to take shelter in a gallery or pa {lion painted with pictures
(eitrasdri) 1o escape a SWarm of bees. The pictures painted on the
walls of the pavilion suggest the realm of images (@lam-i imsal)
in Sufi cosmology, one step closer to the world of concrete phe-
nomena than the place of the divine Names. As they came out
of the picture-pavilion 2 demon seized her and brought her to
the dark forest where she Is an unhappy prisoner. Manohar
introduces himself and tells her about Madhumilatl. Pema, in
reply, says sheis a childhood friend of Madhumalat?’s and that
Madhumalatl visited her parents’ home with her mother every
month. When be hears this, Manchar resolves to save Pemi by

7 See David Gordon White, The Alehemical Body: Siddha Traditions in
Medieval India (Chicago: University of Chicago Press, 1996). 113.
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confronting the demon. When the demon returns, Manohar
wounds it, but the demon miraculously recovers.

PemZ explains that there is a tree whose ambrosial fruit grants
immeortality, and that in it resides the demon’s life. Hearing this,
Manohar knows that Allah would give him victory it ke could
but destroy the tree. He is hesitant to commit the sin of killing a
living tree, but is persuaded by Pemni’s unfortunate plight. By
cutting down the tree and uprooting the trunk, he leaves the
demon no source from which to renew his life. Once the demon
is dead, Manohar takes Pemd back to her parents, who are so
grateful they offer him their kingdom and Pema’s hand In mar-
riage. He declines, since his heart is pledged to Madhumalati. He
becomes increasingly impatient to set off on his quest again,
when Pema informs him that Madhumalat and her mother are
coming the next day. He waits in the picture-pavilion, restless
with the pain of separation. Pema brings Madhumalati there,
leaving them together as she guards the door. Manohar moves in
and out of consciousness in her presence. She is initially angry at
his cruelty in deserting her, until their former love reawakens.
They renew their vow not 1o make love fully until they are
married and fall asleep together. Madhumalatt’s mother, mean-
while, worrying about her daughter, descends on the pavilion
and finds them there together. Overcome with shame and rage,
she has Madhumalati taken back to Maharas, where she utters 2
spell and turns Madhumalati into a bird. When Manohar wakes
up he finds Madhumalafi gone; he is cast down once more in his
own bedroom at Kanagiri. He resumes his yogic disguise and
sets off again on the quest for his beloved.

Madhumalati, transformed into a bird, flies all round the
world in search of Manohar. This motif is found commonly in
Islamic mystical literature, in which the divine in the form of the
Universal Spirit moves through the world in the form of a dove
after creation.”® She suffers horribly from viraha, the pain of
love in separation. Despairing, she sees a Prince who Jooks like
Manohar and allows herself to be caught. He is Prince Taracand

# See, for instance, Mubyiddin Ibn al- Arabi, The Tarjumdn al-Ashwag: A
Collection of Mystical Odes, w. R. A Nicholeon (London: Royal Asfatic
Society, 1911). 20, 72-3. '
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of PavanerT (Wind City, a reference to the airs or winds of the
subtle yogic body) who, hearing her story, leaves his kingdom to
serve her and bring her back to her family and native land.
MadhumilatT’s mother is full of remorse and quickly restores
her to her former self. She offers Taricand Madhumalati in
marriage but he refuses, knowing she could only be happy with
Manohar. Madhumialati’s parents meanwhile write to Pema tell-
ing her what has happened. Madhumalati encloses a barahmasa,
a song describing her suffering through the twelve months using
exquisite natural and seasonal imagery. The letters reach Pema
just as Manohar reappears still disguised as a yogi. Further
letters are exchanged and a marriage is arranged between
Manohar and Madhumalati. After the wedding ceremony, they
consummate their long love-affair in full, much to the amuse-
ment of MadhumalatTs girlfriends. Taracand stays with them
both and one day he sees Pema swinging in the picture-pavilion
and falls in love with her although he does not know who she is.
Madhumilati realizes it must be Pem3 he has fallen for and tells
Manohar. Manohar says that since Pema had been offered in
marriage to him there was no difficulty in her being married to
Taracand. The marriage of Pema and Tardcand takes place and
after a while they all decide that they must return to their
respective kingdoms. After an elaborate leave-taking, Manohar
and Madhumalati finally reach his kingdom where, amid great
rejoicing, he is reunited with his happy parents.

