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It assetts that poetry 12 created by a society whose impressions are
recetved by individual consciousnesses attempting to express their
exzperience of hfe Language and cultural patterns play a senunal role m
developing poetic consciousnesses, some of which become poets. Where
cultural values hawve matured to form crvilizational patternz, these
conscioustiesses express the holistic wision of a whole (), where such
patterns are distorted, blunted or defeated, failure of language to
comtmunicate the poetic vision results and poetry hecomes mere
versification. Emerson had expressed ot for America some 130 years ago.

"The corruption of man 15 followed by the corruption

of language. When stmplictty of character and the

sovereignty of ideas 12 broken up by the prevalence of

secondary desies, the desire of riches, of pleasure, of

power, and of praise, -- and duplicity and falsehood

take place of stmplicty and truth, ... new imagery

ceases to bhe created, and old words are perverted to

stand for things which are not; a paper currency is

employed, when there 13 no bulhon m the wvaults (3)

In hiz Preface, in an almost terrifying prophetic tone,
Dr Ansan expresses "Poetry which 15 incapable of discovenng the
wvicissitudes of language, soon ceases to he ponderahble "(4)

Takrar-e-Tamanna, hiz youthful wenture into poetic drama,
seetmns to try to achieve just that - discovering the wcissitudes of
language to express the ponderable. The play seems to be a poetic
expression of what Veats had sworn to do; "I have mvented a form of

dramma, distinguished, indirect, and symbolic, and hawving no need of
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mob or press to pay its way - an anstocratic form. . "(5) Yeats 15 Dr.
Ansan's mentor. Like him, he has tned to imvent a drama capahle of
expressing what Dr. Sohal Ahmad Khan termed "the grand theme of
eastern lterature".

Today, Palastarn poetic consciousness, hawng faled to absorb
the symbols of regional languages, has become so reticent of its
Indo-Iranian hentage that contemporary Urdu poetry has hecome a
popular sort of versification good only for college ywouth - which
cothcidentally 13 1ts largest consumer. The age of great poetry seems to
have ended, at least for now.

Aslam Anszan 15 a great poet of this small age of poetry. Had
he been a small poet of a great age of verse, he would have measured
taller than he does now, but - and here lies the pity of it - he 13 & gant
subdued, a mere Gulliver tied to the ground by Lilliputians. His poetry
1z distinguished by its wirtue of not dealing merely with the mundane
ot the material nor with the lover and the lost. In his poetry, the
traditional themes of love and suffering are transformed into
complexities of human psychology and problems of human
conisciousness are sublimated into intricate metaphysical
predicaments. Takrar-e-Tamanna 15 the essence of this all It 15 an
example of what he writes 1n his Preface: "Poetry, despite heing
essentially an aesthetic experience, 13 still a bodying forth of
consciousness. "(6)

This poetic play, which he calls a taswwuriyya (translated here

as inagiratna), 18 proof that he 15 no genms; that's for sure. Mo god

talles to him, nor any god through lim In the world he creates, man
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tallkks to God through him. This verse play 15 the quintessence of
human plight, of the emgma and the nddle we call ife. A stilled hemng
throbs in itz hines, ke late buds feanng an eatly frost - the play was
writtenn 1 his youth. He g@ives words to the emptiness we name lhfe,
voice to the torment we have baptised desire, harmony to the chaos we
designate human thoughts. In short, he has poeticised the genesis of
human  hemg-in-this-world.

This poetic play 15 a sharp rernder that poetry which 15 easily
understood 13 not worth preserang, It 13 an mterface hetween a play
and a poetn, the setting and the action are dramatic but the content iz
made up of several sobloguic poems which express the harth of human
being or consciousness. Unfortunately, at the time of the play's
creation, Urdu cnticism was not ready to deal with this kind of
creattve art. It 15 still not well equipped to absorb this kand of writing
into the customary reach of its thought Criticism in Urdu has
lanoushed m the comforting shades of passive adtration and active
resenttnent for so long that except for a few transient shudders and
consohng astomishment it has faled to establish sure and ndubitable
standards of greatness. The obwious symptom of this 15 the ongoing
war hetween potpournt ghazal and cast-iron nuem (7)) Affective
fallacies haunt Urdu coticism's empty corndors and no practical terms
signal the way forward. Aslam Ansan has suffered the neglect of this
crificism whose nemesis are the blurh and the flap.

