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TRANSLITERATION
The transliteration scheme used in this work is
that of the Library of Congress.

As the formatting

method (Scribe) used to reproduce the work did not allow
for diacritics these have been omitted.
used in English (such as
Anglicized form.

tong~)

E~ver,

have been given in their

In cases where an author has expressed

a preference for a particular
(such as

Words commonly

s~elling

of his or her name

Hyder, Gilani and Ale), the author's

preference has been adopted.
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PREFACE

The Modernist Movement has determined the
predominant styles and concerns of Urdu literature from
1960 to the present.

It has replaced the preceding

Progressive Movement, popular from the mid-thirties to
the early fifties, as the dominant trend in Urdu
literature, and has been the subject of hundreds of
articles since the early sixties.

However, none of the

critical works on various aspects of Modernism have
provided a systematic, full-length study of the Movement.
There bas been no

att~mpt

to define when Modernism began,

where, and with whom.
One reason for the lack of a more precise
analysis of the Movement

h~s

been the absence of a

concern for chronology.

Although some critics have

asserted the priority of one author over another in the
growth of Modernism as a movement, or in the development
of Modernist techniques such as the abstract story or the
use of symbolism and mythology, none have supported these
statements by a comparison of the original dates of
v

vi
publication of the relevant works.

The need for a

chronology of Modernist short-stories is self-evident.
Without it, one cannot say who influenced whom, who was
the first to develop a particular style, or what
historical events might be reflected in which stories. l
In order to discern either the pattern of the development
of the Modernist Movement as a whole, or the evolution of
style in the works of any particular author, it is
necess&ry to first determine the dates of publication of
both the fictional works of the leading Modernists and of
the critical articles relating to the Movement.

The

first priority was therefore to establish a chronology of
works by Modernists and their critics.

lIsmat Chughta~, for example, unaware that
Khalidah Asghar's story" Sayari" had first been
published in 1965, described it as referring to the 1971
war between India and Pakistan which resulted in the
creation of Bangladesh (her mistaken attribution was
related by Sharnim Hanfi in his "Khalidah Asghar,"
Mi'yar, V.I. March, 1977, p. 78). Even critics of the
caliber of Nazir Ahmad and Muhammad Umar Memon have erred
in this regard. Nazir Ahmad (in "Shahar-i afsQs--~
ia'izah,n Funun, V. 16. N. 5-6, Apr.-May, 1973, p. 37)
and Muhammad Umar Memon (in ~The Lost Ones," Edebiyat,
V. 3. N. 2. 1978, p. 142) have both interpreted Intizar
Husain's story "YQ jQ khQ'~ ga'~" as being based on
events following the breakup of Pakistan in 1971. In
fact, the story was published in Shabkhun with the title
"Safar manzil ~n in January, 1970 (V. 4. N. 44, pp.
7-14)
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The following journals were consulted and all
available issues of them searched in order to determine
the sequence of publication of works by and about
Modernist authors:

Adab-i Latif, Adabi punya, Afkat,

Ahang, Ajkal, Al-Shuja, Alfaz, Aslub, Aurag, Dastango,
pastayez (Delhi), Dastayez (Rawalpindi), Funun, Ram
Oalam, Ham Zaban, Humayun, Igdar, Izhar, Javaz, Kamran,
Khayaban, Kitab, Lail-Q Nahat, Ma'asar, Mafahim, Mah-i

BaY, Mahyar, Mainta JarnaI, Mihrab, Mi'yat, Na'i Oadaren,
Na'i Tahriten, Nairang-i Khayal, Naya daut, Nigar,
Nishanat, NUQush, Nystat, Pagdandi, Pahcan, Pakistani

Adab, Oalam Kar, Qand, Oaymi Zaban,

Bayi, Sab Ras,

~,

Sahifah, Sang-i Mil, saQi, Sat Rang, Satyr, Saughat,
Sayera, Shabkhun, Shahrah, Sha'it, Sha'yr (Karachi),
Sha'ur (Delhi),

~,

Tahtik, Tahtiren, Takhlig, Talash,

Urdu Adab, and Urdu zaban.
AS complete runs of these journals were not
available in anyone location, a number of libraries were
consulted, including: Punjab University Library (Lahore),
Oriental College Library (Lahore), Government College
Library (Lahore), Dyal Singh Library (Lahore), the Lahore
Public Library, the National Centre Library (Lahore), the
Mahatma Gandhi Memorial Research Centre (Bombay), Aligarh
Muslim University Library, the Khuda Bakhsh Oriental
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Public Library (Patna), Jamia Millia Islamia Library
(Delhi), and the University of Delhi Library.

In

addition, I am grateful to the following individuals for
allowing me access to their private libraries: Dr.
Quraishi (Lahore), Dr.

Vahid

Gopi Cand Narang (Delhi), Mahmud

Hashmi (Delhi), Dr. Mughni Tabassum (Hyderabad) ,Dr.
Anwar Moazzam (Hyderabad), Mrs. Khalil-ur Rahman Azmi
(Aligarh), Ahmad Yusuf (Patna),Qamar Ahsan (Bhopal), and
Kalam Haidari (Gaya).

Otherwise unavailable back issues

of Naya Daur, Aurag, QanQ, Ahang, Afkar, Dastavez
(Rawalpindi), Javaz, Ham Zaban and Nishanat were
generously supplied by their editors, and additional back
issues of journals were consulted in the offices of Afkar
(Karachi), Ahang (Gaya),

Aikal (Delhi), Alfaz (Aligarh),

Funuo (Lahore), Kitab (Lucknow), Mah-i NaY (Lahore),
Nugush (Lahore,) Satur (Delhi), Sayer a (Lahore), Shabkhun
(Allahabad), and Tahrik (Delhi).
As a result of this search of the journal
literature, a chronology of the first year of publication
of works by the leading Modernists was compiled (Appendix
One).

This provided the basis for a survey of the

pattern of development of the Movement and for analyses
of the evolution in the styles of the four leading
Modernists: Intizar Husain, Enver Sajjad, Surendra

;j.x

Prakash, and Balraj Mainra (Chapters Three and Four).

In

addition, secondary works about the Modernists were
studied, and 100 of those which designate specific
authors as Modernist (Appendix Two) were analyzed in
Chapter One to show the growth of critical acceptance of
the Movement, its geographical spread over time, the
types of authors considered Modernist, and the relative
recognition given to particular authors.

!.

more detailed

discussion of a number of individual articles indicates
the changes over time in what the critics considered the
salient characteristics and issues of Modernism to be.
The analyses based on the chronology of works by
and about Modernists answer the questions "who," "why,N
and "what" in regard to the Modernist Movement. The study
(Chapter One) of 100 articles about Modernism shows who,
in the view of the Urdu critics, the Modernists were.

An

examination (Chapter One) of the perception of a literary
vacuum and the reaction against the previous literary
movements in the decade preceding Modernism does much to
explain why Modernism developed as it did.

The works

later critics chose to describe as precursors of
Modernism (Chapter Two) illustrate what the critics then
considered the distinguishing characteristics of
Modernist fiction to be, and an examination of the

patterns in the works of the four authors most
universally acknowledged as the leading Modernists
exemplifies the actual features of the Movement at its
height (Chapters Three and Four).
The examination of Modernist fiction given in
Chapters Three and Four combines synchronic descriptions
of the patterns in single works (such as that of Intizar
Husain's "Akhiri admi" given in Chapter Three) with
diachronic explications of recurring motifs within the
corpus of an individual author (such as the peripatetic
narrator and double-layered structure in the works of
Intizar Husain discussed in Chapters Three and Four) and
within the works of the Modernists in general (Chapter
Four) •
The goal of this study of works by the leading
Modernist fiction writers has been ·the identification of
patterns.

The method of analysis used to isolate these

patterns has been formalistic.

That is, it has been a

search for patterns within the literary texts themselves
rather than in biographical, historical, psychological,
sociological or other extra-literary sources.

The

patterns sought are not the "deep structures" below the
level of conscious manipulation by the author, but the

xi
surface level features which may be "consciously
controlled by the artist for esthetic effect" (Wittig,
1975, p. 15).2 The methodology draws upon the
linguistics-oriented criticism of Russian Formalism,
Structuralism and Stylistics, particularly the concepts
of foregrounding, repetition, juxtaposition, selfreflexive narrative, Victor Shklovsky's
"defamiliarization,n Joseph Frank's "spatial form," and
the writings of Stephen Ullman and Robert Scholes.
Joseph Frank speculates that "an increase of
interest in man's subjective and emotional life, when
translated into terms of literary form, automatically
seems to lead to an increase in the spatialization of
narrative ••• " (Frank, 1981, p. 240), and certainly the
inward-looking works of the Urdu Modernists, like those
of modernist writers in the West, are more readily

2Witt ig divides structuralists into those who
follow Levi-Strauss in searching for deep structures and
those who are more influenced by the Russian Formalists
and who work with surface structures under the conscious
control of the author (Susan Wittig. Rtructuralism: An
Interdisciplinary Study. Pittsburgh: The Pickwick Press,
1975, p. 15). It should be noted that Fowler makes the
same distinction, but limits structuralism to a concern
with deep structure and defines surface structure as the
domain of stylistics (Roger Fowler, Ed. Style and
Structure in Literature: Essays in the New Stylistics.
Ithica: Cornell University Press, 1975, p. 11.)

xi i

described in terms of such techniques as juxtaposition
and repetition with variations than by reference to the
more traditional concepts of character development and
mimesis. The methods of formalist criticism are thus
particularly suitable for a discussion of the technical
innovation and experimentation which has been an
important aspect of the Modernist Movement.
This study, then, establishes a chronology for
the major works in Modernist Urdu ficti,:m; looks at the
chronological development of Modernism as a Movement,
both as it is perceived by the authors and critics and as
it appears from an analysis of the works themselves; and,
using the methodology of formalist criticism, identifies
and analyses the technical innovations and experiments
introduced, developed and popularized by the Modernists.
The research fr.r this work was supported by a
Fulbright-Hays Doctoral Dissertation Research Abroad
Fellowship in Pakistan from February to

Octob~r,

1978;

and by an American Institute of Indian Studies Doctoral
Dissertation Fellowship in India from January to August,
1979.

The research in Pakistan was guided by

Dr. Tabassum Kashmiri and supervised by Dr. Ebadat Brelvi
and Dr. Vahid, Quraishi in Or iental College, Lahore.

The

research in India was guided by Dr. Gopi Cand Narang in
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Jamia Millia Islamia, New Delhi.

Mr. Mahmud Hashmi, a

Delhi-based critic of Urdu Modernism, was a constant
source of help and guidance.
several branches of the Lahore

I would like to thank the
HaJgah-~

Arbab-j

~

whose members heard and criticized Urdu versions of some
sections of this work in 1978 and again in 1980-81 while
I was in Lahore as the Field Director for the Berkeley
Urdu Program.

I have also benefited from the reaction to

a portion of this study which was read in the IndoPakistan Urdu Short Story Symposium, Jamia Millia Islamia
University, New Delhi (March 29-31,1980), participation
in which was made possible by a travel grant from the
Smithsonian Institute and American Institute of Indian
studies. I am deeply indebted to the authors, critics and
editors of Pakistan and India whose names are given in
the list of interviews included in the bibliography, and
in particular to Intizar Husain, Enver Sajjad, Surendra
Prakash and Balraj Mainra, who cheerfully endured many
hours of discussion of their works. Professor C. M. Nairn
and D!.. Muhammad Umar Mernon have offered helpful advice
on several sections. 3 Special thanks are due to my

31 would also like to thank Professor Sajida Alvi
for proofreading secticns 9 and Elaine Collins for help
with the formatting.
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advisor, Dr.

Leslie Flemming, who has patiently read and

criticized a number of

earli~r

versions of this work.

The responsibility for any errors which remain, however,
is my own.
mere

wo~ds

Finally, there are those for whose support
of gratitude are inadequate.

dedicated to them.

This work is

TABLE OF CONTENTS
Page
ABS TRACT •••••••••••••••••••••••••••••••••••••••••••• xv i i

1.

INTRODUCTION•••••••••••••••••••••••••••••••••••••••••• 1

The

~ifties ••••••••••.••••.•••••••.••.••••.••••••..•.•.

5

Literature After Partition••••••.••••••••••••••••.•. 5
:rhe Future of Urdu.••••••••••••••••• " ••••••••••••••• 9

The End of the Progressive Movement•.••••.•••••.•.. 14
Stagnation...........•.•.•.
21
Pakistani or Islamic Literature•••.••.•••••••.•••.• 24
e

_ .......................