This outline of Madhumalati reveals an entertaining and sen-
suous love-story that is both Indian and Islamic in terms of
narrative motifs, in common with the other texts of the genre.
The plot moves through successive stages of deferred desire,
driving the lovers and the audience along to the narrative, meta-
physical, and erotic satisfaction of desire in the final union. The
poet ends with a rhymed couplet that serves to round off the
story and to justify its continued circulation, translation, and
dissemination:

The elixir of immortality will fill love’s sanctuary, wherever it is
found.

As long as poetry is cultivated on earth, so long will our lovers’ names
resound.
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Since poetry is still cultivated on earth, the semsitive reader
(sahrdayd) will recognize that the Muadhumdalatt is a Sufi
romance full of delightful imagery and narrative symmetry.
Both pairs of lovers come together happily at the end to produce
a beautifully balanced conclusion. The only two formal literary
conventions in the story are the head-to-foot description of the
heroine and the barahmdsd, the rest being told with a lightness
and sensitivity in keeping with the theme. The poem fully justi-
fies Manjhan’s claim that it is pervaded with prema-rasa. the
evocative rasa of love that is above all the rdja-rasa, the roval
rasa or savour fit to be enjoyed by kings.

V. Mystical Meanings and Symbolism

The various Sufi silsilzhs that composed Hindavi poetry in
north India were fully steeped in the conventions and symbol-
ism of the various genres of Persian poetry, both lyric (ghazal)
and narrative (masnavi). At the same time, the Sufis were fascin-
ated by the poetics and alluring imagery of Indian classical and
regional poetry as they encountered it in musical and dance
performances and in poetic recitation. The cultural history
of sultanate and Mughal India is in part the history of
the enthusiastic participation of Sufis and other Muslims in the
formation of the canons of Indian poetry, art, and music. The
genre of the Hindavi Sufi romance should be read against this
larger historical background of cultural appropriations, com-
minglings, and creative formulations. Thus, the Hindavi Sufi
poets used Indian rasa theory and the conventions of Persian
poetry to create a romantic genre centred around the various
meanings of prema-rasa, the juice or essence of love. As we have
seen, rasa means taste or essence, and was nsed in Indian poetic
theory to refer to the property in a poem that evokes a trans-
subjective emotional response in the hearer or reader. Rasa has
at least two other meanings. At its core, the word means the
physical juice, sap, or semen that runs through humans as well
as the natural world. Secondly, this liguid essence or semen can
be manipulated through certain yogic practices to preduce
mystical bliss. ’ '
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When the Hindavi Sufi poets appealed to their readers as
rasikas, they were able to combine the notion of the sahrdaya,
a person of literary taste, refinement, and sensibility, with
the notion of the ‘gshig, the lover, and the salik, the seeker
on the mystical path. There is ‘a constant assertion through
the prologues of the genre that these poems have multiple
layers of significance. They are multivalent and multilayered,
containing as many levels of meaning as there are levels in the
soul of the reader to apprehend. Rather than straightforward
allegory, which requires a point-to-point correspondence
between levels of meaning, these works are full of multiple
suggestions and resonances. As J. R. R. Tolkien notes in his
introduction to his verse translation of the Middle English
Pearl,

A clear distinction between ‘allegory’ and ‘symbolism’ may be dif-
ficult to maintain, but it is proper, or at least useful, to limit allegory
to narrative, to an account (however short) of events; and symbolism.
to the use of visible signs or things to represent other things or ideas
... To be an ‘allegory’ a poem must as a whole, and with fair consist-
ency, describe in other terms some event Or Process; its entire narra-
tive and ail its significant details should cohere and work together to
this end. There are minor allegories within Peard . .. But an allegor-
ical description of an event does not make that event itself allegor-
ical. And this initial use is only one of the many applications of the
pearl symbol . . . For there are 2 namber of precise details in Pear!
that cannot be subordinated to any general allegorical interpretation,
and these details are of special importance since they relate to the
central figure, the maiden of the vision, in whom, if anywhere, the
allegory should be concentrated and without disturbance.”