Azlam Ansart's poems, as opposed to his ghazals, defy a
first-reading contentrnent, no gratfication follows thewr perusal - not
that they are disturbing or tmystical, gquite the opposite; but they
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detnand a second and a third reading, both for the mearmng and the
pleasure - one has to return to them as a newcomer to a town returns to
a certain place agatn and agan not knowing why, but always finding

newer reasons to return. Dr. Ansan 13 well-versed m hteratures of East

and West both of which have left thewr mark on the chiaroscuro of hus
poetic patterns. His bnes shy away from tenderfeet and demand a close
acguatntance with higher woices of the world  Takrar-e-Tamunna 13
another such poemn. It 15 firnly rooted in the Eastern (which, of course
means, hoth the Indian and the Mear Eastern) and Western traditions
of dratna and philosophical monologues. Sarnuel Becket's short plays
and sonic mwolutions of his radio plays seem to hawve left thewr sharp
inprints on the structure of the poem (8)

Takrar-e-Tamunna was brought back to hfe by Dr. Sohail
Ahmad Khan (Sawatra July-Sept. 2007), not as a frendly gesture but
as an answer to a wital need. This dramatic poern, which suffered the
1965 war and cruel poeticization efforts by itz editor, was thus
restored to itz orgmal formn which it creator had mtended. The poem
ig a drama in abeyance, an inaginative sound show to accompany the
spectacle of hife. A sound show  hecause it was ohwiously wntten for
the radio, but it has sure signs of the wnaginative influence from
Eecket's short plays which can be used for the radio and stage, as well
as for the telewision (9)

The poetmn has two major parts, a forrudably Persian prefatory
Paish-e-Aahung serves as poet's own introduction to the drama of the

poetmn that follows it 1n the form of a radio play. This preface
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establishes how this imagirama focuses on the eternal quest of Life for

its birth (10)

- a2 - - L..'\- ., - -
kldl;: JAT 2 e .2 ,__zl PEE - ,J- - ] _xl
P ut N A & e ) . . al A & -
L ”.'II.rI t: L '-r-'l. e [ --r*\-I :"!_-" E-ILL £ Fadll [ n—-;:l

It 15 a play where the reader has to mmagmne the action as
talung place in a theatre, but the matter of the poem 1z made up of a
set of sollogues which are uttered by different personahties while
the events in the theatre house go on These sollogquies are uttered
by Patker, Uks, Zidl and Shukhs It 1z with these that [ shall he
concerned wath.

The dramatic part 15 introduced by a Ravy, who was added to
the poem on the request of Prof Sohail Alwmad Khan He 15 a prosaic
appendage and 15 palpably separated from the poetic action of the
poem. He 15 an afterthought, not vet absorbed mto the structure of the
poetn. (12)

The dramatic part of the poem has a simple plot. While
audience wait wnpatiently, and noisily for what was planned to be
the last opus of the Urniversal Theatre, it 15 announced that the play
cannot start for Lala the dancer, 15 il While preparations are made
to bring her on stage, the persistent din of audience's noises sounds
the note of inpatience, not rsing to a clamour but always as a din
of unsatisfied men This 15 most obwiously a symbol of the drama of
life which 1z failing to begm, while Patker sits i a dark cabm of the
theatre and in the depths of his self woices nise to form dramatic
characters. The indiwidual soliloguising woices tmerge

indistinguishably with the narrative of the poem and characters



emerge as if bemg born in the wnagnation of the central character
S0 while on the stage of the world the hith of hfe 15 to take place,
Self as an agent strives to be bhorn

The poetmn gets a bttle fuzzy here becanse new scenes onginate
to replace the theatre and it seems that the stage of the theatre house
has expanded to mclhude the wilderness of man's lonely search for
meating with promuses of substantial oases on the distant horizon
Every soliloquy evokes images of solitary toil and quest for the
helowved. Dr. Ansan has throughout used the tradiional symbols of
Urdu romantic love poetry to reflect the eternal search for meanngs
and Belf's realisation.

