PASHTO VERSE
By D. N. MacKenzie
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N, and since, the nineteenth century a more than passing interest in Pashto
verse, both literary and popular, has been shown in Europe, as the following
titles (not to mention a number of chrestomathies) testify :

H. G. Raverty, Selections from the poetry of the Afghans, London, 1862 ;

C. E. Biddulph, Afghan poetry of the seventeenth century, being selections

from the poems of Khush Hal Khan Khatak, London, 1890 ;
' J. Darmesteter, Chants populaires des Afghans, Paris, 1888-90.

In more recent years the Pashto Academy (Pas#to Tolona)*® of Kabul has
published an admirable series of books, including the verse of such major poets
as Xudhal Xan Xalak, ‘AbdulHamid Momand, ‘ Abdur Rakman Babd, and others,
and two valuable collections of popular verse.2 Yet, to my knowledge. no writer,
Afghan or European, has ventured to write on Pashto prosody in any of its
forms.® Tt is, therefore, with some trepidation that I offer the following few
notes on the subject, the more so as they are the result of a ‘ paper ’ analysis,
without benefit of native Afghan advice. But in so doing I may perhaps win
for my subject a more favourable verdict than Biddulph’s, who felt that Pashto
metre was not ‘ such as would commend itself to or be appreciated by European
readers unaccustomed to its rhythm ’.4

Pashto verse falls simply into the two categories of ‘ literary ’ and ‘ popular’
Literary verse is that cast in the Arabo-Persian mould of the bayt, vazal,
kasida, rubd‘t, masnawi, etc. Afghan writers tend to refer to such verse generally
as ‘ metrical ’ (‘arizz). This is a misnomer, for though they follow the classical
rhyme patterns Pathan (Padtin) poets do not, indeed cannot well, obey the

1 Although based on Lentz’s Lateinalphabet fiir das Paschto, Berlin, 1937, the transcription
employed here is a personal attempt (which must needs be justified elsewhere) to represent the
Pashto script by a similarly pan-Pashto transcription. It does not, therefore, accord with the
phonemic system of any one dialect, least of all, probably, with that analysed in Penzl’s
Grammar of Pashto, a descriptive study of the dialect of Kandahar, Washington, D.C., 1955. Of
the more unusual diacritics, ["] (plainer and less ambiguous than a subscript dot) indicates a
retroflex consonant, while [_] marks a distinction in the Arabic script having no significance in
Pashto.

2 Milli sandore, edited by Muhammad Gul Niri, Kabul, 1944 ; Paztani sandore, edited,
Pt. 1, by Muhammad Din Zwik, Pt. 11, by Muhammad Hasan Zamir Sapi, Kabul, 1955-6 (cited
below as PS8, 1 and PS, 1 respectively).

3 [Addendum. 8. M. Idris touches upon the subject in ‘ Pashto poetry through twelve
centuries °, Journal of the University of Peshawar, No. 3 of 1954.]

4 op. cit., p. xvii.
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quantitative rules imposed on Persian verse. In fact, all Pashto verse is syllabic
in nature.

Popular verse is again divisible into two categories. The spontaneous
verselets sung, we are told, at work and on the road, and those sung to the
national ata#i dance, are truly popular. Often, it would seem, they are tradi-
tional, and nearly always anonymous. Then there are the more ambitious songs
of the professional musicians. These always have a ¢ signature ’ but, professional
ethics being what they are, not necessarily that of the true composer.* It is
this latter type of ¢ popular song ’ which is mainly represented in Darmesteter’s
collection and in the second part of the Padtant sandore.