The Madhumalati is ‘allegorical’ and ‘symbolic” in this precise
sense, containing a variety of suggestive incidents, an allegor-
ical centrepiece in the form of the seductive divine heroine, a
genuine poetic commitment to a range of poetic meanings,
and a sense of the poem as a whole suggesting and evoking

3 1 R. R. Tolkien, ‘Introduction’, in his translation of Sir Gawain and the
Green Knight, Peari, and Orfeo (London: Unwin Paperbacks. 1973). 6-7.
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rasa. It is clear from the text of the Candayan, the first surviv-
ing Hindavl Sufl romance, that the poet was familiar with the
technique of suggesting non-literal and non-figurative mean-
ings, called dhvani {resonance) or vyafjana (suggestion) in
Sanskrit literary criticism.® The later poets of the genre, espe-
cially Malik Muhammad Jayasl and Mix Sayyid Manjhan
Shattar Rajgir, used these techniques to suggest and 1o
gvoke spiritual levels of meaning, the fleeting ‘scent of the
invisible world’.

Manjhan thus wrote against a background of presuppositions
and expectations that was far wider than the conventions of his
genre. He used both the poetics of rasa and suggestion in the
works of Indian poets and the poetics of mystical symbolism
found in Sufi poetry, particularly in Persian. The Persian, San-
skrit, and vernacular poets most relevant to Manjhan’s time and
place form a set of horizons against which one can measure the
extent and effect of his own poetics of prema-rasa. The works of
Persian poets were understood to be delicate, full, and richly
suggestive poems, but lacking the graphic allure and frank eroti-
cism of Hindavi. Comparing the Madhumalatt to the Sanskrit
and vernacular poets of the period opens up new horizons of
understanding. Thus, the Sans it, middle Indic, and new Indo-
Aryan poetry to the god Krsna from the period contains a fully
worked out theology and aesthetics aimed at savouring the juice
or essence of love. In the incamationist theology of the poets
who address a personified divinity (sagund), the seeker or
devotee transforms his subjectivity by imagining himself in an
embodied relationship with divinity. On the other hand, Kabir
and the nirguna poets imagine a formless godhead, but their

3 The sophisticated and brilliant maghurm 0pis that best systematizes the
dhvani theory is the Dhvanydloka (Light on Dhvani’) of Anandavardhana
along with the commentary of Abhinavagupta. the Locana or “Eye’. For these
texts, see The Dhvanyiiloka of Sri Jnandavardhandchirya with the Lochana
Sanskrit Commentary of Sy Abhinavagupta, ed. with a Hindi trans. by Jagan-~
nath Pathak (Benares: Chowkhamba Vidyabhawan, 1965). Both texts have
been translated into English by D. H. H. Ingalls, J. M. Masson, and M. V.
Patwardhan as The Dhvanyaloka of Anandavardhana with the Locana of
Abhinavagupta (Cambridge: Harvard University Press, 1990)-

Introduction xxxix

version of prema is focused on self-recognition through the
meditative practice of the divine Name.

The Hindavi Sufl poets fall somewhere in between these two
poles. In their poems, the erotic body of the hercine signifies
divinity in a temporary revelation that is intended to draw the
seeker out of himself and on to the ascetic path. Since their
metaphysics is focused on 2 transcendent principle that cannot
be embodied, it is the journey of self-transformation and the
balancing of this world and the hereafter that is central to their
sesthetics. Since the Sufis believed in a notion of ordinate love,
in which each object of desire is loved for the sake of the cne
higher to it, their poetry requires narrative stages in which the
seeker advances towards the highest object through a sexries of
ordeals. This is embodied in the erotic body of the heroine,
allegorically understood to contain the concentrated blinding
fiash of Allah’s divine revelation. Savouring the rasa of the
events and imagery of the story involves picking up these
multiple resonances and aliowing them to transform one’s
subjectivity.