The Inward Turn ••••••••••••••••••••••.••••••••••••••.• 33
Modernism .•.•••••••

2.

•••••••••••••••••••••••••••••••••••

42

Modernism and the West .••••••••..•••••.•••.••....•.
Studies of Genre and Technique ..•.••.•••••••••..•..
Modernism in Poetry•.•.•••••••...•....•••.•...•....
Modernism in Fictio~ •.•••••••.••.•.•••••..•••.••..
The Search for Values ..•••••....•..••..•••.........
Communication ...•..•••.••••.•.•.... ; , ..............
The Reactions of the Critics •..•••.••..•••.••....•.
Modernism as an Established Movement...••..........
Survey .•....•..••..•.•.•..••.•.•.•..•.•...••..........

44
48
53
59
61
68
70
79
86

v

PRECURSORS OF MODERNISM.•.•.•.•.•.••..•...•..•...... 109
Stream of Consciousness•.•...••..••.••.•.............
Muhammad Hasan Askari, nHaramjadjn .•••.••.•.......
Qurratulain Hyder, nAb! ~ ~n ..•••...••.........
Sajjad Zaheer, nBinQ nahin ati n..•.••...•.•..••...
Ahmed Ali, nBadal nahin ~n •••.••••..••......••.•
Surrealism..•.••••••••••.•••.••.•••..••......••..•..•
Sajjad Zaheer, nNi.n.C nahin .a.t.i n..••.....•...••...•
Ahmed Ali, RQa...id khanah n....... , ..................
Ahmed Al i , n!1al1t..&.e. pable n•..••••••.•••..•...•...•
Saadat Hasan Manto, nFirishtah n•.••••••.•••...•...
Structural Experiments and
Linguistic Manipulation .•••..•.•••••••••••••••.•••
Saadat Hasan Manto, "Phundne" ••••••••••••••.•.•••.
Myth and Symbol .•••.•••.••..•...••.••.•••••••••..•..•
"
"Meg h Ma 1har " ••••••••••••••••••••••
Murn t az Sh l.r~n,

118
119
123
127
128
129
130
132
137
147
155
155
168
lb8

xvi
TABLE OF CONTENTS--Continued
Page
3.

THE FIFTIES ••

..................................... 180

Enver Sajjad ••••••••••.•.
Biography •••••••••••
Theme of Oppression.
Westernization .•.••
Later Developments.
Intizar Husain.
Biography .••
The Critics •••••
Articles .•••
Early Stories •.
Psychological Depth.
Dastan •••••
Modernism ....•..•.••
4.

MODERNISM ........................................ .
The Precursors and the Modernists ..
Subjects .••.•.•••.•.....
Techniques .•..••..•..••
The Decline of Values and
the Search for Self.
Intizar Husain •.•
Enver Saj j ad •.•.•
Surendra Prakash
Balraj Mainra ••.
The Followers of M.odernism.
Khalidah Asghar •.
Ahmad Hamesh ••.•.••.
Rashid Amjad •.••.••.
The New Generation •.
Conclusion ••••..•••••.
APPENDIX A: CHRONOLOGY OF PUBLICATIONS BY
LEADING MODERNISTS .••••.......•......•..

183
184
189
193
194
196
197
204
209
213
224
236
237

........ 260
261
261
265
276
278
341
390
429
484
485
498
503
510
526

. . . . . . . 528

APPENDIX B:

REFERENCES FOR SURVEY.

548

APPENDIX C:

KITAB AND SHUBKHUN SURVEYS.

556

APPENDIX D:

FIGURES FOR SURVEy .•...••..

560

xvii
TABLE OF CONTENTS--Continued
Page
APPENDIX E:

TRANSLATIONS ••••••••••••••••••••••••

571

Saadat Hasan M~nto. "Tassels" ("Phundne") •••••
Enver Sajjad. "The Rock, the Blood, the
Dog" ("Pathar, lahu, kutta") •••••••••••••••
Balraj Maim: '1. "Composi t~on Four"
("Kampozishan car")........................
Surendra Prakasn.---n'ifalqarmas"
("Talgarmas lt ) • • • • • • • • • • • • • • • • • • • • • • • • • • • • • •
Enver Sajjad. "Garden of Delights"
("Khushiyon ka bagh") •••••••••••••••.•••.••

572

REFERENCES. • • • • • • • • • . • • . • • • • • . • • • . . • • . . . • • . • . . . • • • . •.

609

Fiction. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ..
Translations . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .
Interviews. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ..
Secondary Sources in Urdu ••••••••••••••••••••••••.
Secondary Sources in English •••••••.•••••.•••••.•.
References from Western Literature •••••••••••.•••.

609
638
644
649
672
678

586
590
597

604

ABSTRAC'l'
The dominant movement in Urdu £iction today is
Modernism.

During the decade of the sixties Modernism

replaced the preceding Progressive Movement which had been
popular from the mid-thirties to the early fifties.

Critics

and authors alike in the fifties asserted that the
Progressive Movement had become dogmatic and dictatorial.
Progressive writers' stories, they said, were journalistic
and written according to a politically prescribed =ormula.
The critics felt that this had resulted in the stagnation
of Urdu literature, and they called for a new literary
movement.

After

c;.

short'"li7ed attempt by some writers to

start an "Islamic Literature" movement, Modernism began
as a reaction against the efforts of both the Progressives
and the supporters of "Islamic Literature" to dictate
a group-oriented "purpose literature" according to nonliterary, ideological criteria.

Modernism was intended

to broaden the content and form of l-iterature,
particularly those aspects of it which had been ignored
or actively proscribed by the previous movement.
The new movement encouraged an inward turn in
subject and a move away from realistic, mimetic fiction
xviii

xix
towards a greater experimentation in form.

The latter

included the use of a stream of consciousness technique,
surrealism, fantasy, myth, symbolism, and innovations in
narrati.ve structure which in Western literary criticism
would be called examples of "spatial form."

The inward

turn in subject resulted in both a "search for self" and
a concern for the causes of a perceived "decline of values"
in the modern world.

The inward turn in the subject of

the story dominates in the first half of the sixties; the
intense experimentation with form prevails in the latter
half of the decade.

By the seventies, Modernism had become

an established movement.

The techniques introduced in the

sixties were no longer experimental, but a developed and
accepted repertoire which could be freely drawn upon to
express a variety of subjects, including social and
political as well as "existential" themes.
The Modernist Movement began in the cities of
Lahore and Delhi with the authors Intizar Husain, Enver
Sajjad, Surendra Prakash and Balraj Mainra.

It gained

strength both in geographical area and in the numbers of
authors descLibed as Modernists throughout the sixties,
reaching its height in the period between 1968 and 1971.
After a period of relative stagnation in the early
seventies, during which Modernist literature was described

X~

as having itself become formulaic, it has begun to grow
again with the addition of a new generation of younger
writers in the later seventies.

CHAPTER ONE
INTROOUCTION

Literary movements in South Asia over the past
century have seemed to have a lifespan of about one and a
half to two decades and to be separated from each other
by about a decade during which no particular movement
prevails.

The Aligarh movement was most influential

during the l870's and l880's; romanticism in the first
two decades of the twentieth century; and the Progressive

1

2

Movement from 1936 to the beginning of the fifties. 4The
1890's, the period from the end of the Khilafat movement
in 1924 to 1936, and the 1950's are less obviously
dominated by a particular movement.

At the beginning of

the sixties a new movement appears. The subject of this
study is this most recent literary movement, Modernism.

4The literary movements of the past 100 years
oscillate between a desire to emulate the west and reform
tradition, and a search for roots and identity in the
past and an attempt to revive classical forms. There are
a number of similarities between the Aligarh movement of
the end of the 19th century and the Progressive movement
of this century, and between the romanticism of the early
20th century and the current Modernist movement. For
example, both Hali and the Progressives wanted literature
to be didactic and serve the purpose of social reform
rather than to express personal experiences. Both
rejected traditional literary ferms, particularly the
ghazal, and looked unabashedly to Western models: Hali
praising English authors in his MYQaddamah, and the
Progressives following the dictates of socialist realism.
Both also insisted that literature should be "realistic,n
simplified, and readily communicable. The romanticism of
the early twentieth century, on the other hand, came at
the time of pan-Islamicism and the Khilafat movement, and
included stories drawing on historical romances from the
glorious past of Islam written in highly poetic,
embellished language. The Modernists too, particularly
Intizar Husain, search for the historical roots of their
self-identity and make frequent use of poetic,
metaphorical language and of symbolism drawn from
history, legend and myth. Intizar Husain in fact says in
his 1954 "Main kjYQn likhta hun n (SaYera, v. 15-16: 296298) that to find good literature he must go back to the
time of Ab-i Hayat, Muhammad Husain Azad and Nazir.

3

This Introductory Chapter

revie~s

the critical

literature in India and Pakistan leading up to and
including the Modernist Movement.

A tabulated summary of

100 works on the Modernists shows the broad patterns of
expansion and contraction of the Movement and
conclusively identifies the authors recognized to be the
most outstanding Modernists.

A more detailed study of

the most significant articles on Modernism reveals what
the critics consider the salient characteristics

~nd

issues of the Movement to be. The next three chapters
examine the works themselves~ concentrating (in chapters
Three and Four) on the writings of the four most
prominent Modernists: Intizar Husain, Enver Sajjad,
Surendra Prakash, and Balraj Mainra.

Chapter Two

analyzes in detail several works often referred to as
precursors of modernism. These works exhibit the
techniques of stream of consciousness, surrealism,
structural and linguistic experimentation, and the use of
myth and surrealism.

Chapter Three gives a study of the

early works of the most prominent Modernists and, in
particular, the increasing attention given to the inner
world of the character in the works of the first
Modernist, Intizar Husain.

Chapter Four provides a

chronological survey of the characteristics of Modernist
stories from 1960 to 1980 and an extensive analysis of
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the works of the most prominent Modernists (with
particular attention given to Intizar Husain, whom this
author considers one of the best Urdu fiction writers of
the present time).
Looking first at the period preceding the
appearance of the Modernist Movement, it is evident from
the critical literature that the fifties were years in
which no particular movement prevailed.

One literary

movement was dying, and the next had yet to be born.
Throughout this decade critics and authors search for
signs of, propose possibilities for, and proclaim the
lack of and the need for a new movement.

Beginning with

Intizar Husain in 1958, the Modernist Movement gradually
filled this vacuum during the first half of the sixties,
and had become the dominant literary movement by 1971.
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The Fifties
In fact every tune of turmoil finally ends on
a note of stagnation. Intizar Husain. ~
Gahan. (1953 e .p. 256.)
The primary concerns of critics during the
fifties were: literature about the turmoil of the riots
during Partition; the future of Urdu: the end of the
Progressive Movement: and the resulting perception of a
vacuum or stagnation (jamqd) in literature which critics
in Pakistan wanted to fill with literature which would in
some way be Pakistani or Islamic.

Partition literature,

the end of the Progressives, and a feeling of stagnation
were common to both India and Pakistan.

The feeling that

Urdu was in danger was limited to India, while the felt
need to have a literature which would reflect the
character of the new country and be different from the
Urdu literature of pre-Partition India arose only in
Pakistan.

Literature After Partition
The period

i~~ediately

after Partition was

dominated by the subject of riot stories and the split
between those who regretted Partition and those who
supported it as the necessary result of the two-nation
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theory.

The Progressives in both India and Pakistan

blamed both the riots and Partition on the British (Z.
Kashmiri, 1948, p. 75) and lamented the division of the
country which had torn apart families, bodies and minds
as well as "mother India" herself (I.
pp. 581, 587}.

Chughta~,

1949,

They stated that it was the duty of the

writer to write so as to rehabilitate the dishonored
women, arrange pensions for the victims of the riots,
remove obstacles to widow remarriage for those whose
husbands had died in the riots, and

r~ise

a revolt

against personal ownership of land and industry
(Z. Kashmiri, 1948, p. 78).