The rest 15 an expression of life as a journey of unknown,
unmeasured mllennia out of which no recognisable agent of thought
has vet been formed. The voices of Paker, Zall, Uks, and Shukhs
materialise to express the warious stages of life's recogmtion of itself
and the eternal quest which has not vet proven frutfial The four of
thern occur in a kind of evolwng order, though the intermingling of
thewr woices i a medley clearly reflects that there 15 no definttive
order, but rather an atternpt on the part of the wvarious selves to be
bhorn. It 12 as if they exst contemporaneously, merging into one
another, and vet mantaing thewr distinct emstences. It 12 history of
the ewolution of the self seen on a spectrum of timelessness.

The adventurous travel i the inagination of the characters iz
nothing short of a psychomachia, It 15 the journey of the soul on its
eternal quest for meamng as the warious stages of the self tend to rise

to form them into entiies but soon are dispelled mto an unreality of
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meating. [ think that the characters are traceable to the eatly part of
Yeats' Byzantnun where he speaks of "tnage, man or shade, Shade
more than man tnore tnage than a shade" whom Yeats had called
"death-in-life and hfe-m-death" Dr. Ansan 13 well wersed i English
poetry and its symbols. Yeats must have been a definitely potent
ifluence in his youth. When Veats spoke of Hades' Bobbin in
Bwzantiun, he brought m an itmportant symbolic expression of the
various states of being The scene 13 of the winding stair - an
wnportant symbol of the development of the soul which corresponds
to the symbol of the gyre - on which the poet meets the Bobbin This
Eohbin corresponds to the developed soul which now comes down the
winding stair to oude other souls on thewr way to mystic development.
When Yeats calls it image, he refers to the Biblical idea of man heing
made m the image of God. With s spiritual development almost
cotnplete, the ouide appears as an indistinct shape, as well as an image
of God. As the features of the Bobbin are not clear, Yeats termed it
shade, only a shadow - a common vanant for shade or soul Essentially
it 15 man as it was once the soul of man though now it 15 dewveloped to
its highest point, Ansan's Palker, Zall Uks, and Shukhs correspond to
sttrlar stages on the ladder of Bemng

With this kind of paraphernalia Dr. Anszan has dramatized the
various selves voicing their discontentment. The usual symbols of
travel quest, traveller's hardslups, etc. hawve been used to bring out the
totality of thiz expenience. Paker 15 the soul separated from God, and
lost 1 the wilderness of earthy realities which seem like stones to himn,

The discontentment gives hirth to questions: tmainly the guestions
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relating to the surpnise of finding oneself i a matenal world. Thus

hoth Patker and Ulks ask the gquestion "where"
() s Lael Ut Nuse U Ul 5

It 15 the surprise of the soul walang up in the matenal world
and wondering what change has come over it Sigmficantly, Uks asks

the sinilar questions but wath the consciousness that he 12 not alone;

thus the question 15 asked i the plural
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These lines are most obviously an early draft of the wision

which later consummeated in Gotun Budh Ka Alkhn Waas, wntten
some two decades later, where the same stylistic pattern 15 used wath

the repetition of dukh - pain
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This 13 a serious reminder that Ansan's poetry follows certam

stylistic patterns and paradigms which bespeak of a mind constantly

engaged with the same ideas and ways of expressions. If this 15 true

then we must look for a certan contrnuty of 1deas and stylistics m his

poetry, rather than rejecting it as occasioned by transitory moments of

poetic consciousness expressed i dispersed ushaars of ghazals and

then lost forever. Though this may be true to some extent in his

ghazals, the form being wary of fisaty of thought, m s poems, Dr.
Ansart 13 surely a constant and perpetual thinker