Thus, the aesthetics of the Hindavi Sufi romances was aimed
at suggesting and awakening love between a transcendent god-
head and the human world through the circulation of love
between human lovers. In this poetry there is an interplay
between profane and divine love, where divine love is considered
“ishg-i hagigr, love of God, and human love is just a reflection of
this spiritual or true love, being described as ‘ishg-i majézt,
metaphorical or profane love. This set of distinctions, often
ceferred to as ordinate love and defined as & ladder or progres-
sion in Sufi treatises, is apparent to us from the brief and scat-
tered interpretative comments on the Hindavi romances in the
Persian sources of the sultanate period. The beloved in Sufi
poetry, as well as the lover, demons and ordeals, can all have at
least a double reference but they cannot be understood schemat-
ically or allegorically. The symbolism is altogether more subtle,
using suggestion and allusion to hint at symbolic levels which
are co-present with the literal, so that in any one context, in any
particular verse o passage, One level might be applicable, or
two or several. The heroine is not always God, the beloved,
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sometimes she is simply a beautiful woman, and sometimes she
is both. Similarly the herc is sometimes a lovelorn young man,
sometimes the human soul, sometimes a spiritual traveller,
sometimes the created world, sometimes any two or three of
these together. The richness of the symbol is measured by the
number of levels of understanding and response it can evoke in
the reader or hearer.

The text of the Madhumalart is richly allegorical and sym-
bolic, outrunning the precise details of its allegory by the beauty
and multivalence of the symbols used. In order to understand
how this complex set of literary techniques, anchored in a poet-
ics of rasa, is properly mystical, we need to turn the lens on
another facet of the poem. In evoking the ‘scent of the invisible
world’, the poet uses both allegorical events and symbolic
excess. The classic writer on the theory of mysticism, Evelyn
Underhill, defines symbols and their meanings very userully:
“The greater the suggestive quality of the symbol used, the more
answering emotion it evokes in those to whom it is addressed,
the more truth it will convey. A good symbolism, therefore, will
e more than a mere diagram or mere allegory: it will use to the
utmost the resources of beauty and passion, will bring with it
hints of mystery and wonder, bewitch with dreamy periods the
mind to which it is addressed. Its appeal will not be to the clever
brain, but to the desirous heart, the intuitive sense, of man.™
When Manjhan addresses himself to the rasika it is precisely
this desirous heart and intuitive sense to which he is appealing.
In her analysis, Underhill identifies three major classes of mys-
tical symbols: that of the pilgrim or traveller on the way, the
salik: that of the lover searching for his Beloved, the “ashig; that
of the seeker of inward transformation, the sadhak.

In the Madhumalati, Manjhan employs all three allegorically
and intertwines them into a beautifully constructed narrative.
The first level of symbolism is that of the sadhak, here the yogic
level. In the genre of the Hindavi Sufi romance, the hero ordinar-
ily disguises himself 2s a yogl when he sets off in search of the

3" Evelyn Underhill, Mysticism (New York: Doubleday. 1990). 126.
# See Underhill, Mysticism, 125-48.
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beloved. A number of key yogic terms are used to suggest the
ascetic level of meaning through a coded vocabulary. The high-
est state is referred to as sahaja, the state of spontaneous bliss,
wherein is experienced mahdrasa, the great rasa, the name of
Madhumalatis city. Manokar has a nurse called Sahaja, and
Taracand’s ¢ity is called Pavaneri, which can be taken as indica-
tive of pavana, breath. Pema’s city is called Citbisardun, which
means peacefulness or forgetfulness of mind, the objective of
meditation. Pem3 means love and the release of Pema from the
clutches of the demon could be taken as the hero’s liberation of
the abstract quality of love from the darkness of the phenom-
enal world into which she has fallen. In terms of the yogic sys-
tem of self-mertification, it could also signify the release of sakt:
from the base of the spine so that it can rise up the psychic
channel susumnd to union with Siva and thus bring about
immortality. Finally, when Manchar tells Madhumalati that he
is the sun and she is the moon this too would be taken to refer to
the two psychic channels, the ida and pinigala nadis that Tun on
either side of the susiwmnd. This yogic level of imagery and ter-
minology is as explicitly a disguise as is the yogic appearance that
Manohar adopts when he sets off on his search. The assumption
of Gorakhnathi garb is as surely an indication of the transla-
tion of Islam into an Indian landscape as it is an allegorical
sign of the seeker’s self-transformation by the end of his quest.
Manohar has always shed his yogic guise, his des? version of
Islamn, by the time he meets Madhumilati. In the final fairy-tale
union, he is Islam internally and externally transformed into an
Indian religious and literary world. The hero is the ‘Gshig, the
lover, and the salik, the Sufi traveller on the path, conventional
symbols of Sufi poetry which can now be examined.