The attack of the knife,

they claimed, had been stopped by the nib of the pen of
the Progressives (I. Chughta1, 1949, p. 584).
In Pakistan this view was countered by Muhammad
Hasan Askari,5 Mumtaz Shirin, Salim Ahmad and Intizar
Husain. The Progressives asserted that Partition was due

5Muhammad Hasan Askari's view of the Progressives
is shown in a rather amusing satire he wrote on them in
his "KaJij ae ghaL ~," in which a boy who is ignored by
his classmates (who think he is unable to understand
matters of politics and literature) decides to win
friends and influence people (and get girls) by giving a
"progressive" speech on "literature and life." (in
Jazire, Lahore: A'inah-i adab, 2nd ed. 1961: 9-23.) A
note says that the story was written September, 1939, and
was originally published in Adabj Dunya in August, 1940.
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to political problems, specifically communalism and
reactionary religious elements inspired by the British.
Salim Ahmad rather mildly ascribed this premise to the
Progressives' lack of historical consciousness and to the
fact that they wrote according to the demands of ideology
rather than coming out of their libraries of Russian
books to see what was actually happening in life (Salim
Ahmad, 1951, p. 21).

Askari put it more strongly and

charged that these stories were "filled with very
poisonous propaganda against Muslims and Pakistan" and
tried "to make Muslims doubt the fundamental principals
of Pakistan"

(1976a~

p. 147).

Askari, like the Progressives themselves, was
concerned as much with the political effects of the
stories as with their literary value.

He did, however,

criticize their dependence upon sensationalist external
events rather than inner creativity for their
inspiration.

In his preface to Manto's Siyah hashiye 6 he

claims to have heard a writer (apparently Krishan
Chander) say it would be "good for literature" if the

60riginally published in 1948, according to
Leslie Flemming's Another Lonely Voice: The Urdu Shott
Stories of Sadat Hasan Manto. (Berkeley: Center for
South and Southeast Asia Studies, 1979, p. 113.)
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Japanese were to attack India, as it would give them a
new subject (p. 8).

The Japanese did not attack, Askari

notes, but the Progressives exploited the Bengal famine
instead, -becoming famous selling their stories on the
latest tragedy the way blackmarketeers became rich
selling their hoarded rice" (p. 8). He felt that they had
done the same in their stories about the riots, which
were written according to a formula and lacked any
feeling that they were about human beings

~976c,

p. 10).

Intizar Husain, whose articles in the early
fifties are often much like those of Askari, sounded a
similar theme in 1948 when he said "Krishan Chander has
become the busiest reporter of the literary news agency"
(p. 17), and in 1953 when he declared that both those who
depended for their stories on newspaper reports and those
who took their stories from psychological case studies
were treating literature as journalism (p. 74).

The

riots, he said, only temporarily postponed the death of
the Progressive Movement, which had run out of
sensationalist topics to write about (p. 75).
The most literary of the criticisms of the riot
stories was that of Mumtaz Shirin.

She detailed the

formula according to which the Progressive riot stories
were composed, analyzed its failings in the stories of
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Krishan Chander, and also provided examples of more
successful stolies on the subject of Partition. An
English paraphrase of many of Shirin's critical
judgements is included in Muhammad Umar Memon's
"Partition Literature: A

St~dy

of Intizar Husain" (1980),

which also analyzes the Progressive articles in the
journal Savera from the Partition of united India until
the editorship of Hanif Rame in the early sixties.
Memon's exposition of the Progressives' unsympathetic
attitude towards the founding of Pakistan makes their
ultimate demise in that country understandable.

The Future of Urdu
Concurrent with the critical response to the
literature on Partition, there was a fear among
Progressives and non-Progressives alike that Urdu too
would fall victim to the communal animosity expressed in
the riots.

During the Second All-India Writers'

Conference (Benares, 1947), Aziz Ahmad commented that
nthe political upheaval had very sari=usly affected Urdu
literary magazines (1950, p. 243). In the same conference
Ram Babu Saksena declared, with what sounds like forced
optimism, that:

"It is true that Urdu literature has

received a temporary set-back and an eclipse in India,
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but this is only a passing phase ••• The clouds which have
gathered will roll back.
resplendently~

The sun will shine

so the future of Urdu is assured" (1950,

pp. 244-245).
In the Progressives' Uttar Pradesh conference in
April, 1949, according to Carlo Coppola, "the major
concern of this meeting was the question of the status of
Urdu in free India" (1975, p. 274), and the meeting
condemned the "reactionary forces which would crush Urdu
and its literature" (1975, p. 276).

During the Third

All-India Writers' Conference (Annamalainager, 1954) as
well, the position of Urdu was considered precarious.
Dr. Mohiuddin Qadri Zore referred to the years since
Independence as a "period of travail" (1957, p. 384)
during which there had been an "assault against Urdu n
both by the various state Governments and by speakers of
other languages (1957, p. 385).
Urdu was affected both by the immediate damage
done by Partition and by the later government support (in
India) for other languages, especially Hindi.

According

to Ahmad Abbas, at the time of Partition practically all
publishing in Urdu came to a standstill for many months.
The offices of Urdu literary magazines and publishing
houses were burned, and there was a reaction against Urdu
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in the Hindi majority areas (1950, p. 115).

Before he

emigrated to Pakistan, the r.ritic Ebadat Bre1vi wrote
feelingly of Urdu's eclipse by Hindi as the official
language of government:
Today Urdu language and literature is a
stranger in its own country. The Urdu language is
no longer the language of any part of this land.
Linguistic fascism has given Urdu's place to
Hindi ••• The government is spending money like
water to spread Hindi. Non-governmental
departments are also taking part in this work in
every way. Consequently there is Hindi in the
offices. There is Hindi in the courts. There is
Hindi in the universities. There is Hindi in the
schools. In short, there is no place free of
Hindi. (1950, p. 43).
Intizar Husain describes a similar situation in
his travelogue written the same year (November, 1950).7

7Int izar Husain gave fictional expression to the
same state of affairs in his story "£k bin likhi
razmiyah n :
Your letter arrived late, but I am thankful
it came. It was late in coming for two reasons.
First because the address was written in a
language that everyone else here except me denies
knowing, and second, because Qadirpur is no
longer Qadirpur. Now its new residents call it
Jatonagar.
(Translated by Leslie Flemming.) (The story was written
June 1, 1950,and included in the collection Gali Kuce.
Lahore: Shahin publishers, 1952. pp. 193-224. The quote
is from p. 221 of the Urdu text.)
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When he visited his former homeland he found signboards
now in pure Bindi instead of Urdu, and his friend Master
Sahib thinking of emigrating:
I said, -Master Sahib, what will you do in
Pakistan? The journey is very difficult.- At my
sentence, he very quietly stood up and went into
another room. In a little while I saw him come
back leading a child by one hand and holding a
pile of books clasped to his chest in the other.
Coming up to me he dropped the books on the table
and stood the boy in front of me. ·Sir, I have
gone through a lot, and will go through more.
But what will this son of mine do?" I looked at
the books. These were his son's course books, and
everyone of them was in Bindi. And Master Sahib
was being eaten up by the thought that if his son
didn't read Urdu, how could he become civilized?
(1952, pp. 254-255 in Gali kuce)
In response, critics in India went to great
lengths to prove that Urdu was an Indian language and
that Urdu authors were both patriotic and not necessar.ily
Muslims.

These proofs included lists of Hindu and Sikh

authors who wrote in Urdu, of Urdu translations of Hindu
scriptures, and of Urdu authors who spent time in jail
during the Independence movement. 8 With the
establishment in India of various government institutions

8An example of such list-making is the January,
1948 article of the Progressive Writers' Association,
-Adah-Q tahzib ka mustaqbil,· published in Savera, V. 3.
pp. 85-88.
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for the promotion of Urdu (the activities of which are
listed each year in the Sahitya Akademi's Indian
Literature annual survey of Urdu literature), the fears
for the future of Urdu have somewhat diminished. 9
The situation was rather different in Pakistan,
where Urdu had the advantage of being the official
language.

While Indian critics like the Progressive, Zoe

Ansari, lamented that the old centers for Urdu in Delhi,
Lucknow, Patna, Hyderabad, Rampur and Badayun had been
lost to the culture of Pakistan as they were now part of
India rather than Pakistan (1954, p. 15.), and Ebadat
Brelvi noted that Urdu was not the mother tongue of any
region in Pakistan (1950, p. 43), Urdu did not have to
fear competition from the less developed regional
languages of Pakistan.

In an article read before the

March, 1948 annual meeting of the

Ba]Qah-~

Arbab-i

~

9These fears have not entirely disappeared,
however. Speaking in the Seminar on Creative Writing in
Indian Languages (National Integration Samiti of the
Marathwada University, Nov. 18-19,1972.), the Modernist
poet Baqar Mehdi says " ••• Urdu in India has a precarious
living, perhaps a dim future ••• due to the lack of
education in Urdu, as well as the fact that Muslim Urdu
authors ••• are frequent victims of communal riots. So
they have been suffering from a fear complex.(-Contemporary Urdu Poetry,- in Jogindar Paul,
Ed. Seminar on Creative Writing in Indian Languages.
Aurangabad: Marathwada University, 1972, pp. 60-67.
Quotes from p. 60.)
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and at the Punjab University Urdu Conference (April,
1948) Salahuddin Ahmad, the editor of Adabi Dunya,
regretted the loss of the composite character of prePartition Urdu literature which was written by both
Hindus and Muslims, and predicted the decline and
eventual death of Urdu in India.

He rather

condescendingly referred to Punjabi as a language whose
entire literature could be fit into a cupboard, and
expressed confidence that Urdu would flourish in the
Punjab, and Lahore would become a center for literature
(1948, p.23).

The End of the Progressive Movement
For Sardar Jafri, the fact that Urdu was not the
mother tongue of any region in Pakistan had implications
for the future of the Progressive Movement there.

Jafri

felt that in Pakistan, the Progressive writers' lack of
direct contact with the people who spoke Pashto, Baluchi,
Sindhi, Punjabi and Bengali prevented the full emergence
of Urdu Progressive literature ("1957, .p. 267).

In

India as well, he claimed in 1951, -Today there is a kind
of stagnation (jamud) in Progressive literature(p.266).

Here too the reason was mainly due to the

effects of Partition.

Many authors and publishers had
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gone to Pakistan; it was difficult to buy the books of
the other country; the Urdu language faced problems in
India; and the increase in poverty and unemployment
decreased the purchases of books and also forced writers
to seek other sources of income (p. 267).

Most

important, he asserted, was that the Progressive writers
had ·understood the people politically" but did not yet
know them socially.

They were not close enough to the

life of the people (p. 268).10
These problems, except perhaps for the last, had
more to do with a general stagnation in Urdu literature
than with a specific decline of the Progressives.

Others

gave reasons more directly linked to the actions of the
Progressives themselves.

Foremost of these was the

policy which the Progressive Writers' Association
developed in Lahore at the first All-Pakistan Conference
in November, 1949.

As Carlo Coppola has described, since

their 1945 meeting in Hyderabad the Progressives had been
narrowing the base of their movement, and in 1949 they

10For a sympathetic review of Sardar Jafri's
Taraqqi pasand adab, see Salamat Allah, -Taraqgi pasand
adab,· Shahrah, V. 5. N. 10. (Oct., 1953): pp. 44-48.
Dr. Salamat Allah disagrees with Sardar Jafri's
statement that there is stagnation in the Progressive
Movement. He feels that there are a number of new, young
authors who should be encouraged (p. 48).
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produced an outright condemnation of a number of authors
and tried to prevent the publication of their works
(1975, pp. 256-284).

This policy, according to Hafeez

Malik, split writers in Pakistan into the "Savera Groupn
headed by the Progressive poets Ahmad Nadim Qasmi and
Faiz Ahmad Faiz, and a dissident group led by Muhammad
Hasan Askari andSaadatHasan Manto (1967, p. 662).

Even

the leaders of the nSavera Groupn were not exempt from
criticism when they departed from the party line, as
Memon shows in his paraphrase of Fateh Muhammad Malik's
description of Arif Abdul Matin!s attack on Qasmi as a
"revivalist" for his use of religious terms (Memon, 1980,
p. 387).

Their 1949 policy statement not only limited

their membership, it also conflicted with the government
of Pakistan and led to the Movement's being declared a
political party in 1951, and effectively ended by Ayub
Khan in 1958 (Malik, 1967, pp. 663-664). Even without
this governmental reaction, the Progressives' attitude
LVWQ~ctc

the founding of Pakistan, as described by Hernon,

would have had an adverse effect on their position there
(Memon, 1980).
The critics in India too complained of literary
dogmatism in the Progressive Movement.