The popular songs are classed according to their rhyme patterns. The
commonest forms are the yazal and the éarbayta. Darmesteter dismisses the
former perhaps too easily with the words,? ‘Il n’y a rien de particulier & dire
du ghazal : il a passé de la poésie persane dans la poésie indienne, et c’est la
que 'ont pris les podtes populaires de I’Afghanistan’. Far from the simple
rhyme pattern of the literary yazal :

MM AM BM CM ete.
the popular yazal (PS, 11, 117-66) may have such rhyme schemes as :
MM AAMM BBMM CCMM etc.
MM AAAM BBBM CCCM etc.
MM AABM CCDM EEFM etc.
and, with internal rhymes,
M-M  aaB-M-M ccD-M-M  eeF-M-M ete.
aaM-bbM C-ddM E-ffiM etec.
M-M aaA-M  bbB-M ccC-M etec.
The famous song ‘ Zaxmi Dil’, by Mira, may serve as an example.?
TI'azal da Mira.
Zaxmi pa yam ke prot yom da hifran pa kalro.
2f2 me yowat pa mangul kie ée nan rayala xdro, ro ro.
Lab 3akar lars, sina samar lari, dandan gawhar lart ;
20 ye wistolom pa zamir, joka gad yom pa néro, ro 0.
Tal pa jang yoma, pa wino rang yoma, 22 sta malang yoma.
yar tabib day joma, 20 muhtaj yom da daro, 7o 0.
Sir de xpol ways, waz'n da bl wayr, jan ta de yal wayi ;
Mira ways tol sand, yammaz gir $u pa panjaro, 10 ro.

¢ 1 lie in sorrow, wounded by the daggers of separation.

Kharo carried off my heart in her hands when she came to-day, softly,

softly.

Her lips hold sugar, her breast bears fruits, her teeth are jewelled ;

1 See Darmesteter, op. cit., p. cxciii.

2 op. cit., p. excv.

3 This text, differing again from the three versions given by Darmesteter, op. cit., No. 70,
follows as far as possible that sung by Begam Jan of Peshawaron a ¢ Banga-Phone ’ record, NP 14.
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she has struck me to the heart, therefore do I cry, softly, softly.

I am always at war, coloured with blood, I am thy dervish.

My beloved is my physician, I am in need of physic, softly, softly.

If one calls a verse his own and sings the song of another let him call himself

a thief ;

Mira always praises God, for the slanderer has been caught in a cage, softly,

softly.’

The éarbayta (PS, 11, 1-116), which despite its name may have any number
of bayts from two onwards ¢n each stanza, differs from the yazal in having
a refrain. It is also known as the sandara, the ‘ song’ par excellence, or the
badsla. Darmesteter rightly analysed the rhyme patterns as:

RR AAA..MRR BBB..MRR CCC..MRR etc.
or rR(mM) aAaAaA. .mMrR bBbBbB..mMrR etec.
where (m)M rhyme with the refrain (r)R. The following is a particularly short
example (PS, 11, 92), with an internal rhyme :

Carbayta da Akmad Xan.
Moz de day jumat, sanam, §in zal de imam day.
Wa-me-lido subk u $am ; nada da islam day.
Moz de loka Imar, fonay, wazti da bam pa sar.
Zj de yom nokar, fonay, ta lore sur 3al pa sar.
Lar da zorawsr ye ta, garje da kald pa sar.
Dera &@ista ye ta ; non me dar ta pam day.
Moz de day jumat, sanam, §in zal de ymam day.
Zs Ahmad Xan %afama, laga zamana $wala.
Der pa arman lafoma, da zoma bana $wola.
Xwla ée war na yoita ma, masta begana Swala.
Wagoray, ‘alama, da ‘asik days anjam day.
Moz de day jumat, sanam, §in xal de imam day.

‘ Thy face is the congregation, O idol, thy bright mole the prayer-leader.
I saw it morning and evening ; it is a sign of my faith.

Thy face is like the sun, lass, early on the roof.
I am thy servant, lass ; thou art afar with a red shawl on thy head.
Thou art the daughter of a tyrant, wandering on the roof of the fort.
Thou art very beautiful ; to-day I am thinking of thee.

Thy face is the congregation, O idol, thy bright mole the prayer-leader.

I, Ahmed Khan, weep ; the times have betrayed me.

I went with great sadness, this was my pretext.

When I sought her mouth from her she, intoxicated, became a stranger
to me.
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Behold, ye people, this is the end of a lover.
Thy face is the congregation, O idol, thy bright mole the prayer-leader.

Within these rhyme patterns the lines of the yazal and éarbayta show a
bewildering variety of lengths. They may, but by no means always do, have
one of the regular syllable and stress patterns described below, but the
versification seems to be subordinated to the demands of the tune.