Underhill further analysed the various stages of the miystical
path, mainly on the basis of Christian mystics, although she
does show some acquaintance with Muslim mysties as well. Her
analysis is suggestive in that it creates a generalized scheme with
four major phases that she called awakening, purification (via
purgativa), ilumination (via illuminativa), and union (via uni-
tiva). While there is no historical connection between the
Shattar? Sufis and the Christian mystics, the scheme helps us to
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focus on the narrative stages of the awakening, purification,
illumination, and consummation of desire in the Madhumalar?.
Manohar must be understood as the human soul which is
granted a foretaste of divine beauty in the form of Madhum-
Zlat], whereupon love is born between them coming from a pre-
vious Jife. This is certainly a familiar situation in Indian poetry,
where reincarnation is a presupposition, but in Islamic terms it
must refer to a pre-existent state of love between the soul and
God which is reawakened. This portion of the story, until the
nymphs separate the couple, is the first stage, and could be said
to correspond to the awakening of love.

The second stage, purification, begins when Manohar is
overwhelmed by the pain of love in separation and becomes ill.
Doctors, often symbolic of Jearning and rational thought (agl),
fail to cure him because they do not understand love. All Mano-
har’s tribulations and sufferings are part of this purgation of the
lower forces in his nature. This culminates in the moment when
he is able to slay the demon and set love, Pemi, free, after which
love becomes his guide, murshid, and leads him to his second
meeting with Madhumalatl. This second encounter marks the
third stage, that of illumination or gnosis, called marifz in Sufi
schemes of spiritual advancement. It takes place, significantly, in
the picture-pavilion which is symbolic of the world of imaginal
forms (alam-i imsél). Here Manohar invites her to draw back
the veil of her locks and Madhumalati, for the first and only
time, indicates that her beauty is something more than human
beauty and cannot be seen with one’s ordinary eyes.

As we have mentioned, the poets of the genre use a coded
vocabulary to suggest muitiple levels of symbolism and mean-
ing. For example, the location of Citbisardun as a halting place
{magam) on the spiritual path is interesting, since the word can
mean not only peace of mind but also forgetfulness. There is a
sense in which this stage on the path is the point of greatest risk.
Forgetfulness can translate as ghaflat, negligence, which is one
of the greatest problems the Sufi traveller faces. When Manohar
reaches Pema’s home he is offered everything, including Pemi,
but he resists the temptation because of his pledge to Madhum-
alati; that is, he remembers his primary loyalty. A further
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temptation occurs in his meeting with Madhumalatt which they
both recognize and reject, namely to make love fully as if they
were married. They remember their former vow not to do so
until they are married. Syrabolically this signifies the recognition
that Murnination, md'rifa, is not final union, that there is further
to go on the path. Forgetfulness can also be taken as transcend-
ing the ordinary consciousness of the empirical world and
enjoying ecstatic states, as Manohar does in their second
encounter. Citbisaraun is therefore an excellent choice of name
for the location of illumination since it is charged with symbolic
potency, indicative of both the high risk and the high reward of
the traveller on the mystical path.