Mohammad Hasan

relates that in 1948 the Progressive writers' Association
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began to "go to ridiculous lengths," mechanically tying
literature to society, interpreting society according to
the Marxist class structure, making literature a weapon
of the class struggle, tearing their literature away from
ordinary life and instead writing about class life and
class culture which did not yet even exist, so that "our
literature became not a reflection of life but a speech
about life" (1951, p. 75). Making literature an
instrument of political purpose in so mechanical a way,
he says, also diverted attention away from form and
resulted in a total destruction of esthetic values:
On the one hand, by g1v1ng literature just
one political line it started mental slavery, and
on the other hand, it produced ambiguity in style
and manner of expression.eoJafri and Mahdi
clearly established the judgement of literature
as political propaganda. This completed the
whirlpool of literary fascism and instead of a
healthy and vigorous literary movement, the
Progressives were left a dogmatic and static
journalistic movement (po 76).
Writing in 1956 in the Progressive organ Shahrah,
another Indian critic declared that the Progressive
Movement was dead (Sahni, 1956, p. 4) and traced its
demise from the 1951 meeting in Bombay in which the
leadership limited the meaning of the Movement by
rejecting from consideration any literary works by nonmembers, and by defining ·progressive" not according to a
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writer's progressive creations but by membership in the
Movement:

"rt was stated to be the duty of the writer to

write only on purely political subjects and in practice
to take an active part in particular political movements
as well.

Otherwise he could not create progressive

literature in any true sense" (p. 6).

Literature was

judged as good or bad according to its political and
social meaning, and form was completely ignored. As a
result of this dogmatic line, Sahni claims, writers in
India were split into two camps, Progressives and nonProgressives.

Many writers left the Movement, it began

to break up, and the handful of writers who remained were
cut off from the rest of the authors of India (p. 7).
In India, the change in the political
relationship between India and the Soviet Union also had
an effect, as Surendra Prakash recounts:
After 1947 I learned that not all [authors]
were "new"; some were "progressive." For quite a
while I had been ignorant of the difference
between new and progressive, but in the meantime
I became a complete believer in the Progressive
Movement and accepted the creed that a writer can
do with his pen what a soldier can do with sword
or gun. And my breast swelled with pride that
the story I would write tomorrow might be the
cause of an economic a~n r01itical revolution in
the country, and after this revolution prosperity
and freedom would reign. The freedom of which
our leaders were singing was a false freedom and
the capitalist class was deceiving the people and
using them for its own purposes.
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But suddenly something very stange happened.
Khrushchev came to power in Russia. India and
Russia became fast friends and the Progressive
Movement's desire to bring the revolution cooled
off.
What had happened? My pen which I had dreamed
of using like a gun began to seem to me a useless
thing~

This age was an age of great boredom.
People's beliefs were being shaken and no one
could understand what was happening. Those
authors who were used to working according to
directives turned to commercial writing or fell
silent completely. And for unformed minds like
mine there was no choice. Instead of turning our
faces from the realities of life, we had to look
it straight in the eye. (Urdy fikshan, 1973,
p. 359).
As well as dampening the ardour of the
Progressives' call for revolution, the coming to power of
Khrushchev "destroyed the sanctity of the great leader,
Stalin" (Baqar Mehdi, 1972, p. 61) and the revelation of
his mass purges dissillusioned many in the Movement.
There were other reasons given for a feeling of
stagnation, and particularly for stagnation in the
Progressive Movement.

One was simply old age.

Movement and its writers were worn out.

The

A number of

writers note that fewer authors (at least Progressive
authors) were writing, and what they were writing was not
as good as it had been before Partition.

Khurshidul

Islam ascribed the end of the Progressives to -the drying
up of the fountains of creativity of the older writers"
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and stated that no movement could continue without
writers (1974, p. 8). Ebadat Bre1vi wrote in 1950 "It is
as though the writers' pens have stopped in one place"
(p. 38). The poets who a few years ago were full of
enthusiasm and zeal aare so stagnant they can't even
write one poem a year" (p. 38).

Josh, he says, writes

few poems and none of them good, so people who like his
poetry are reading his old works rather than his new;
Majaz has nearly stopped writing, and so has Faiz, and
the same is true of the story writers (pp. 38-39).

Ismat

has said goodbye to writing. Krishan Chander is writing
less and what he writes is destroyed by his ideological
extremism.

Bedi and Qasmi have written nothing, and Ashk

and Devendar satyarthi have turned to Hindi. Only Balwant
Singh, Manto, and Ahmad Abbas, in the view of Dr.
Bre1vi, have to some extent maintained their artistic
tradition (p. 39).
Intizar Husain, too, declared repeatedly in
articles from 1948 to 1955 11 that the Progressives had
run out of subjects to write about ("Purani naQl

~

llAfter 1955 the Progressive Movement was
apparently too dead a horse to be beaten further, and his
articles turn to laying the philosophical foundations of
the movement he hoped would replace it.
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khilaf

~-i

amal," 1953;

"~

afsane men riyayat

~

tajribe,· 1955)7 that one age had ended and a new age was
starting ("Siyasi buhran

~

hamara adaQ,"

1948)7 or

alternatively that one generation was ending and it was
time to give attention to the new generation ("Purani
~

ke khilaf

~ ~,"

Ladd-~

1954~and

amal," 1953; "Jamud
"Pakistan men adab

~ ~ ~

~

rUjhanat,"

1955 a) •

Stagnation
Throughout the discussions of the stories about
Partition, of the status of Urdu in India, and of the
putative end of the Progressive Movement, one word
appears again and again: stagnation (jamud).

There was

said to be stagnation because the Progressives' stories
on Partition were of poor literary quality (Askari,
Shirin, Husain), and because the recent policies of the
Progressive Movement had been destructive of the quality
of literature in general (M. Hasan, Sahni); because after
Partition had been exhausted as a theme the Progressives
(and presumably most others) had nothing left to write
about (Husain), and the older generation of the
Progressives was itself exhausted (K. Islam, Brelvi,
Husain)7 because Urdu was in trouble in India and

22

consequently so were authors and publishing houses, many
of which had been damaged during Partition (A. Ahmad,
Saksena, Zore, A. Abbas, Brelvi, Husain, Z. Ansari,
B. Mehdi, S. Jafri)J and because the end of the
Progressive Movement left writers with no sense of
direction (S. Prakash). One editor went so far as to say,
perhaps with tongue in cheek, that there was stagnation
among the Progressive writers because there was
stagnation in China and the Soviet Union: and the
Progressives copied it from them. 12
Still another reason for stagnation, according to
the "group-minded"

Ask~ri,

was the lack of either a

"collectivity" of authors or a "group" of serious
readers. Literature, according to Askari, is not merely a
collection of good writings; for literature to remain
alive it must have a "collective personality" (1955,
p.140).

This had been missing in literature since

authors had reacted against the Progressives' stress on
ideology by abandoning all ideologies and writing instead
on "personal and momentary impressions" (Sept., 1952,

l2 An editor's footnote (p. 16) to an article by
Nisar Ahmad Faruqi, "Ai kg adabi ~'ilft (Tahrik. V. 7.
N. 1. (May, 1959): 16-18). The editor of Tahrik was
Gopa1 Mittal (noted for his dislike of communism).
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p. 4).

There was also no -group3 of serious readers to

demand good literature of the authors. 13

For the last

few years the only people reading books had been clerks,
students and young girls (~1954a,

p.

3), and since

every man wanted only to get rich on the black market,
and every woman wanted only to marry someone with a big
car, the authors had been catering to this audience by
writing "school girl literature" (July, 1953, pp. 9-10).
When "stagnant" did not seem strong enough to describe
the sorry state of Urdu literature, Askari went further
and proclaimed a new slogan, the "death of Urdu
literature." So much did Askari yearn for a
"collectivity" of authors that

h~

asserted, "If you ask

me if I am among the living or the dead [authors] I will
with great pride count myself among the dead, because at
least this will make me part of a group" (1955, p. 140).

l3Askari's description of reading habits in the
early fifties was often echoed by other critics of the
time who complained that detective stories, light
romances and film magazines were crowding out serious
literature. Zoe Ansari, for example, lamented that while
no one was reading the writings of the Progressives, the
market for obscene and sensationalist film magazines was
booming (Ansari, 1954, p. 13). This observation is
particularly interesting in view of the fact that one of
the charges frequently levied against the Modernists was
that the difficulty of their stories had forced the
common reader to turn away from literature to digests,
detective stories, and film magazines. Obviously this
trend existed at least a full decade before the start of
Modernism.
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In short, the causes offered to explain
stagnation were many and varied and came from both
Progressive and non-Progressive critics. Whether there
was in fact stagnation in literature during the early
fifties or not, there is absolutely no doubt that there
was a perception of stagnation. This feeling of
stagnation in literature as it was then written left a
vacuum. What was it to be filled ·by?

Pakistani or Islamic Literature
One proposal was to replace the externallyoriented economic and political determinism of the
Progressives' ·purpose" literature with another "purpose"
literature of religious determinism. This took the form
of a call for first apakistani" and then "Islamic"
literature, about which much was written but little done.
14

Concurrent with this was a felt need for a more

l4Calls for Pakistani or Islamic literature recur
in great numbers after the 1965 and 1971 wars, and it is
still an important topic. A useful compendium of
articles on the subject is Rashid Amjad and Faruq Ali's
Pakistani adab (Rawalpindi: Federal Government Sir Sayyid
College, 1981). Earlier studies include Jamil Jalebi's
Pakistani kalcur: Qaumi kalcur ki tasbkbil ka masa'lab
(Karachi: Elite publishers, 1964) and relevant chapters
in Saj jad Baq'ar Rizvi' s Tabzib-o Takbl ig (Lahore:
Maktabah-yi adab-i jadid, 1966) and Fateh Muhammad
Malik's Ta'assubat (Lahore: Maktabah-i Funun, 1973).
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internally-oriented literature free of determinism which
could present the psychological, philosophical and
spiritual aspects of humanity.

The latter was to prove

more relevant for the Modernist Movement a decade later.
Most notable is the fact that, despite the many attempts
to start new movements or revive old ones, the critics
still saw no literary movement in existence by the end of
the decade.
Although Samad Shahin is credited with having
raised the issue of the need for a "Pakistani" literature
(Heman, 1980, p. 385), like most other literary slogans
of the 1950's, it became associated with the name of
Muhammad Hasan Askari.

Askari was inordinately fond of

propagating sensational literary slogans.

As Intizar

Husain characterized him:
Before August, 1947, Muhammad Hasan Askari
was a supporter of "literature for the sake of
literature." After August, 1947, he became a
supporter of "literature for the sake of
Pakistan." As August, 1948 approached, he
supported "literature for the sake of Islam."
Then when people began to dig a canal near Wagah
and no novelist wrote a novel on this incident,
he was convinced there was literary stagnation.
In 1947 he was considered the greatest opponent
of the Soviet Union. Now he is non-aligned and
practices Sufism. Literature--from literature to
politics; from politics to Sufism. (Quoted by
Jaganath Azad, 1967, p. 63).
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As Intizar Husain's catalogue of Askari's varied
interests indicates, Askari does sometimes seem to
contradict himself. When he was writing against the
"purposiveness n of the literature of the Progressives,
for instance, he gave the example of the Soviet authors
who had written propaganda to help their country during
World War II.

The Soviet authors, according to Askari,

had forgotten their literary responsibilities in
fulfilling their secondary, patriotic responsibilities.
In this case Askari felt that "to forget one's true
duties and become the slave of some secondary purpose (no
matter how high that purpose) does not become a writer"
(

p.14l).