A third type of popular song, which may be mentioned to obviate any
misunderstanding, is the rubd‘z (PS, 1, 167-80). This is in fact no more than
a popular version of the literary yazal, as a short example (PS, 1, 169) will
show.

Ruba‘t da Mra.
Be la td na zoma héc na §1 ardm,
loka prét de wi marys pa mazbat ddm.
Xuiali ba zoma c3 wi pa dunyd kie
e waldf yom std pa ddr sah@r maiim ?
Ka de hér yom ra ta sdm wowdya hdl, :
' de me ‘UmOr zyati né kfam naardm.

Da me zpila kambaztt da, ay nigdra,

e badbin yom sta da ldsa pa zpol kim.

Rab da pdra Mird md seza pa or kie,

war ta wdrka da sro mdyo yaw dak jdm.

¢ Without thee I can have no rest, like a bird lying in a strong snare.

What happiness can I have in the world when I stand at thy door morning

and evening ?

If thou hast forgotten me tell me the plain truth, that I may no longer

spend my life in unrest.

This is my own misfortune, O beauty, that I can see no hope for my desire

at thy hands.

For the Lord’s sake, do not burn Mira with fire, but give him a full goblet

of red wine.’

Turning to the more popular verselets we find a gratifying regularity of
syllable and stress patterns. The commonest type, to judge from the 7,000
examples published in the Padtani sandore (PS, 1, 1-330), is the distich. This
is called landsy in the west (land ‘ short’) and fapa or misray, in the east.
A masray has two unequal lines, the first always of nine syllables, the second of
thirteen.! The lines do not rhyme with each other, but the last line always ends
in -ina, -unae, -ana, Or -ama.

The pattern of stresses within the line is constant throughout.? A main

1 Contra Lentz, Lateinalphabet, p. 11, ‘ Die Silbenzahl wechselt ’.

z The importance of the distribution of stresses in Pashto verse was first kindly suggested to
me by Professor G. Morgenstierne and it is largely through his encouragement that I have
pursued this analysis.
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stress, always coinciding with the normal prose word-stress, we may mark [-—].
Since main stresses recur at four-syllable intervals it seems probable that a
counter-stress [— ] occurs on each second intervening syllable. This does not,
however, necessarily coincide with the normal word-stress. The pattern of
the misray is then :

9
18 — &
as in:
Pa loyo yré da zwddy nazdr day ; 9
pa sdr ye wawre orawi, sapér guliina. 13

‘ The sight of Géd rests on high méuntains ;
He showers snéw upon their héads, around them flowers.’
Tunéa da gilo mé pa lds da ; 9
ka cok gulina boyawt no rd-de-Sina. 13
‘I hold a pésy in my hénd here ;
let who’d enj6y the flowers’ fragrance come then t6 me.’

Although it is not essential, either line may have a caesura. This then comes
after the fourth, fifth, or sixth syllable of the first line, and after any of the
fourth to eighth syllables of the second line. In the following examples the
spacing marks a caesura.

Misray — Landay.

Kaldm ba mat, gité ba pré kfam, 4 +5
pa wino ring  kaydz ba yar lard lefsma. 449
‘ I'll break my pén, cut off my fingers,
and send the létter writ in bléod to my beléved.’
Islam kadtsy, kufdr darydb day, 445
Saytdn nahdng day  ‘dlamiing ydrkawina. 5+ 8
¢ Islam is the ship, impiety the ocean,
Satan is a monster dragging mankind under.’
Azdr ba wrdn Se, pédawdra ; 5+ 4
da nangrahdr njuné  derd dar td kawina. 6 +7
* At last, Peshdwar, you’ll lie in riins ;
8o do the girls of Nangrahér heap curses 6n you.’
Ahkmada, vwddy de jannati ka, 9
tar hindistina pore  td kol jangiina. 7+ 6
¢ Ahmed, may God grant thee paradise,
that carried wars even unto Hindustan.’
Da &xirdt  saxtd zwart da ; 4 4+ 5
cok & toxd war ta lart  xuddl ba wina. 8+ 5