The transition between illumination and union, famously
called ‘the dark night of the soul’ by St John of the Cross, is
usually a barren despairing period in which both lover and
beloved are not sure of the final outcome. The lovers are sep-
arated by MadhumalatT’s angry mother, who transforms her
delinquent daughter intc a bird by the use of a magic spell.
The bird Madhumailati, formerly the image and experience of
God, flies about the world in a desperate quest for her lover
Manohar. After a year, she allows herself to be caught by
Taracand, a Prince who resembles Manohar. At the yogic level
of symbolism Tar2cand is suggestive of breath, but in a Sufi
sense he is representative of selflessness and disinterested ser-
vice (khidmat-i khalg). In the spirit of selfless service to Mad-
humailati, he deserts his kingdom and does not expect any return
for his devotion since thelovely and magical birdis already pledged
to another. It was through love, Pema, that Manohar was able to
reach Madhumalati, and now it is through the selflessness and
devoted service of TarAcand that Madhumalati is able to reach
Manohar. Manjhan departs from the conventions of the genre at
this point. He puts the bdrahmdsa, the song of the pain of love
in separation through the twelve months, in the mouth of
Madhumailatl. The other romances usually have the bdrahmasa
as a song sung by the deserted wife, who is usually taken to
symbolize the lower self, the nafs, or the world, or both. In
giving the barahmdsad to Madhumdlati, Manjhan is able to
demonstrate in a strong way—in that it departs from the
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convention—the love and yearning of God for the human
soul. :

Manjhan handles the final stage of the consummation of
desire, the ultimate savouring of prema-rasa, through a double
denouement that uses the conventions of traditional Indian
marriage. In the practice of child marriage, it was usual for the
bride to remain with her parents after the ceremony until she
reached the age of puberty. After this there was a second cere-
mony, the gavana or ‘going’, in which all goodbyes were said and
she set out for her husband’s home after the ritual of consum-
mation as a sexuzally mature woman.? Union itself, as in other
mystical literatures, is described in terms of both mystical mar-
riage and of sexual union. After describing the grand marriage
ceremony and the first night of union, Manjhan uses the time
spent at her parents” home to allow Pem3 and Taricand to fall
in love and get married so that all four live together in perfect
harmony. The second ceremony, the gavana, then takes place
with leave-taking and goodbyes. In Madhumilati’s case, this
long goodbye includes her parents, relatives, friends and
retainers, as well as the walls and ramparts, the bed, her clothes
and her toys, that is, the entire conditioned world of materiality
and relationship. All four set off, but, after a while, Pemi,
human love, and Taracand, selfless love and service, separate
from the other two, since they cannot enter the totally
unconditioned world to which Manohar and Madhumalati are
beir. Eventually Manohar reaches the kingdom from which he
set out and becomes king in all his births. The cycle is complete;
as the Sufis would say: ‘From God we come and to God shall we
return.” For Manohar and Madhumalati, as spiritual travellers
and Sufi lovers, this return is represented in life and not in
death.

Underneath this generalized Sufi symbolism, which can be
understood as allegorical moments or stages along a mystical

% See 8. W. Fallon, 4 New Hindustani-English Dictionary, With Ilustra-
tions from Hindustani Literarure and Folklore (Benares: Medical Hall Press,
1879), 10:5-16, and William Crooke, 4 Rural and Agricultural Glossary for
the North West Provinces and QOudh (Caleutta: Thacker, Spink. and Co.,
1888), 1045,
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progression as well as a weaving together of levels of symbolism,
it is possible to detect a specifically ShattarT set of resonances.
The attentive reader will recall from our summary account of
the ShattdrT path that the neophyte tastes mystical absorption
in the divine essence at the very beginning of his ascetic practice.
In the poem at hand, this is signified by Manohar’s initial com-
munion with Madhumalatl, the image of God and divine beauty
in both its gentle (famdli) and its terrible (jalali) aspects. The
episode with the heavenly nymphs and the first meeting In which
a pre-existent love is reawakened, which Manohar describes as
both real and unreal at the same time, describes just this process.
Thereafter, Manobkar, suffering from viraha and with only the
name of Madhumailati, descends, step by step, to the phenom-
enal world where he finds the Princess whose name is love
detained by the evil demon. The Name of God proves to be kis
salvation because Pemi, love, recognizes it as the name of her
childhood friend. Through his victory over the demon, he is able
to begin his ascent back up from this low point on the upward
arc of the circular Shaftar regimen. With love as his guide, he is
reunited with God but in the imaginal world of the picture-
pavilion.