1~76a,

When it was a question of literary

values versus Pakistani literature, however, Askari
asserted that the nation of Pakistan can have only one
center, Islam, and the author must respect the
fundamental beliefs which this entails (Sept. 1949,
pp.547-548).
Askari's advocacy of literary censorship provoked
a spirited defense of literary freedom of expression from
Intizar Husain, who has consistently defended literature
against all attempts to subordinate it to censorship.15
He reminded Askari that censorship can work both ways:

l5With just one exception, his article "AdaQ,
Funun, V. 2. N. 4-5. (Feb.-Mar., 1966):
92-93., written at the time of the 1965 war.

iang Ke bAld,n

27

Included among them is Askari, who at one
time was completely against making demands on
litelature. Until yesterday he considered
literature the thing most worthy of respect~ But
after the founding of Pakistan, literature has
become secondary for him. Of course he still has
respect for literature, but when his
nationalistic fervour heats up he is even ready
to make a bonfire of it. He says:
In ordinary times I am ready to
suffer the greatest difficulties for the
sake of freedom of literature and
authors, but in the present situation
there is much left to do for the
stability of Pakistan. I am ready to even
make a bonfire of that literature which
wishes ill of Pakistan and which wants to
again make slaves of the Muslim nation,
because saving this nation is more
important than the greatest of great
literature.
Perhaps from a nationalist standpoint this
sentiment would be considered worthy of
admiration, but it is certainly an inauspicious
sign for literature. If making a bonfire of
literature is justified once, then divans of
puets will be burned daily in Pakistan in the
national interest and in the name of religion.
There may even corne a day when the divan of Mir
(which is very dear to Askari) will be shown the
match and they will give the excuse that in the
present situation there is much left to do for
the stability of Pakistan so every writing which
is detrimental to the Pakistan peoples' power of
action should be given to the fire (W~ auL
mufid Adab,· p. 16).
Aijaz Husain Batalvi too, in a lucid and wellreasoned article exploring the literary issues which
arose after the founding of Pakistan, observes that the
same people who had previously complained when the
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Progressives dictated that literature be written about
the Bengal famine are now demanding that ftIslamic
literature- be written about the riots. Be warns that,
-The author does not merely echo life1 he criticizes it
as well.

If we force some particular point of view of

our society upon authors we cannot expect any healthy
literature from them, as we will have snatched from them
that right of unconstrained and unhesitating criticism
which is the basis of good literature ft (1949, p. 55).
The protest against censoring literature by
subordinating it to a nonliterary purpose was joined by
disagreement over whether and how literature could be
defined by reference to religion. ~he call for an
ftIslamic literature ft was the subject of a number of
articles published in 1953 and 1954 in the journal
Nugusb.

The discussion began with two articles, one by

Firaq Gorakhpuri attacking the concept,16 and one by
Muhammad Ehsan Faruqi defending it.
responses they

occ~sioned,

These, and the

centered on the problem of

fthow to present Islamic literaturee and whose Islam will

l6According to Intizar Husain, Firaq's article
was a somewhat delayed response to a 1948 -Jhalkiyan ft by
Muhammad Hasan Askari in the journal~. (Intizar
Husain, WJamud auL ~ ke ~ ~,ft BaQi. V. 59. N. 1
(Jan.-Mar., 1954): 14-15).
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be considered Islam" (Dahlavi, 1954, p. 20). Those
critics who opposed restricting literature to a
particular formula reminded the reader of the wide
variety of Islamic cultures from Arabia to Indonesia, and
regretted that the advocates of an "Islamic literature n
seemed to disapprove of the Islam of rationalists like
Ibn Khaldun or Ibn Sina, or of Sufis like Amir Khusrau or
Khwaja Muinuddin Chishti (Qurratulain Hyder, 1954, pp. 5,
11), but even the proponents of "Islamic literature" were
unable to agree on the precepts of Islamic literature,
how works were to be interpreted as Islamic, or what
could be examples of Islamic works or Islamic authors.
The discussion in

Nugush

began with the

Progressive critic Firaq Gorakhpuri who argued for the
universality of science. Science, agriculture, industry,
economics and politics, he said, have no nationality or
religion, and neither should literature.

He raised the

problem of the definition of Islamic literature, wondered
if poets like Nazrul Islam who wrote in Bengali were
Islamic, and pointedly asked Askari which of Askari's own
stories Askari considered to be Islamic literature (1953,
pp. 33-34).
Muhammad Ehsan Faruqi's answer did not respond
directly to the questions raised by Firaq, but tried to
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prove the feasibility of an Islamic literature based on
what Faruqi saw as the existence of a "Christian
literature R in Europe, particularly in the later writings
of the wProphet of Criticism,w T. S. Eliot. 17 That is,
because there was ·Christian literature· in Europe,
therefore there could also be wIslamic literature w in
Pakistan.

Sayyid Shaukat Sabzvari gave a more direct

answer to Firaq, and stated that ·Nazrul Islam was not an
Islamic writer because his writings were influenced by
Hinduism, an allegation which must have been disturbing
to some in East Pakistan. The poetry of Firaq himself
Sabzvari flatly called ·infidel writingW (1954, p. 15).
Sabzvari offered a definition of Islamic literature as
W••• that in which Islamism shines, in which an Islamic
manner of thinking is used, whose style is colored with
Islamic color, whose accent is Islamic, whose manner of
thought and reasoning is that which Islam has
presented ••• • (p. 16).

These ·criteria" he said proved

the work of Iqbal to be Islamic because WIts spirit is

17sayyid Ali Abbas Jalalpuri described Eliot as
the ·Prophet of Criticism w for those calling for an
Islamic literature (1954, p. 29). Sayyid Ahmad Rafiq
noted that those favoring Islamic literature frequently
refer to Eliot's statement that the consciousness of
every culture arises from some religion (1954, p. 38-39).
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Islamic. Its point of view is Islamic. Its style and
manner are Islamic.
Islamic" (pp. 16-17).

The warp and woof of its thought are
Sabzvari's definition of "Islamic

literature" neatly sidestepped the problem of defining
"Islamic," which Dahlavi noted differed even among
different 'ulama within the Maudoodi family (1954,
p.20).

The disagreement over whom to call an Islamic

author was ironically (and unintentionally) highlighted
by Sabzvari who gave as an outstanding example of Islamic
literature the works of Abu! Kalam Azad, probably the
author most hated by that other advocate of Islamic
literature, Muhammad Hasan Askari (1976a,pp. 128-129).
The writings of the proponents of "Islamic
literature" were strongly censorial and potentially
divisive.

According to these critics, Bengali was not a

language but merely a form of Sanskrit, and inferior to
the Islamic Urdu (Sabzvari, 1954, p. 18). Even if Bengali
were considered a language, it was a Hindu language, and
could not exist without Hinduism (Hamid Hasan Faruqi,
1954, p. 44). Authors in East Pakistan, the critics
alleged, were overly influenced by Hinduism, as were
Sufis like Malik Muhammad Jaisi and Dara Shikoh
(Sabzvari, 1954, pp. 17-18), and Sufism was denounced for
allowing an admixture of other religions (Abu Lais
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Siddiqi, 1954, pp. 49-50). The standard given for judging
literary worth was to be how much the work was in harmony
with Islam (Faruqi, 1953, p. 13; and Rafiq, 1954, p. 36).
Non-Muslim writers were unable to properly write Urdu
because they were unfamiliar with Persian and Arabic
words (Faruqi, 1954, p. 43) and because Urdu was an
Islamic language, as Hindi was a Hindu language (Faruqi,
1953, p. 13).

Qurratu1ain Hyder noted with disapproval

that non-Muslim authors like Sarshar, Chakbast, Premcand,
Krishan Chander and Bedi were to be expunged from Urdu
literature, and Hindu-influenced literature of the prePartition Lucknow and Delhi traditions was to be -edited"
(Hyder, 1954, p. 6).

Even the poet Firdausi was to be

cUlled out of Persian literature (5abzvari, 1954, p. 16).
50 narrow were the strictures placed on Islamic
literature by various critics that in the end Iqbal was
the only author whose works they could agree were
Islamic.
Coming as it did after the Progressive Movement,
this new attempt to impose restrictions on literature was
not well received by those critics who preferred to see
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literature free of slogans and formulas. lS Even critics
like Aftab Ahmad, who hoped literature and culture would
reflect the effects of religion, protested against
slogans in literature and saw no distinction between the
slogan of Islam and the slogan of communism (1954,
p. 41).

It was more important, many felt, for literature

to interpret and reflect the various aspects of human
life, support human values, and show belief in humanity
rather than to manifest a particular slogan (Brelvi,
1954, p.

47~

Hyder, 1959, p. 291).
The Inward Turn

One of the first to recommend that literature
show more than the external aspect of humanity was Mumtaz

l8Qurratulain Hyder said of such slogans, "On the
one hand 'literature for the sake of literature' slowly
became 'literature for the sake of government'~ and on
the other hand, 'literature for life' or 'Progressive
literature' grew so sectarian that it became 'literature
for the sake of the Communist Party'" (1954, p. 11).
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Shirin.

The concept of man in the nnew literature n after

1936, she said, was that of the ftpolitical mann in which
all of humanity's good and bad points were said to be due
to the external environment, and all hope for man's
betterment lay in changing the present political and
economic system (1951, p. 110).

She described a

different view of the nature of humanity:
But man is not so weak and formless that he
can be moulded in whatever way he is pressed by
the external environment. His nature is very
complex. Good and bad, grandeur and baseness,
power and weakness are found together in a human.
There is a continual internal struggle and
conflict between these opposed aspects within
man. Man himself has control over his virtue and
evil. He is himself responsible for his life.
Man has within him the power to overcome his
weaknesses, to make his own life, to struggle to
complete his own existence. The human who judges
himself according to the standard of transcendant
values and struggles to complete himself is the
human of great literature (pp. 110-111).
It is just such a concept of humanity which we
see after 1958 in the stories of Intizar Husain, the
first Modernist.
Intizar Husain himself had emphasized the
psychological and spiritual aspects of literature in his
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earliest articles.

In a 1948 discussion of the stories

on the riots of Partition he suggested that such stories
should explore the psychological effects of criminal
actions and a guilty conscience
hamata

Adab,· p. 19).

(·Si~asi

bubran AUL

Two years later he regretted that

the demand that literature fulfill the social and
political needs of society had destroyed the relationship
which had formerly existed between the author and the
inner life and spiritual aspects of society
mufid

(W~ ~

adah,w 1950, p. 17).
Intizar Husain added a new dimension to his

in6istence on a more inward looking literature after
Muhammad Hasan Askari published a 1954 article suggesting
that a description of the inner life of a character could
be even more realistic than a recounting of external
events because the internal description could relate not
only the conscious and unconscious mind but also the
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collective unconscious described by Jung. 19As will be
discussed in Chapter Three, Intizar Husain used the
concept that the inner life of the character could
express the collective unconscious to explain the role of
tradition in his own works. 20
Other critics observed an increasing attention to
the individual and to the psychological and spiritual
aspects of life in the literature of the second half of

19 In this article Muhammad Hasan Askari argues
that to be inward looking does not necessarily mean to be
lost in oneself, to lose contact with reality and live in
a world of fancy, or to be cut off from other hUmans.
Rather, there is a connection between a person's internal
experiences and his outward actions, and Rwithout
considering internal experiences you cannot comprehend
external actions and their effect on social reality"
(p. 8). He asks the reader to consider whether reality is
better presented in the externally oriented novels of
Sholokov or in the more inward looking works of Flaubert,
Stendhal and Joyce (p. 8). He ends with a discussion of
Freud, Jung and Reich, and the relevance of findings in
psychology for literature (RPakhliyat pasandi," Mah-i
nay, V. 7. N. 4. (July, 1954): 7-9). His article was
favorably reviewed in an editorial by Gopal Mittal in
Tahrik (Delhi) which also noted that while "purpose R
literature could be written according to an externally
determined program, good literature had individuality,
which could only come from within the author, not from
his environment (Rnakhliyat ki ahmjyat,R Tahrik, (Aug.,
1954). Included in the August, 1973 Twentieth Anniversary
Number, pp. 22-23).
20Dis'cussed in his "Khushb.u .k.i hijrat" (1955),
"Kahani .k.i kaban i R (1956b), and "Ij tima·.i tahzjb .a...u.I.
afsanah" (1959').
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the fifties.

An editorial in Naya Daur notes with

disapproval that" ••• the author has become cut off from
society, and like a silkworm has become wrapped up in the
sheath of his self ••• R (1956?, p. 7).21A more positive
note is sounded by Gopal Mittal who lauds Mumtaz Shirin's
novelette Megh Malhar (discussed in Chapter Two) as a
turn away from the purely materialistic literature of the
Progressives to the more universal theme of the
individual's search for truth and beauty. Be further
commends the growing trend to base literary criticism
upon literary values, and applauds a statement by Firaq
Gorakhpuri to the effect that nA large portion of
literature and art will be without purpose and of an
intuitive or esthetic or purely creative type," and that
"'purposes' are for the sake of life; life is not for the
sake of 'purposes'· (Mittal, 1957, p. 5).
In an article written the same year the poet
Gilani Kamran enunciated a number of the principals which
were to govern literature written during the early

21 In BPya Daur, V. 5-6. Naya Daur is undated, but
an article (by Askari) in this issue refers to the lOOth
birthday celebration of Freud in May of that year, making
it likely that the article was written in 1956. This
issue is probably therefore from 1956 or 1957.
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sixties. 22 Be criticized both the lack of attention to
form and the use of outdated language and figures of
speech in the "new literatu!e" of the Progressives, and
their restriction of the problems of life to matters of
this world.