¢ The hereafter holds many trials in store ;

happy he who makes provision for it.’
Azsr ba xdwre 3¢,  surdta, 6 + 3
ka dé har cona pa zarbdfto ke satsma. 13
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¢ In the end you will be dust, my body,
however much I keep you in fine fabrics.’
The following example from among many in Abaseen (a Karachi periodical)
shows the vitality of the form :
Xwdayd, ‘amdl me nék nasth kfe, 9
da pakistdn fand de da du‘d kawina. 13
‘*“ 0 God, mayest Thou grant me good fortune in all my deeds ”’,
thus do the girls of Pakistan pray to Thee.’
Begam Jamal.
The da ata# nara (PS, 1, 331-47), ¢ dance song’ or chorus, normally has
three or four lines of the following rhyme and syllabic patterns :
(A) M B M, (m 1 7 1L
The stress patterns of the two lines are again regular, namely :
S S R
11 - = -
as in (PS, 1, 332) :

Amrét pa wina téra, kandahdra, 11
2ulfé me Ugde Swe ; 7
ugdé zulfé ba cé garzom be ydra ? 11

¢ O péar upon a blick tree, Kandahér-o,
my lécks are grown so l6ng now ;
how 16ng must I exist long-locked and 16ve-lorn ¢’

Another verse usually connected with the ata#i dance is the sar or nimakay
(PS, 11, 227-306). This is normally of two or three unequal lines, not neces- .
sarily thyming, and apparently varying in length from five to fifteen syllables.
Any stress pattern is, therefore, by virtue of the individual line and not of the
verse form.

Nimakay.
Ma ta asil $alima rawfa la bazira, 13
zomd §irina ydra. 7
Such a nimakay is usually sung mingled with a misray, as in (PS, 11, 244) :
Ka dé astl $al rd ta rdwaf, 9
zomd §irina ydra, 7
pa sr6 mangdlo ba de &5 éapt kawsma. 13
Zomd §urina ydra, 7
md ta asil salina rawta la bazdra, 13
zomd §irina ydra. 7

¢ If thou bringest me a fine shawl,

my sweet beloved,

I’ll knead thee well with my own rosy hands.
My sweet beloved,

bring me fine shawls from the market,

my sweet beloved.’
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Similarly (PS8, 1, 229), with a different type of nimakay :

Tor lawangin 1d ta taydr kfay ; 9
atdds e da kand’hdr njiné kawina 11
spind sind bandé lawdng mazd kawina. 13
Atd# de da kand’hdr nfuné kawina, 11
lind ye kamisiina, 6
lawdng ye pa nams yulé wahina. 11

‘ Make me a garland of sweet-smelling cloves ;
when the girls of Kandahar go dancing

a clove upon a white breast looks delightful.

When the girls of Kandahar go dancing

their shifts are short,

they plunge sweet-smelling cloves into their navels.’

A last type of short popular song which deserves mention is the babu lala
(PS, 1, 348-64), sung by the women of a bridal party to the waiting bride.
This is a regular tristich, thyming A B A, generally with an eight-syllable
line of the following ¢ Hiawatha ’ pattern :

agin :

Us waldf, zangiin-tafslay ; 8
tar hayo ba yeé xlas ns kom 8
o jma jan na day rayslay. 8

¢ Camel stinding with knees hébbled ;

until thén I’ll not reléase it,

till my l6ver cometh t6 me.’
Néwaksy par lis dasmdl day ; 8
é da kam ye bélawina 8
par 2fagt ye dér armin day. 8

¢ The little bride has a handkerchief in her hand ;
when they take her away from her people
there is much sadness in her wee heart.’

There is some variation, however, in the length of lines, as in :

Rwdje dwé di da Eadsy® ; 8
awdl de joy ye zé4, 7
b3l ée rdwft ndwaksye. 8

‘ There are tw days of rejbicing ;
the first her boy-child’s birthday,
when a bride he brings the 4ther.’

If we now compare the stress patterns usual in these popular verses an
overall scheme emerges providing the clue to the literary verse forms. Starting
with the shortest line of five syllables and building always with an extra initial
syllable we get :
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From these possibilities it is the 8, 12, 14, 15, and 16 syllable lines which
occur most often in the literary yazal, precisely those patterns which popular
verse generally excludes. Here follow a number of typical yazals.