Palker 1z the unrealised soul unprisoned in the cage of the

human body. It has no self just a deswe to be realised and emerge az a

self This has to happen through the mtermediary of the Soul which is

paradozcally a femnale entity. It 15 not that she represents the earthly

beloved and Palker 1z the ordinary lowver yearming for his wusl The

valley of stones (wadi-e-sungi(18) he complans of 13 counterbalanced

by the wvalley of flowers (wadi-e-gul) (19) i the dialogue of the

heloved. In a later soliloguy Patker calls them walleys of words and

meanings (lufz-o-maan ko waadian, p209) i his second solilogquy. In

his second expression, Palker's realization of the world mcreases and

he 1z more conscious of happenings.
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The contrasted mmages of drops of events and inflamed
motments beavtifully bring out the patn of beig The water inage in

the first 1z the oxymoromic counterpart of the second - the cause and
the effect.
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Paiker 1z the first tanifestation of self separated from God and
vearning for His union to be whole, and disappomnted m the process.
This eatly or prmitve stage of realisation by the Self as separated
expresses it sufferings in werse.
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Before Palker woices the last of his feelings, Zill takes ower. As

the word suggests, it 12 the Shadow or Shade, of God - both of them
expressing a closer relation with God, and a sort of presence of God

by proxy. Zdl's questions are more cognizant of the facts of

Being-of-God-in-the-world and expresses its pantheistic realisation
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that the light of God iz at once the dawn and the sight which sees the
cotning of hght.
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It 15 the Inspirer, the Inspjred, atid the Inspiration.
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This idea had been prewiously echoed by Paker when it had
realised how the gquest for meanings had wielded the realisation of God

and the world in religion, philosophy and art.
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Zill's questions are answered by Uks m a sort of echo or

repetition of the same idea as if the soliloguy had become a duet.
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This then suddenlj.r welds to the expression of Shukhs The
symbolism derved from Persian mystical sources now becomes traly
Sufic. Shulths 15 that stage of the Self which has achieved a Tashakhus
and has a personality. Dr. Ansant 15 farmbar with the idea of the self
appearing i several garbs. Paker, Zil Uks, and Shukhs are obwiously
different stages of the dewvelopment of the self mto a recogmsahle
entity i 1ts own right,

I believe that another mfluence on him was the mystic idea of

the warious stages of the development of the saalik on his way to



mystical union with God Prof. Micholson, in his The Idea of
FPersonality i Sufism, distinoushes the stages of the development of
God's selthood. Huwa, dhat, and fard  The gqualty of being oneself
which 1z the essential element of identity 15 ltmuted to God alone, but
the personality as coming into s owr, and realising itself as a self 1z
the basis of Tashakhus and helps the human self develop into a
person. (28) If this 12 true, then Shukhs 15 an exprerssion of the human
self finally corung into its own, realising its human predicaments, and
finding a reconcihation with the emgmas of hfe It must be kept in
tifid that the dramatic stuation of the play does not have a
dramatically developmg plot, it does not work itself out to a solution.
but rather, ke Prufrock's predicament, uses self expressions as its
dramatic action and acguires a psychomachia-like form which
expresses desire and itz possible solutions as simultaneously
happening to the soultnind of the protagomst.

The lines of Shukhs are i rhyming couplets as agamnst the free
verse of the other solilogues. This deliherate choice reflects the
psychic wholeness, or nearness to this state. embodied in Shukhs. Dr
Ansan 15 a Shakespeare fan and lnows how to use vanant rhymes to
express tiosyncrasies. Paker, Zidl and Uks are deweloping stages of
the Self still i quest of meanings or at least a harmony of meamngs;
Shukhs has acquired that state where higher order questions are
transmmted into thewr relevant probable answers, thus causing a land of
poise which comes with the revelation, or nirvana. In a private
conversatior, Dr. Ansan admitted that he concerved of Shulths to be a
kand a Buddha, thus we can say that Shukhs 15 the state to which all
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other manifestations of the human 5Self are growing He 13 Veats'
human soul encountering Hades' Bobhin
Therefore, Shukhs iz the one conscious of the quest and the
goal. His questions are still who and where but significantly he 15 also
capable of the understanding that there 15 someone muntazar
(Expected ) and not muntazir (Expecting) (297
,5"*-.4.;_ .,;.':'.:—;_ L;.,;,'.e'.f S
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For Shukhs, the emphasis 12 on the one who 15 expected, and
on the one who expects, e g, Paker Zill has now evolved into a
personahty hawing an understanding rnd. What was prewously only
a hopeless desire has been transformed mto an objective quest. Zill 13