The problem the materialist orientation of

the Progressives could not address was the problem of
loneliness.

To the poet who asked "Am I not alone?" the

Progressives answered, "You are part of a collectivity,
and the collectivity is strong and lasting." But:
Despite sacrifices, attempted revolutions,
successful revolutions, and the coronations of
humans, the human remains alone! The socialist
philosophy negates this feeling of loneliness.
It certainly supplies a purpose and comrade on
the earth, but it cannot fill the desolated
emptiness of the heart ••• The poet who accepts
this ideology limits the area of human
experiences ••• Life is compressed into a slogan,
the human becomes a part of the socialist
machine, and the death of the heart begins to
seem possible (G. Kamran 1957, pp. 13-14).
The answer, according to Gilani Kamran, was for
the poet to internalize the oppressions of the age, and
conquer them by an inward action (G. Karnran 1957, p. 15).

22 In the preface to his collection Istanze,
published in 1959. The preface was written June, 1957, in
Edinborough.
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A year later the individualistic and inward trend
in literature was sufficiently noticeable to find mention
in Dr. Sayyid Abdullah's review of the ten years of
literature since Independence.

He gives credit to the

HaJgah-~ Arbab-i zaug23 (the most prominent members of

which were Miraji and N. M. Rashid during the decade of
the fifties) for having supported literature based on the
individual as well as that oriented towards the
collectivity, and for having promoted experiments in form
and technique (1958, p. 18).

He also observes that the

story of the present age whad reacted against the allembracing and stern collectiveness of the previous age to
again begin to respect the emotional world of the
individual" (p. 23). However he does not see this as
constituting a trend (p. 23); nor do other critics at the
end of the decade see any evidence of a new literary
movement.
Qurratulain Hyder asserted that Pakistan was
searching for a myth, a defining symbol, but had not yet
found one (Hyder, 1959, p. 285). Others said that while a
few writers had emerged in the last decade, each with his
own style, they had not been able to establish a trend
23 The HalQah-~ Arbab-i zaug is discussed in
Chapter Two.
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(Brelvi, 1959, p. 209) and were creating in a vacuum
(Mujtaba Husain, 1959, p. 41). In a discussion on the
subject of whether or not a new literary age had begun
after 1947, Intizar Husain, Muhammad Safdar Mir, Qayyum
Nazar, Amjad Altaf, Aziz-ul Haq, and others all
reluctantly reached the conclusion that a new age should
have begun, but had not.

They felt a need for a

constructive literature which could build new values,
develop new genres and experiments in form, and, in the
view of Intizar Husain, restore their ties to the past as
well (Bukhari 1959, pp. 18-21.).
This constant discussion of the lack of any
discernible trend in Urdu literature of the fifties is an
indication of the nearly universal desire among authors
and critics to see the emergence of a new literary
movement.

The certainty that the Progressive Movement

was no longer viable, the perception that Urdu language
and literature were stagnant, decaying, or even "dead,"
and the feeling that a new movement was urgently needed
to restore and revitalize Urdu literature made the ground
fertile for the seed of Modernism to take root.
This survey of the literary issues of the fifties
allows us to predict at least partially the direction in
which the new literary movement would grow. The previous
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Progressive Movement, and the attempts to form movements
for Pakistani or Islamic literature, had emphasized the
collectivity over the individual.

The concept of the

nature of the individual had been one of a person whose
actions were determined by the external environment.
Characters were thus to represent types and social roles
rather than unique individuals, and plots were to
concentrate on external actions and events rather than
the inner life of the character. These movements and
attempted movements had subordinated literature to nonliterary purposes and had judged the literary worth of a
work by its utility as an instrument for political,
economic, social or religious propaganda.

Content and

communicability were given priority over attention to
form or esthetics.
In consequence, one would expect a shift of focus
from the group to the unique individual1 from a character
conditioned by external events to one with free will and
responsibility (perhaps a reason for the popularity of
French Existentialist authors among Urdu writers of the
early sixties) 1 from external actions to the inner

~ife

of the character1 from literary censorship to a demand
for artistic freedom; from utilitarian to esthetic
standards of judgement1 and from a concern for content
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and communication to an interest in experimentation in
form and technique.
There was a hint of iust such chanqes, as we saw
above, in Shirin's description of human nature and in her
emphasis on esthetics in

Hag~ MalhaL~

in Intizar Husain's

turn towards the inner life and the collective
unconscious~

and in Gilani Kamran's desire to expand the

area of human experiences to include the inner world of
the heart.

Qurratulain Ryder's mention of the search for

a myth or symbol to define the age. and Gilani Kamran's
reference to the essential loneliness of the individual
proved to be particularly prophetic for the development
of Modernism in the sixties and seventies.
Modernism
Modernism in Urdu fiction is characterized by an
inward turn in subject and a move away from realistic,
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mimetic fiction towards experimentation in fotm.

This

move began with the realization of the complexity of
human nature; a fascination with the psychology of the
individual; and a greater attention to the techniques
needed to portray this inner life and to esthetic values
in qeneral. Modernism is most often described by the
critics as using the techniques of symbolism and
"abstraction"24 to express a concern for the nature of the
self

(~),

particularly the self as separate and alone.

24Abstract painting, like modern poetry. appeared
a couple of years before Modernism became prevalent in
the story. and helped promote experimentation in fiction
as well. The critics had taken note of abstract painting
by 1959-60. In a 1960 article on Shakar Ali, Muhammad
Hasan Askari approvingly noted the inward turn in his
abstract landscapes and use of personal metaphors and
symbols (Sitarab ya badbao. p~ 340). Other painters,
including the author-painter Or. Enver Saijad, were also
using abstract techniques at this time (Anis Nagi. 1959,
p.35). The people who despised abstract paintings were
said by Iftikhar Jaleb to be the same people who
criticized linguistic experimentations in poetryIftikhar Jaleb, who supported experimentation in both
fields, accused such people of being one-sided in their
view of reality (1963, p. 14). The painters of abstract
paintings appeared as subjects in Modernist stories (for
example, in Surendra Prakash's "Apoe aogan ka samp.
1963), and the abstract painting qave its name to the
"abstract story." as discussed below.
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This move towards the inner life of the
individual and towards greater experimentation in form
can be explained as a result of events in the Urdu
literary world of the fifties--that is, as a reaction
against the attempts of both the Progressives and the
supporters of an -Islamic literature- to dictate a grouporiented ·purpose literature· according to non-literary,
ideological criteria.

Modernism was an attempt to

broaden the content and form of literature, particularly
those aspects which had been ignored or actively
proscribed by the previous movement.

Modernism and the West
While the growth of Modernism and the direction
in which it developed can be predicted by reference to
the literary events in South Asia preceding it, Modernism
found, if not its raison

~.~,

then at least support

for an indigenous trend and a model to emulate in Western
parallels.

Although the Modernists never undertook a

wholesale importation of a Western movement as the
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Progressives had done,25 the Modernist critics,
particularly in their earlier articles, refer to Western
works nearly as frequently as they discuss Urdu examples.
For instance, Mumtaz Shirin's articles collected in
Mi'ypr (1963) repeatedly discuss Western authors, a
characteristic Muhammad Hasan Askari's preface to the
book explains as a reflection of the changed attitude of
South Asian writers who fifteen years before had looked
upon Western and Urdu literature as two separate worlds,
but who now -try to read Western literature as though it
were a part of their own lives"

(~pkari

1963, p. 10).

Askari himself wrote extensively on Western
literature in his collections Insan aur admi, (1976a)and
Sitarah ya badban (1977).

His pCEthumous Jadidiyat: ya

maghribi gumrahon ki tarikh ka khakah (1979) is devoted
exclusively (and negatively) to the growth of Modernism

25western influence on the Progressive Movement,
and the Movement's introduction into India, have been
amply documented by Carlo Coppola in his wThe All-India
Progressive Writers' Association: The European Phase," in
Coppola, Ed. Marxist Influences and SQuth Asian
Literature,V. 1. East Lansing: Michigan State
University, (Winter, 1974): 1-34.
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in the West. 26 Although Muhammad Basan Askari's attitude
towards the West has always been ambiguous at best, after
declaring in a 1960 article included in the collection
yaqt ki ragani that literature in Europe and America was
dying, he nevertheless stated that "It is my very
personal opinion that Eastern authors will not be able to
create meaningful literature until they absorb into
themselves the literary chain

begin~ing

with Flaubert and

Baudelaire, and Joyce, Pound and Lawrence" (1979b,p. 57).
Other authors concerned with Modernism in Urdu
literature have also written extensively on Western
literature.

In the sixties Devendar Issar's Adab aur

nafsiyat (1963) discusses such topics as surrealism and
the stream of consciousness technique primarily in terms
of Western literature, giving just two chapters to Urdu
poetry and the story.

His Adab aur jadid zahn (1968)

too, with the exception of two chapters on Manto and As
ka darya, is devoted to the beat generation and the angry
young men of the West.

26 For a (negative) review of this work, see
"Zeno," "Rejection of 'Modernism ' ," in Annual of Urdu
Studies" V. 1 (1981): 98-104.
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Urdu articles from the early sixties which have
titles that translate as -Modernism" or -Modernism in
Literature" are often mostly or even totally devoted to a
discussion of Modernism in Western literature.
Suroor in his -Jiddat parasti

aYI

Ale Ahmad

jadjdiyat ke muzmarat"

(read in a 1971 seminar on jadidjyat held by the Taraqqi
Urdu Board and published in his Nazar aut nazariye,
(1973»

distinguishes between nmodernity," to which he

gives the Urdu translation

and "modernism,n
which he proposes be called "jiddat parasti n (worship of
njadjdjyat"~

novelty). According to Suroor, the former should be
adopted and the latter avoided.

He proceeds to discuss

Modernism with a Western orientation in terms of
technology, urbanization, existentialism, Jung, Freud,
Marcuse, Whitehead, Wittgenstein and Heidegger.

He

states Modernism to be manifested in literature in the
form of loneliness, the death wish and alienation.
his "AdaQ

~

In

jadidjyat ka mafhum," (1968, pp. 3-18) he

discusses ambiguity, private references, the death of
hero-worship, surrealism, the use of mythology and the
symbolic use of words in modern (Western) literature from
Baudelaire to Gide. He defines the concepts of Modernism
as " ••• disgust with ideology, emphasis on the individual,
research into his psychology, discernment of the self,
his loneliness and his special interest in death n
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(p.lO).

In both articles he advises Urdu writers to

study and adopt Modernism, but he does not discuss any
Urdu writers as themselves examples of Modernism o
Existentialism, the F"rench symbolists, beatniks,
hippies, teddy boys, and various angry young men are
favorite subjects of Urdu articles throughout the sixties
and seventies.

Sartre and Kafka are mentioned as often

in articles of the past two decades as Maupassant and
Chekhov were in works written during the Progressive era.
There has also been a proliferation of translations of
western Modernist fiction, particularly in Naya Daur,
Sayera, and later, in Shabkhun. These references to
Western literature, though a small proportion of the
total articles on Modernism in Urdu literature,
nonetheless indicate

~

broad familiarity with Western

literature and an awareness of the similarities between
Western Modernism and the Modernism which was developing
in Urdu literature.

Studies of Genre and Technique
Still other works relating to Moderni5m iT. Urdu
literature include studies of genre and technique.

The

use of stream" of consciousness, symbolism, metaphor and
abstraction became frequent topics after the Modernist
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authors popularized these techniques.

The criticism that

Modernist works were difficult to understand gave rise to
a number of articles on the role of ambiguity (ibham) in
literature.

The use of new techniques in the story led

to attempts to redefine the genre of the short story to
allow for works which did not fit the traditional
concepts of the use of characterization, plot and a
chronological sequence of events.

One result was that

the genres of poetry and prose were often said to be
converging in the modern short story. The journal Auraq
("Saval

~

hai," JuJ.y-Aug., 1972, p. 17) declared trat

the "prose poem" and the "abstract story" were
essentially the same genre, and should be separated from
both poetry and the short story, and given the name

~

i latif ("fine prose"), analogous to the earlier use of

the term adaQ-i latif ("fine literature") for the poetic
use of language in prose during the twenties.
The term "abstract story," made by analogy with
abstract painting, is an appellation often used but never
successfully

explained~

its "definitions" range from "to

abstract the essence of a subject" (Ale Ahmad Suroor,
Private Interview, Aligarh, 1978), to "a symbolic story
you cannot understand" (an explanation heard often, the
sources of which shall remain anonymous).