11

Pa har kdr k¥e mdslahdt $ta,  xpil, pradi ta ndgthdt §ta. 8 8
Ce lar-bar la maslahat § kola zayr @ barakat §ta ?

Da saft humra Zadz da ée pa 2f2 kie ye himmat $ta.
Ce himmat da safi no wi muhayyd war ta nakbat Sta.
Sar hala pa tana %o day ka da sar sara ‘i$rat Sta.

Da saf7 e “tzzat no wi da Ywanddan ye co lazzat §ta ?
Pa sakih yani hays day da har &3 e kand‘at 3ta.

Da nistoy ® andiak ma kfa ka pa tan kie de sthhat §ta.
Ce sihhat da sarat no wi ¢a pa-kir ka de dawlat §ta ?
Din dunya de mubdrak $u ka dana sara suhbat $ta.

Os yari ma kfa, Xuihala, da yaray ? sara afat $ta.

That there is a proper way to do all things
is my advice to friend and stranger alike.
When one acts without regard for prudence
how can one be blessed with riches ?
A man will have just such happiness
as the courage in his heart merits.
When a man has no courage
misfortune will always dog him.
A head rests well upon its shoulders
if it has happiness for company.
When a man has no honour
what pleasure can his life hold ?
In truth, he alone is rich
1 Biddulph, op. cit., p. 64 of the texts.

¢ The diphthong -2y, normally one syllable, as in the last line, may meirs causa count as two,
thus : da nistai.
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who is satisfied with all men.

Do not worry about death

while you have health of body.

Even when you have not health

what matter if you have good fortune ?

Your spiritual and temporal lives are both blessed
if you share the company of wise men.

Do not now indulge in close friendship, Khushal,
for that way lies misfortune.’

g
Cé warbdl ye pd spin méz dlifta kéi 12
pa nmaddm kde rdfia wrdj nihifta kéfi. 12
Ka da mox ddist ye da day ée lida i
1a ba ma yunde pre der aSufta kegi.
Pa baiio ye ode na di Gwezande,
hamagi durr 4 gawhar di, sufta kegs.
Naway rang, naway nakhat, nawe ye paie,
pa da biy ki ‘afab gul Sigufia kefh.
Pa afa me ba pohedi, zob wa-na-ka
haya kas e pa gesu ye zufta kegt.
Da Xushal da xwle xabare zide no di,
da hama la yawa Aala gufia kegs.
‘ When her férelock falls dishévelled her fair face o’er,
it is like a bright day hidden at the stnset.
If this which can be seen is the beauty of her face
then many more like me will be distracted by it.
These are not tears hanging on her lashes,
all are threaded pearls and jewels.
A new colour, a new fragrance, new its petals,
a rare flower blossoms in this garden.
He will understand by my cries ; may he not sleep
who lies wreathed in her tresses.
The words from Khushal’s mouth are not happy ones,
all this is said in one sad state.’
Very commonly the rhyme lines are apocopated throughout the poem.
This gives rise to a further set of possible patterns :

Tl
11" o

120 -~ Lo

13" £~ - Lo
14" - = L
15 =~ - L - L L

‘ 1 Gulghan-i-Roh, ed. H. G. Raverty, London, 1860, verse texts, p. 65.
2
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I
Ka ca wiyom la hifrana whysm c5 ? 11
Lé de ddrda bé-darmdna wiysm c5 ? N
Twin da ddm wahslo ns larsm wa ydr ta ; 12
& twin ns larsm be-twdana wiyom cs ? 11
Ce ye wowinom la jana zabar na yom ;
ée xabar na yom la jana waysm ca ?

Da zpal 23 la hala hec wayaslay na § ;

la be-nam aw be-nidana wayam co ?
Da ‘i3k raz ée hedd na day bayan kofay

tro ba 22 la be-bayana waysm ca ?
Da zpal yar la yama drast pa odyo dib yom ;

la de hase rang tafana wayom co ?
Zj &e prot yom da hifran pa tandrs kie

da wisal la gulistana wayom ca ?
Sar u mal da saft Ll ka, 22 ye yost ;

la de hase dil-sitana wayam ca ?
Zdyan bolu, bulbulan 3afi la baya ;

da de dahor la baywina wayom ca ?
Har ée wayom tar hama wafa bihtar day ;

22 Rakman ba la janana wayom ca ?

“If I say anything what can I say of my separation ?
What can I say of this pain for which there is no remedy ?
I have not the power to speak to my Beloved ;

what can I say when I have not the power to speak ?