the mtermediate stage between Shukhs and Ulss. He iz pantheistic and

sees the transcendent and the ephemeral in the matenial
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Hiz "Namood-e-Kamaal-e-Fun" { .,_;-";l.,ll.?:;.*"‘} changes into
Shukhs' "Johar-e-Aaeena-e-Dill' ¢ Jr2x 7 47 ) which results in
Iztaraah ( _r-';":" 17 which becotnes Iztaraab-o-Ingalaab-o-
Iztaraab-o-Ingalaab | _r-lL'-f'-'!._r-'aF";"!_r-l_L';"-'!_r-';":" Jin a sort of
Shellevan call for change. Shukhs 15 capahble of transformimmg the
energy of the quest mto a revolubionary wgour. It 15 no comncidence
that at this wehement voicing of Iztaraab-o-Ingalaab the din of the

audience rizes significantly as if to accompany Shukhs' words or to

confirtn hiz aszzertion.
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It 15 not surpristng that Lala speaks to Shukhs i a land of
hehind-the-curtain-address. She has not vet entered the stage and yet
her woice speaks to Shukhs. I believe that Dr. Ansar who 15 soberly
conscions of form, meant this to be a significant pomnt to be noted by
the reader Also, at this stage, the poetic thoughts become palpahly
pantheistic, thus proving the mfluence of Persian mysticism. To Zidl's
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I would wenture ancther mterpretation here which makes more
sense of her than 1s readily obwious I think that while related to
traditional Lailla as the one who 1z loved and desired - and therefore
expected -she 15 also Hindi Leela, a concept meaning "pastime”,
Faslila being Krishna's dance with the Gopis on the stage of hfe A
vanant Krishna Leela refers to the God's cosmic play when he spent
tirne on earth disgmsed as a sinple human cow-herd and seduced the
local cow-gitls or Gopis. The concept gives bith to such mystic
notions as Rarnlla, the drama of Ram's fight with Ravan, and While it
also refers to the free will of God, it means free self-indulgence (leela
of play). Dr. Ansan could not have been unaware that dance in all
wotld myths symbolises the soul's unceasing struggle to break free of
the constramts of the body(34), to make contact with the supra-reality
it knows to be out there. It also symbolises the rhythm wath which the

elements of the world come together to fortn the untverse (35) Leela 13
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also an Indian game of self-knowledgze and the universal play of
costmic energies, stnilar to snakes and ladders, i which the ups and
downs of the soul's path toward revnion wath the Infinte hawve been
charted i seventy-two stages. For some mystics Lila 13 comparable to
the Pandeism, in which the Universe 15 seen as God talang a physical
fortn i order to experience the interplay between the elements of the
Universe.

I do not mean to assert that this 15 what Dr. Ansan had i rund
when he was wnting this poetic play some 35 vears ago. What [ mean
1z that s youthful mind may have recewved wanous inpressions
which all came together in the malang of this play. That this image of
the dance was in the poet's rmund 15 confirrmed by the last episode of
this unveiling of knowledge when Palker realises how the secret of the
world unfolds itzelf i a sort of spark or flame which 12 a reflection of
its kindness to her lovers (dilbarn).

Eeturning to the play, we see that last words of Shukhs show
that he 1z in the konow as to what this drama 15 all about.