Ghulamul
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Saqalain Naqvi begins his article on the abstract story
by decrying the trend to use the term "abstract" for an
incomprehensible symbolic story, but then does
essentially the same himself.

He defines "abstraction"

as "the opposite of concreteness, the action of
transforming bodies into shadows" (1972, p. 26). The
examples he gives of synmolism and abstraction, however,
are both forms of symbolism.

A symbol, he says, is

easily understood and culturally shared, such as the use
of teeth to represent oppression.

A work using

abstraction, on the other hand, cannot be understood, and
would be something like representing' (i.e. symbolizing!)
a head by a balloon and legs by pillars.

If the balloon

bursts, releasing a flood of blood, and then turns into a
horse's head, this would be an abstract story.
first names Balraj Mainra's "Kampozishan

~"

Naqvl at
as an

example of an Urdu abstract story (p. 26), but later
retracts this attribution, saying there is as yet no
abstract story in Urdu, and claiming that in the entire
world only Kafka has written abstract stories (p. 27).
Shahzad Manzar is not much more

~ucce~sful

in defining

abstraction. He gives a brief history of abstract
expreSSionism in Western painting, but in regard to the
Urdu abstract story he says only that it is difficult to
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understand, uses a private language not shared by the
reader, and presents conditions rather than

events~

impressions rather than actual elements (1977, p. )2).
The most literary definition is that of Dr.

Salim Akhtar

who, turning his attention towards the structure of the
abstract story, describes its disconnected events,
particularly internal events within the consciousness of
the character, as using association of ideas and stream
of consciousness, freeing it from the prison of past and
present (1976, p. 117).
In general, one can say that the stories most
often described by the critics as abstract share an
apparent absence of form or plot, either because the
elements of the story are joined by association in a
stream of consciousness technique, as in Surendra
Prakash's WTalgarmas,w or because they are arranged
according to some externally determined structure, as in
Balraj Mainra's wKampQzishan

~w

where a single

paragraph is repeated with significant deletions and
additions throughout the story. That is, the stories
usually described as wabstract" can be said to have what
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Joseph Frank called ·spatial form":27 a structure formed
by juxtaposition rather than sequence of narration of
events in which the reader -is being asked not to follow
a story but to discern a pattern.- 28 Examples of "spatial
form" will be discussed in Chapter Four.
Genr~

studies inspired by the seeming convergence

of the Modernist story with poetry were particularlY
popular in India.

One of the more notable critics to

address this issue was Shamsur Rahman Faruqi who, in
contrast to the attempt in Aurag to merge the "abstract"
story and the "prose" poem, instead emphasized not only
the distinctness of the genres, but also the inherent
inferiority of fiction to poetry.

This inferiority he

based on the assumption that because the short storY
cannot escape the confines of time and narration it
therefore cannot make the revolutionary changes possible
in poetry and required of a great genre (1970, p. 54).

27Joseph Frank's -Spatial Form in Modern
Literature" was first published in the Sewanee Reyiew,
v. 53. Nos. 2-4. (Spring,Summer,Autumn, 1945): 221-240;
433-456; 643-653. A revised version is included in his
The Widening Gyre. New Brunswick, N.J., (1963), reprinted
Bloomington, Ind., (1968): 3-62.

Co.

28peter Faulkner, Modernism. (London: Methuen and
1977):16-17.
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This argument, given in a two-part article, -Afsane ki
himayat men,_29 resulted in a number of letters to the
editor both supporting and disputing his c1aim. 30

Modernism in Poetry
In one respect, however, poetry does have primacy
over the short story.

Modernism began first in

29pub1ished in Shabkbun in 1970 and 1972: V. 56,
(Sept., 1970): 49-54; and V. 68, (Jan., 1972): 35-39).
Both articles are also in his collection Sbi'ir. ghair
sbi'ir aur nasr. Allahabad: Shabkhun Kitab~, 1973.
30 I would argue against the view that a narrative
element in literature is limiting, which would make the
lyric the highest form of poetry, and would suggest that
the modern short story has managed to escape the
"confines" of time and narration through the use of
"spatial form.-
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poetry.3lAlthough there were isolated instances of
earlier stories (discussed in detail in Chapter Two)
which used techniques later characteristic of Modernism,
such as surrealism in Ahmed Ali's "MQut se pahle ft (1945),
Modernism as a movement first appears in Intizar Husain's
stories after 1958 and does not become a regular feature
of the Urdu story until the early sixties. In poetry,
though, Tabassum Kashmiri has deScribed the new symbolic
style in poetry as beginning with Miraji (1975, p. 169).
S. Alam Khundmiri too, finds the foundation for Modernist

3lBy 1960 Modernism in poetry was established in
such poets as Gilani Kamran, Anis Nagi, and Iftikhar
Jaleb in Lahore; and in India in Ameeq Hanfee (whose
later Sindbad was described by Ehtesham Husain as "modern
man in quest of his soul," 1966, p. 110), Vahid Akhtar,
Muhammad Alv.i, Khalilur Rahman Azmi, and the younger
Shahryar, Shamsur Rahman Faruqi, Kumar Pashi and Balraj
Komal. The Modernist poets (and abstract painters as
well) and fiction writers were closely inter-related and
mutually influenced. The short story writer Intizar
Husain, for example, wrote often on the works of the
poets Munir Niyazi and Nasir Kazmi. The poets Anis Nagi
and Iftikhar Jaleb promoted the works of Enver Sajjad and
wrote the prefaces for his Cauraha (1964) and Ista'are
(1970), respectively. Most notably, between 1964 and
1966, the Modernist poets Balraj Komal, Kumar Pashi and
Ahmad Hamesh began to write Modernist short stories as
well as poetry. Both poets and fiction writers shared an
interest in the innovative use of language, particularly
the use of symbol and metaphor, and a desire to search
for, discover and explore the self.
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Urdu poetry in those poets of the "New Literature
Movement" who broke away from the Progressives to become
active in the

BalQah-~

~

Arbab-i

(Khundmiri, 1967, pp. 78-79).

in the 1940's

This was the "Lahore

Group" of Miraji, N. M. Rashed, Majeed Amjad and Dr.
Taseer.

Their emphasis on the "primacy of expression"

(Khundnliri, 1967, p. 79) rather than on communication,
and on the poet's ·seeking to discover the roots of the
hUman world in his genuine self" rather than "to approach
his self through social reality" (Khundmiri, 1967, p. 80)
marks them off from the Progressives.

In an article

written in 1960, just as a new generation of poetb was
beginning to publish, the older poet-critic N. M. Rashed
defended the poetry of his own time, particularly that of
Miraji, against the charge that it was obscure and
ambiguous (ibham) and stated that it was the goal of
modern poetry to have freedom of experimentation in form
and escape from the subjects, concepts and styles of the
past (N. M. Rashed, 1960, p. 8).

The individual self was

pre-eminent, in the view of N. M. Rashed.

Man "cannot

open the secret windows of life until he peers into
himself," as the greatness of the artist lies in his
individuality (N. M.

Rash~d,

1960, p. 9).

N. M.

Rashed's description could equally apply to the new
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generation of Modernist poets. 32 The Modernist poetcritics also focused on the nature of the self and its
relationship to a rapidly changing external world as the
subject of their poetry.

Both Anis Nagi and Iftikhar

Jaleb described this new world in terms very similar to
those used to define the world as it was perceived by
Western Modernists.

Both see a world grown increasingly

materialistic and secular. According to Anis Nagi, his
generation of authors is more troubled than the previous
generation had been by the questions raised by the fact

32perhaps because poetry has traditionally
received more attention in South Asia than prose, there
have been a number of full-length studies of modern
poetry, but nothing comparable for Modernism in the short
story. Urdu fikshan (Aligarh: Aligarh Muslim University,
1973), edited by Ale Ahmad Suroor, and the recent ~
afsanah: Riyayat aur masa'il (Delhi: Educational
Publishing House, 1981), edited by Gopi Cand Narang, are
both collections of articles read in seminars, and
include studies of pre-modern fiction. For the more
fortunate Urdu poetry there are such works as Salim
Ahmad's Na' i nazm aur pura admi (Karachi:;.AdaLi Academy, 1962) .
(A chapter from Salim Ahmad's work has been ~ranslated by
John A. Hanson as wThe Ghazal, A Muffler, and India" in
Annual of Urdu Stydies, V. 2. (1982): 53-83); Tabassum
Kashmiri's Jadid Urdy aha'iri men alamat nigari (Lahore:
S2ng-i mil publications, 1975), Unwan Chishti's ~
sha'iri men jadidiyat ki riyayat (New Delhi: llLdY sarnaj,
1977), Shamim Hanf~'s Na'i sha'iri rivayat (New Delhi:
Maktabah ~'Ab, 1978); and a number of articles by
Shamsur Rahman Faruqi published in Shabkhun. A useful
bibliography for the study of Modernism in poetry is
given in Mat in Sayyid's "J.a..ma', tafrig=hasal,· Shabkhun,
V. 7. N. 77. (October, 1972): 41-46.
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that: • ••• our political, social and cultural situation is
rapidly changin2; materialistic values have no
permanence; no great difference remains between the
manner of thinking in East and West ••• man and society are
in a crisis of continuous transformation and today's
intellectuals are searching for the solution in a secular
world" (Anis Nagi, 1960, p. 6). The new writers are those
who have perceived the rapidly changing materialistic
values and have expressed the sensibility of the age in
terms of the self, and the new human by means of
universal symbols (p. 6).

This is an age in which

humanity and the self are more important than religion,
and in which there is a revolt against every kind of
traditional value (p. 6).

These problems demand a

creative literature, not the mechanical literature of the
Progressives (p. 7).
Iftikhar Jaleb too stressed the rapid changes the
culture was undergoing.

He defended modern poetry

against those who would judge it by the traditional
standards of the ghazal by declaring that the duties, and
the self, of the artist are formed by the culture of his
times. The duties of the creative artist today are not
what they were 100 years ago (Jaleb, 1961, p. 27).

In

order to know his duties the artist must know the values
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which form his and his society's identity.

These values

are becoming increasingly secular, rationalistic and
materialistic. Fundamental beliefs have been replaced by
rational thinking; the spiritual interpretation of the
universe is daily becoming more materialistic; religion
and life are becoming two separate and unconnected
spheres, leaving a vacuum in our emotional life (Jaleb,
1961, p. 27).

The complex self created by these changing

circumstances cannot be adequately expressed by the
current literary tradition:
We want to harmonize our internal universe
with the external universe but our inward passion
cannot be explained by that which is external.
We are alone. Our spiritual agony, the lack of
an alternative metaphysics, and humanity's total
lack of physical security are making our
loneliness increasingly severe. In such a
situation only a paragon could suggest that we
search for a means of expression in the narrow
tradition of the gbazal. No one could even
consider that the traditional means of
expression, harmony, logic and tone could
maintain their form under these conditions.
Their destruction is essential. Otherwise we
must turn away from our problems and try to
become either uniquely inferior or mere cartoons
of Iqbal (Jaleb, 1961, p. 27).
According to Iftikhar Jaleb, although the
Progressives also claimed that their literature was
consciously part of life, their works were superficial
and lacking in depth or breadth because:

• ••• their
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poetry became a puppet for their purpose and they forgot
that without establishing a connection with the extremely
well-developed inwardness of the East they could not
present true poetic creations.

Their emotions remained

mere hollow promises and unreal idealogies" (Jaleb, 1961,
p. 28).

Literature, as both Anis Nagi and Iftikhar Jaleb

proclaimed, must be creative.

Modernism in Fiction
Creativity in the short story was the subject of
an article by Mahmud Hashmi two years later.
Nagi and Iftikhar Jaleb, he too felt there had

Like Anis
be~n

a

"death of human values n since humanity had become cut off
from nature, had suppressed its emotions in favor of
reason, and had forgotten its spirituality (Hashmi, 1963,
p. 14).

More important for Hashmi than these changes in

society and the nature of man, though, were esthetic
considerations.

Hashmi wanted to make the short story

more creative and more of an art by bringing it closer to
poetry.

Though one might disagree with the inferior

position he assigned the narrative and dramatic elements
in fiction, he was one of the first to recognize the
trend towards the symbolic short story which had already
appeared, as he described, in the works of Qurratulain
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Hyder and Mumtaz Shirin.