I no longer know myself when I behold Him ;

what can I say when I do not know myself ?

Nothing can be said of the state of my heart ;

what can I say of the nameless and the unknown ?

Since no one has explained the secret of love

what then can I say of it, knowing nothing ?

I am utterly submerged in tears of sorrow for my Beloved ;
what can I say of such a tempest ?

I who lie roasting in the oven of separation,

what can I say of the garden of attainment ?

Of one who loots a man’s wealth and takes his heart,

what can I say of such a stealer of hearts ?

The crows He calls, and drives the nightingales from the garden ;
what can I say of the gardener of this world ?

Whatever I say He is the best of all ;

what can I, Rahman, say of the Beloved ?’

1 Gulghan, verse p. 15 ; Paitans §u‘ard, Pt. 1, ed. by ‘AbdulHayy Habibi, Kabul, 1941, p. 201.
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Iv:
Kldk vardbatt yom, la ma md ywafa saldh ; 13'
ddke pydle dalom tar sabdh aw tar rawdh. 13"
Cok day & da nmdr vubt ba std da méx pa cér ka ? 14

nmdr misdl &irdy day, std Jamdl loka sabdh. 13'
Ma posa, zahida, de &2 mox la nandaro na ;

starge e da kar di pa fatwa da 15k mubdh.
Toy kfa pa hangam da hadise, saki, pa jam kie

may, ée bada paci pa zulaf ke ¥> mishah.
Paca, muhtasiba, Xushal rayay, Jang ta jof sa ;

yus®l pa may wokfa, da muw’ min wuzi-y salah.
‘I am a confirmed tavern-haunter, do not ask devotions of me ;
I take full glasses till morning and again till evening.
Who is there who will liken the sun’s fairness to thy face ?
The sun is like a lamp and thy beauty like the dawn.
Do not hide thy fair face from sight, O devotee,
eyes of this kind are lawful by the decree of love.
Pour wine into the goblet on the instant, O cup-bearer,
that the wine may rise in the glass like a lamp.
Khushal has come, O tipstaff, arise and prepare for battle ;
wash thyself in wine, the true-believer’s ritual ablution.’

V 2
Hayran yam, n5 pohéfom & 20 ¢5 yom, c3 ba $m, 14
la kéma yom riySlay, byd ba ksm lort ta jsm. 14"
Xabdr da hayo tlslyo byd pa bydrta &8 ra-ns-wof, 15
la hdla, la ahwila ka ye hdr co wipudtsm. 14'

Dsle &e cok lida §i non ye $pa pa da banda ke,
axor ye la de jaya war pa war wats gasiom.
Jahan yaw kaloray $u, 2o pa masal da megi yom,
hayran pa kie jarwazom, las aw pfe pa kie waham.
Dunya wata ée goram, kar 4 bar ta da wagasfi,
da wafkyo tamase di, 2o ye hom war sara kfom.
Ce ta pre mubtala ye, ka de mal day, ka de mulk day,
da wafa be la zoba, be la zyala na winam.
Ce tor wedita de spin $wal xoy de nor na $u, Xushila,
bawar kfa, 0s nahak da safi num dar bande gdom.

‘T am bewildered, I do not understand what I am, what I shall be,
whence I have come, whither I shall away.

News of those who have gone before nobody ever brought back,
however much I ask tidings of them.

1 Kalid-i-Afghdni, ed. T. P. Hughes, Peshawar, 1872, p. 342.
* Kalid, p. 351.

329
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‘When anyone is seen here, spending the night in this bivouac,

I count on his leaving this place at last at the appointed time.

The world has become a metal bowl, while I am like an ant ;

I wander back and forth in it bewildered, writhing restlessly.

When I survey the world and the affairs of its creatures,

it is all a game for children, and I too am playing.

When you are afflicted by it, if you have wealth or possessions,

I do not see all this as other than a dream and an illusion.