= ~ e e

Sale IV e L

(PO O plEeld sl
Wile Whetre 15 a gquestion i all other solilogquies (an adwerh)
aslang the whereabhouts of the reality and meanings, it seems a land of
reference (a kind of relative pronoun) to reality m Shukhs' words, as of
he knows and sees that others do not. His last ine seems to use Where

as a spatial reference to the world of here and now, requiring man to
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The last soliloquy of Palker, after this long drama of self
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and szoul express more understanding of life. This 13 alse
indicated by the change in time; for it 12 already the next day for
Paiker.
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The stages of imcreasing awareness or understandmg then
hecome itmaged in the layered currents or waves of the sea, some
ristng in the depths and some swmsible on the surface.
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In a matter of minutes, Patker has gone through his psychic
developtnental stages and has etnerged a consciousness more equipped
to wrestle with the meamngs of hife. it 15 thus that the dance on the
stage begms for hin The play ends as the dance of ife begns The
drama of hfe and the psychomachia never merge and never make one
entity. This may seetn a little blot on the poem as [ see it; perhaps, the
sound show lacks unity because the spectacles of life it 15 presenting
lack any umty either in form or i meamng The uncertamty of form
the poem seems to suffer from is the inherent meamng of the poerm. It
has no coherence for life's wanous meanings, nor do its many stages
of realization ewver cohere. The form therefore, 15 the meating and
the meatng has dictated the form In Dr. Ansan's own words in the

Preface "every new poetic experience brings its own form mto

being" . He 15 a deeply form conscious poet who considers Eliot and
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FPound to be the last of the great poets of Enghish Towards the end of
his Preface he asserts that for ham poetry 15 "the quest for the eternal in
language". By this he means "the perfecting of the form, which
hestows contnuty to language "(40) As a poetic drama the pece 13 a
rerninder that i this barren wilderness of weedy 1deas, Aslam Ansan's
may be the last call and before long we will be pushed back mto
pre-all age hecause there would be no one left to appreciate such tour
de force.

I fear that Aslam Ansan 15 the last of the poets; a wilderness of
versifiers threatens to engulf a blazmng tradition of Arabic, Persian and
Hinch paradigms and thought patterns whose grey ashes shape his
poetry's smoky fantness, wield the last drafts of a tired symphony.
Thiz may sound utterly pessimistic but try comparing the verse
collections on library bookshelves with heaps of old books on footpath
and wou will fal to find a wisthle bne demarcating the trash from the
gquintessential Sales success today 15 the marvel of marketing not a

proof of poetry.
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long-ciwilized nation, who for a short tune helieve, and make
others beliewe, that they see and utter truths, who do not of
themselves clothe one thought i its natural garment, but who
feed unconsciously on the language created by the primary
writers of the country, those, namely, who hold primanly on
nature."
(43 Shub-e- Ishg Ka Sitara Kitab Nagar, Multan 2010 Page 16, The
Urdu sentence reads:
S M e b p e L Cui Sg LG s
(51 Quoted by Richard Ellman m Yeats: The Man and the Masks.
Faber & Faber, 1949 {p 217)
() Shub-e- Ishg Ka Sitara Page 15 The Urdn sentence reads:
- ..,:7;5.—'.,:"&'.},:‘*3:’:4;. o s, 7 Ll_l._- 2 s B
(71 Dr. Ansan's Preface sheds hght on this aspect when he accuses
hoth ghazal and free werse as being responsible for the loss of
polyvalency (multidimensional meanmngs) i Urdu poetry
(Preface, 14 - 15)

(8) SBince it was written, Dr. Ansari has assured me that he i quite
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unfarmiliar with Beckett's plays. This means that he mwvented this
dramatic form free from any mfluence.

(%) I have here the expermmental TV plays of Ashfag Ahmad i mond
Dr. Ansan wrote this poetic drama in early 1960s thus presagmg
all later experiments i modern Urdu drama.

(11} Shub-e- Ishg Ka Sitara Page 204

(10) Dr. Sohal Ahmad Khan the play's first commentator on the
poetns, made clear that 1t was an expression of the grand themes