Up to this point the story has been that of Manohar, but
now it is told from MadhumilaiT's peint of view. It is as if the
human soul can only hope to reach as far as illumination
through its own efforts. Thereafter, only through selffess love
and service is God able to reach the human soul and take it to
union. In the other Sufi romances written within this genre, the
heroes all diec and their co-wives all commit sa:T on their hus-
bands’ funeral pyres. This implies that men sacrifice women on
the mystical path after spiritual self-transformation. In the
cultural logic of the period and among the Sufis, the final
sacrifice is taken as referring to fumd, the annihilation of self,
a necessary process for every mystic. In the Madhumdlati,
however, nobody dies. The ShattarI path reaches beyond fand,
the annihilation of egotistical selfhood, to hagd, subsistence
in God, and finally to baga al-bagd, everlasting reintegration in
God, which is the culmination of Manjhan's story. In this, as
in the other ways that have been shown, the Shattari path is
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distinctive. In going beyond fand and using this unique double
denouement, Madhumdlati transcends the other poems of this
genre,

It should be remembered that the yogic, Sufi, and Shattar
levels of signification are not really discrete elements since the
different symbols are all intertwined and perfectly merged with
the literal imagery and narrative. The allegorical and complexly
symbolical aesthetics of prema-rasa necessarily involve a com-
munication of desire between lover and beloved, human and
divine, and reader and text. Savouring the juice of love meant,
for the authors and audiences of the Hindavi Sufi romances,
bringing all three relationships to consummation. Sufi authors
considered that the form, shape, and potentiality for analogy of
a story or situation had the power to settle in a reader and
transform human understanding and consciousness. From all
that has been said, it will be apparent that in the Madhumalari,
Manjhan composed a beautifully balanced and enchanting
poem tich in its suggestive power and potential for mystical
interpretation. It is hoped that this brief introduction will con-
textualize the work and its author and permit 2 more informed
appreciation of the poem. We would like to emphasize, however,
that the poem should be read and enjoyed as a rasika would read
it, with an open heart, a discerning mind and a sensibility open
to the poem’s suggestive power,

NOTE ONTHE TEXT

A ramous dictum has it that one can never translate a poem,
only rewrite it. Our work with Manjhan’s Madmenalar? has
aimed at recreating the poetic form of the text as closely as
possible in English  while conveying the lexical semse of the
poetry accurately. Bach verse of the poem consists of five short
rhymed couplets, followed by a longer rhymed couplet summing
up the point of the verse, somewhat reminiscent of the in-
sistent ‘bob and wheel’ verse-structure of the Middle English
poem Sir Gawain and the Green Knight'! The second verse of
Madhumdilat? is transcribed below to show the structure and
patterns of the poetry and its metres and rhymes:

eka aneka bhava paramesa eka ritpa Kach€ bahu bhesd
rini loka johvd lngi thii bhoga kai angbana riipa gosii
kartd karai jagata jera cahai jamu tha janms rahai jamu Ghai
bdju thiiva berasai sabha thai _  wirguna eka omkéara gosar
guputa riipa pargata sabha thai  bajhu riipa bahuripa gosdi
tribhuvana piri apiri kai, eka joti sabha thiva
Jotihi anabana miirati, mirati anabana niva

The first line scans as follows:
e A ot R, k= e I e,
The line consists of two half-lines or ardhdlfs, cach having six-
teen matrds or metrical instances and usually ending in a spon-
dee (~). A short syllable, indicated by \, is one md#rd, and a long
syllable, indicated by —, counts as two mdtrds. This metre, in
which there are two rhyming half-lines of sixteen marras each, is
calied caupdr. Bvery verse of Madhumalatt is of five couplets in
the caupal metre followed by a longer rhyming couplet called a
dohd. A dohd is two rhyming lines of twenty-four mdarrds each,
with a pause or caesura, indicated above by a comma, after the
first thirteen mairas. The first line of the doha scans as follows:
AN =AU, —I— I,

"t Sce Sir Gawain and the Green Knight, ¢d. J. R. R. Toikien and E. V.
Gordon, (Oxford: Oxford University Press, 1925).