When your black hair has turned white your nature is unchanged, Khushal ;
believe me, I give you now the name of man undeservedly.’

Kit'a.l
Tawinéfom & hargiz ba 245 da hési dzdr s kfom, 16
bé hasida, & zahmdt lart pa 285 ke do hasdd. 15

Day ba xlas la de zahmata hom hala $i ée day womfi ;
tar hasada pa ranjuno kde hec nadta bol ranj bad.
‘T am able never to trouble the heart of any man,
except the envious, who carries the malady of envy in his heart.
He will only then be free from this malady when he dies ;
there is no other disease worse than envy amongst them all.’
Occasionally one line of a poem may have an extra initial syllable, and so
the next highest stress pattern. For example, the first lines of these two verses
from Khushal’s long autobiographical kasida® are the only exceptions to the
14-syllable line :
Da zwddy minndt ra bande & ye hdst kfam la ‘addma ; 15
bsl zilkat ye ns kfam, rd paydd Swom la addma. 14
¢ God’s favour rests upon me, that He created me from the void ;
no other creature made me, I am descended from Adam.’

Calérist 20ya nor larsm, yaw ddy pa k&é ée loy day ; 15
wdfa barvurddr $a, zwddy ye wisata la ydma. 14
‘I have twenty-four other sons, this one (Ashraf Khan) alone
among them great ;

May they all enjoy long life and God protect them from sorrow.’
The last, and typical, verse is :

Hél hakikat wdyom & har &G wata ma‘lim §i, 14
25 e 38“ir nd yam ; hay tobd la madh-i-zdma. 14

‘I (Khushal) tell the whole truth that all may know,
I who am no poet ; now here’s an end to praise and blame.’
More rarely a stanza may have a secondary stress pattern throughout,
or it may switch to one, as in these lines from the Guldasta :

1 From the Guldasta, ‘AbdulKadir Xan’s translation of Sa‘di’'s Gulistan. Text in Gulshan,
prose, p. 160.
¢ Kalid, p. 351.
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Masnawi !
Ce wdat pa safi tdng §i, n5 xldsédi la zarira, 15'
lazim war lara dd § & las wft pa téra tira. 15'
Pr36 ce §t ‘ajiza spay ye ki tar sina linde, 15'

owih nazwih yussa payda ka, hamla k& pa spio bdnde. 16
‘ When a man falls on evil times and cannot escape from constraint
then he must needs seize the sharp sword by its blade.
When a cat is cornered it will throw itself on a dog,
willynilly it will, impassioned, attack the hounds.’

Masnawi ®
Deér ye hdsk kfal, bys ye wowistsl pa zmska ; 12
mina ns ka hodyardn pa dunya jska. 12
Ce niyat wskandé da tlslo arwah pik 12'
2 mdr°q pds pa taxt binde, c> pa zdk ! 12'

‘ Many has it raised up, then thrown down to earth again ;
therefore wise men have no love for this world.
When pure souls are intent on departing
what matter if death come on a throne or in the dust ?’
Among the above patterns a 10-syllable line is conspicuous by its absence.
Its place is taken by a different kind of 10-syllable line in the literary rubas.
Here, for the first time, the line must be divided into feet, thus :

5/6 -~ - L - /-

Pa majalis k¥e, berin la hdma, 5/5
da dwaz wizot da zum la fima,
de, 25 hom stdse may-zur jalmdy wom ;
jomd la hdla ma 33y be-ydma .
‘ At the party, apart from all those present,
this voice rose up from the mouth of the wine-jar,
““T1 too was once a wine-bibbing youth like ye ;
be not regardless of my present state ”’.’

as in3:

‘AbdulKadir Xan
and 4:
Ta z6 zma gul ye, zo bulbul std yom ; 5/5
pa 2dro %bo  ba dé tal stdyom.
Jandna, std yom, &e t3l de stdyom ;
2o 0 tal std yom, mo t3l de stiayom.
‘ Thou art my rose, I am thy nightingale ;
in a thousand tongues I’ll always praise thee.

1 Quighan, prose texts, p. 154. 2 ibid., p. 153.
3 Padtana su‘ara, 1, p. 181. 4 ibid., p. 350.
24«
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Beloved, I am thine, for always I praise thee ;
but I am always thine, therefore must I always sing praises.’