of Eastern hterature - the quest for meaning and selfhood.
= s . .
- LY g

-
e -

I:.’jl;-"gvll__,—g.,_;-“_j...l',ql,_r,l_-!'.;_g: s o o w_};‘_g-'b!_ﬂ_‘l;:;l&}_j-u‘;ykllr Sl e
= bl e .;_J-l_[---" L L:.-'_--"z_-lﬁ'.'!'f Ll""-:,T = cler (L
shub-e- Ishg Ea Sttara Page 236
(12) Dr. Ansari to this later addition and also asserted that it was
wnpossible for hum to add or subtract a single word, so the poem
was complete as it was.
(13) Shub-e- Ishg Ka Sitara Page 206-7
(14) Shub-e- Ishq Ea Sttara Page 20%
(15 Shub-e- Ishg Ea Sitara Page 207, 2-4 lines
(16) Shub-e- Ishg Ea Sitara Page 209
(177 Gotum Budh Ea Akhn "Waas
(18) Shub-e- Ishg Ka Sitara Page 206
(197 ZShub-e- Ishg Ka Sitara Page 207
(207 Shub-e- Ishg Ea Sttara Page 209
(21) Shub-e- Ishg Ea Sitara Page 209
(22) Shub-e- Ishq Ea Sttara Page 210
(23) Shub-e- Ishq Ea Sitara Page 211
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(24) Shub-e- Ishg Ea Sitara Page 211

(251 5hub-e- Ishg Ka Sitara Page 211

(26) Shub-e- Ishq Ea Sttara Page 20%-10

(2N Shub-e- Ishg Ka Sitara Page 211

(28) Especially Micholson, The Idea of Personality in Sufism, P 2.
Micholson's "Thus the Sufi m the first stage of hiz journey is
aware of hmmself as an mdeadual distinet from God" 15 surely
Ansant's Patker wearning for s Belowved. But I would not press
the influence heyond this as 1t 15 a poetic wnpression rather than a
consciousness borrowing of the intellectual argument which iz
revealed m the poem.

(29) This point becomes sigmficant i the hght of recent discussions
ont the nature of meanmgs contamed i Ighal's werse Kahli aye
Hageegat-e-Muntazar nazar aa lbas-e-majaaz mamn’ Keh hazaar
sajday tarap rahay hamn men jabeen-e-nayaz matn, sung by Ibhrar
Ul Hag, a point which 15 quite rissed by the mispronunciation of
the word fmuntazar,

(50 Shub-e- Ishg Ea Sitara Page 212

(1) Shub-e- Ishg Ea Sitara Page 211

(32) Shub-e- Ishg Ka Sitara Page 213

(33) Shub-e- Ishq Ea Sitara Page 213

(343 Particularly, Veats' lines from Byzantim poems which refer to
dance as a harmomsing actiwty alin to recomposition of the
constituents of the human self to make 1t perfect. O sages,
standing i God's holy fired ./ Come from the holy fire, perne in
a gyre,/ And be the singing masters of my sould." Saling to



36

(35) Kelule's wision of the Penzene ring i which he saw the atoms
daticing 1 a nng.

(261 shub-e- Ishg Ka Sttara Page 214-215

(3N Shub-e- Ishg Ka Sitara Page 215

(28] Shub-e- Ishg Ea Sttara Page 215

(29 Shub-e- Ishg Ea Sitara Page 216

(40) Preface to Shub-e- Ishg Ka Sitara Page 16, The Urdu sentence

reads:

] - 'l ] P R L '- ] ; * "
(Poetry as quest for .J'flz- J (E e RIS VY =Y U AULIS JE (P =

- S e re U leer Jth-',; the eternal in language)

GG



Aslam Ansari's Imagirama
Image, Man, or Shade
Shafaat Yar Khanit

Abstract

Thiz paper 15 an attempt to relate the images and
symbols of Aslam Ansari's poetic play
Talorar-e-Tamanna to their possible sources in Englizh
and mystic literature. [t sees this poetic play as a
philosophical document and attempts to unrawvel its
symbols and formal patterns to unravel s philosophical
content. These sources show the inpressions made on
Aslam Ansan's mind i his youth and will be helpful in
understanding his more mature poetry. It foregrounds the
idea that only through principles of comparative
literature can we understand the poetty which has for its
germminal influence various litraturers of the world.

At the front of his Preface, Aslam Ansan appends a long

passage from hiz prose work Takallummaat = The quotation ends
at these significant words.

Thiz play, the only one of its land, 15 rooted m a certain poetics.

T Associate Prof Deptt.of English Gowt. Ciwil Lines College, Lahore
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