Azund Gada
Either foot, or both feet, may have an extra unstressed final syllable, thus :
5/6 — >~ - L - /-~ L __
6/6 -~ - L /-~ _
6/6 — >~ — = —— />~
The longer line may appear in the third line of the quatrain, asin1:
Absira, wile da hase %ife ? 5/5
La & farydd kfe, cok pdse ywdfe ? 5/5
Ka 13l faryad kfe, la kd#z sdr wahe, 5/6
bya ba ra-ns-51  obs e wldfe. 5/5

‘ O cascade, why dost thou weep so ?

For whom dost thou lament and pine ?

If thou criest always, beating thy head on stone,
the water, once departed, will not come back again.’

‘Abdul Kadir Xan

and 2:
Wagsfi wifa kartina zpsl ka ; 5/5
mardan hays day e kir da b3l ka. 5/5
Cok &¢ aram gali, da néko ndm gali, 6/6
da zugo zfthno  dard ba 3l ka. 5/5
¢ All men work for their own good ;
the real man is he who works for others.
He who would win repose, and a good name,
will always bring relief to aching hearts.’
Xushal Xan
Alternatively the rhyme lines alone may be longer, as in 3:
Wafa de £4 da, jafa de ssway yom ; 5/6
za samanddr yom, hijrdn dayslay yom ; 5/6
22, Kalanddr, de pa hifran wiswam ; 5/5

be-rahmi md kfa, dar la rayslay yom.  5/6
¢ Thy faithfulness is well, but thy cruelty burns me ;
I am a salamander branded by separation ;
thou hast burnt me, Kalandar, by thy very absence ;
be not merciless, for I have come to thee.’
Kalandar
or the whole quatrain, for example ¢ :
Bulbul har éd ta  da xabarina ka, 5/6
 waaxt dd bahdr $u, yualdy gulina ka’.

1 ibid., p. 181. * ibid., p. 167.
3 ibid., p. 252. + ibid., p. 244.
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Psarlay da hdyo &e yir tar cdng lari,
hewéd bel $5way, la drmanina ka.
‘ The nightingale brings this news to everyone,
““ Springtime has come, the buds are blossoming *’.
Those whom Spring surprises with a lover in their arms,
be they sundered from their homeland, yet are they distressed.’
Xan Gul, Xalil

and !:
Narista £5ja  yandm warbse ka ; 5/6
1a tré be édiia  warbdde tsse ka. 5/6
Pi30 tre psy calt  da war ta géri ; 6/5
humra tre ns § e ptdo pése ka. 5/6

¢ A bad wife will turn wheat into barley ;
more than that, she’ll throw the barley away unsifted.
If a cat licks the milk she’ll just look at it ;
she cannot even be trusted to shoo the cat off.’
‘Abdul Kadir Xan

A rubd‘? may, of course, have one of the simple stress patterns. For
example 2 : ’
Dimya préjda pa dunyd kie, ka co ‘dkel day pa td kdfe. 8 8
Afriddya, hibb da swddy ki ; day nuksin pa mi-siwd kie.
‘ Even in this world leave the world alone,
if there is any sense in thee.
Love God, O Afridi,
for there is fault in all else.’
Kasim ‘Ali, Afriday
and 3:
Z5 bandd yom gunahgdr ; sta riza cs Swa ? 12
Pa 2fa tér yom ; std da nir tajalla c3 swa ? 12
K janndt pa ibaddt jomd mawkif wi,
da xo bdy‘a Swd ; sta lutf 4 ‘dta@ cs Swa ?
‘I am a sinful slave ; what of Thy approval ?
I am black of heart ; what of the splendour of Thy light ?
If paradise depends upon my obedience,
this is but haggling ; what of Thy grace and generosity ?’
Translation from ‘Umar-i Xayyam, anon.

(5 shedS Sl b
€ oG dhShe & S 60

1 Ahmad Jan, Da Kissa Khane gap, Peshawar, 1930, p. 198.
* Paztans $u‘ard, 1, p. 373. 3 Gap, p. 198.

VOL. XXI. PART 2. 24