The new short story writer,

according to Hashmi, claims to use symbolic
communication, which makes the story both closer to
poetry and more creative (Hashmi, 1963, p. 9).

The first

of the new generation of authors to experiment with form
was Intizar Husain, who began "a crusade against man's
spiritual isolation and wanted to solve the problems of
the reconstruction of faith through symbolism" (Hashmi,
1963, p. 12).

Hashmi finds other examples of symbolic

communication which hold promise for the future of the
creative story in the works of the most "new" generation
of writers, particularly in Surendra Prakash and Balraj
Mainra.

He faults Mainra for the lack of diversity in

his characters and the overly philosophical tone of his
stories, but praises Surendra Prakash's
~n

·Na'~

gadamoD Ki

as a successful symbolic story which shows the

conflict between two generations more succinctly than
could a story written in a more traditional manner
(Hashmi, 1963, p. 13).
This 1963 article by the Indian critic Mahmud
Rashmi is the first to identify the new trend in the Urdu
short story, and to give recognition to its
practitioner~.

The article names three of the four

authors who were to become the most prominent Modernists
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(leaving out the younger Pakistani writer Enver Sajjad
whose first collection was not to be published until a
year later, and whose stories were less readily available
to an Indian critic). Bashmi also takes note of several
of the features which are later seen to characterize
Modernism: the use of symbols, the search for values
(moral, universal and permanent values rather than social
or political ones), an individualized and inward turn in
subject, and a concern for form.

The Search for Values
Throughout the early sixties critics search for
the roots of the Modernist Movement in the author's
perception of a decline of traditional values and an
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absence of stable new ones in a rapidly changing world. 33
They feel themselves in a period of rapid transition, in
which " ••• the old world is dying (perhaps is already
dead) and the new world is not yet bornw (Issar, 1963,
p. 15).

In particular, the old world of tradition is

being destroyed by Westernization.

The fan of

~

grass

33precisely the same concerns occupy the Western
author. stephen Spender (The Struggle of the Modern.
Berkeley: University of California Press, 1963) describes
authors of the last 100 years as lamenting Wthe breakdown
of belief, the decline in traditional values, the havoc
wrought on civilization by the mass median (pp. 19-20)
and as feeling that "the imagination must in modern
circumstances reinvent values" (p. 23). Malcolm Cowley
(The Literary Situation. New York: Viking Press, 1958,
1961), too, finds that American novels after World War II
"express a search for lasting beliefs in the midst of
confusion, for fixed standards of good and
evil~ •• ·(p. 58) at a time when man's technical knowledge
has outstripped his moral judgement (p. 54). Similarly,
Monroe K. Spears (Dionysus and the City: Modernism in
Twentieth Century Poetry. New York: Oxford University
Press, 1970.) notes that "the great moderns are haunted
by the fear of discontinuity and obsessed by the problem
of relating past and present" (p. 34). Their works
"depend for their central meaning on a contrast, explicit
or implied, between the meaningless present and an
earlier world of order au~ significance" (pp. 33-34),
and:
This historical catastrophism has been a
central theme of modern art, and the concomitant
view of the present as a waste land, now that
civilization is destroyed and human nature
changed, becomes, with its wrenching sense of
loss, the dominant myth" (p. 33).
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has been replaced by airconditioning (I. Husain, 1976p,
p. 52),34and the fragrant motiya and cbamhe1a have given
way to Western flowers with color but no scent (I.
Husain, 1976b,p. 62).

The trees which once sheltered

prophets and hid princesses have been cut down by the
municipal corporation to make room for more buildings and
wider streets (I. Husain, 1976b,p. 38), and the cry of
the poet in love has been exchanged for the horns of
motorized rickshaws and buses (I. Husain, 1976b,p. 79).
Westernization and the machine age have brought the twoedged sword of science and technology with its
possibility of destructive as well as constructive uses.
As Dr. Vazir Agha argues,
The whole world has entered the machine age.
The sound of the explosion of the atomic bombs
which fell on Hiroshima and Nagasaki is
continually resounding. On all sides there is a
tumult like the Day of Judgement. The combined
"song" of airplanes, rockets, cars, trains,
tractors and innumerable other machines is by
degrees overpowering our senses. (Agha, 1966,
p. 10).

34Although these articles were first published in
collected form in Zarre in 1976, the articles referred to
originally appeared in 1964 in the daily paper Mashriq as
Intizar Husain's column "Labore namah."
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The atom bomb, as it did to their contemporaries in the
West, has made the authors feel that " ••• from the time
they attain consciousness until their death, they are
living under the canopy of the fear of death" (Zaka-ur
Rahman, 1966, p. 8).

Man is living in a continuous state

of crisis, Devendar Issar says, because for the first
time in history " ••• man can totally destroy himself and
his civilization" (Issar, 1967, p. 14).
As in Western Modernist literature, there were
two possible reactions to the perception of a death of
values: to retreat from a world without values and
therefore without meaning, or to attempt to create new
values. The latter could be done either through
rejuvenating the values of a past era (as did D. H.
Lawrence and T. S. Eliot), or by fashioning new ones
based on the supposed power of art to direct the course
of science (a continuation of Shelley's view of the
artist as "legislator").
For the more pessimistic, the possibility of the
total destruction of civilization, and the inability of
the individual to prevent it, meant that "the war of
values has ended because all values are meaningless.
are living in a moral vacuum" (Issar, 1967, p. 14).

We
In

consequence, the author may become cut off from society,
alienated and alone, lost in himself and to himself, and
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searching for his self and for escape into the self.
When this trend was perceived to be taking the form of
alienation and escapism it was condemned by both
Modernist and Progressive critics.

Mahmud Hashmi, for

example, claimed that such authors were not writing out
of their own experiences but had merely copied from the
West such "diseases" as suicide, the loneliness of the
individual in city life, sexual perversions, and writing
under the influence of intoxicating drugs. 35
The Progressives' criticism of "alienated"
stories was more politically oriented.

An example is
Sardar Jafri's reaction to Balraj Mainra's stories: 36
One cannot imagine a literature more
characterless, bored and disgusted by man, and
inhuman; and this boredom with man and this
inhumanity are very useful for the exploitive

35This article was in fact written primarily in
regard to Balraj Mainra. For instance, Hashmi refers to
stories of a character who walks the streets alone "in
imitation of Jack Kerouac" (Hashmi, 1966, p. 32) and of
stories produced simultaneous with the bell of the bus
conductor, beth situations which could describe several
of Mainra's stories from 1963 and 1964. In addition, he
specifically refers to "ju1mat" (Balraj Mainra, "Zul mat ,
originally published in ~ N, 5., Reprinted in Sha'ur.
V. 1, (March, 1978): 468~472) as being influenced by Jean
Genet's Our Lady of the Flowers (Hashmi, 1966, p. 34).

N.l.

36Quoted by Balraj Mainra in his Mainra jarnal,
(Summer, 1968): 41.
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powers of today because they produce only despair
and fear and snatch away from humanity its
courage to stay alive and fight for the
preservation of its rights. This is why the
enemies of freedom in Asia and Africa, and those
opposed to socialism and progress, are placing
kind hands on the head of this kind of
literature.
The authors themselves had a more positive view
of their accomplishments than did some of the critics.
They felt that they were creating a new language which
would be a means to awareness of the experiences of the
age, give voice to the times, manifest the new symbolism
of the inward life, and create a scene of hope which
might change society (Zaka-ur Rahman, 1966, pp.

11-12).

-Awareness" is a theme which occurs repeatedly in the
writings of the Modernists.

Enver Sajjad, for example,

replying to Sardar Jafri's attack on Mainra, compares the
modern story to exploratory surgery designed to search
for the causes of the "illness of man" not apparent on
the surface. 37
Intizar Husain, like D. H. Lawrence (to whom he
refers), reacted to the decline of values and the loss of
the interconnected society which had been destroyed by

V.I.

37Enver Sajjad, "Jadjd takblig,· in Pastayez,
(April, 1969): 10.
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the machine by searching inwardly for those elements of
the ·collective memory· of the past which might still tie
people to one another (I. Husain, 1959?,

·Ijtima'~

tahzib

~ afsanah,· p. 62)38 ·If we are to build some new

system, we should remember the old system.

If we forget

the old system, we will not even know what kinds of
things we should struggle for, and one day we shall tire
of the struggle and lay down our arms in defeat before
the machine ft (1959?, p. 65). To build this new system,
the story writer must rejuvenate the language, which nno
longer has the capacity to express complex spiritual
eventsft (1959?, p. 66).

This, according to Intizar

Husain, the author can do by creating or reconstructing
symbols from the shared religious and cultural past.
Such symbols will allow him to journey to the depths of
his own self and the ft ••• self of society, bring the
unconscious to consciousness, and express the inward life
of society ••• ft (-Alamaton ka zayal,·
Because he felt that these

sy~~ols

196~,

p. 37).

must be drawn from the

collective history of the reader's culture in order to

38This article was published in Naya Daur, which
is undated. However, Yunus Javaid lists this article as
having been read in the Halgah-~ Arbab-i ~ in the
year 1959-60 (Yunus Javaid, 1972, p. 232).
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effectively communicate, Intizar Husain did not favor the
use of idiosyncratic symbols and condemned the use of
symbols drawn from a different (particularly a Western)
culture (-Muzakarah:

~

afsane

~

maRA'il,- 1968,

p. 644).

Communication
The symbols used by Intizar Husain were primarily
drawn from the cultural tradition of South Asian Islam.
Others, though, made extensive use of private symbolism,
and this raised the issue of communication, (iblagh), and
ambiguity, (ibham). The most famous and well-documented
example of the issues involved can be seen in the events
surrounding the "non-publication" of Balraj Mainra's
story -Portrait in bJaik ainQ hlad" (-Portrait in black
and blood"). The story was at first accepted for the
first issue of the Bombay journal Guftugu, and then
rejected a month later because the editor, Sardar Jafri,
said he could not understand it, nor could others to whom
he had shown it.

The story, Jafri's letter of rejection,

and Mainra's response, were then published in the March,
1967 issue of Tahrik (Delhi), along with an editorial by
Gopal Mittal.

There followed a series of some three

dozen heated, and often acrimonious, letters published in
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Tahrik between April and August. The story, the letters,
and Mainra's article replying to these and to an
additional article by Jafri ("Jadidiyat ki hagigat,"
published in the 3rd issue of Guftugu under the pseudonym

"Ram galam") were collected in the first issue of the
Mainra jarnal ("Mainra journal") in the summer of 1968.
This series of accusations and bitter personal attacks
shows that the issue of communication was more a
political than an esthetic one. The articles in the
Jarnal shed scant light on the question of to what extent
and in what ways literature may communicate with the
reader, nor do they say much about the meaning
communicated or not communicated in the story itself.
The Modernists say in their defense that Ghalib and
Miraji were also accused of ambiguity (Memon, 1967,
p. 28), and that there can be more than one
interpretation of a work of art (Memon, 1967, p. 30).
(However, whether from fear of giving an incorrect
interpretation, or from a wish to not limit the story to
a single interpretation, not one of the several dozen
letters which followed Jafri's letter .of rejection
ventures to offer a meaning for the story.) This strong
reaction to a minor incident shows that it was not
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communication, but the competition between the
Progressives and the Moderns which was at issue. 39

~he

Reactions of the Critics
The Progressives' reaction to the rivalry and

ultimately the supplantation of their movement by the
Modernists was to alternately attack, and attempt to coopt, the new literature.

In an

~ndian

Literature

retrospect of the poetry of the sixties, for instance,
Mohammad Hasan says of this -garbage poetry" (1971,
p. 62) that:

39Indeed, the Progressives themselves were at one
time accused of a lack of communication. As Sibt-i Hasan,
himself a Progressive, relates:
Finally I will say a few things in defense of
the new writers. First of all, when we survey
the new literature and the new writers we should
never forget the days of our own youth. The
young authors in 1936 had the same complaint
about their forerunners--that they could not
fully understand their language and their meaning
and that they continually made misplaced
criticisms of them. Slowly the language of these
new authors became the language of all
literature. It is just possible that the
writings of the authors of the new age too will
in the future take on the form of a tradition.
(Sibt-i H"asan, "IlLdu. adah .ka jadid .da.u.I.,- Afkar.
Year 23. N. 192. (Aug., 1967): 25-28. Quote
from p. 28).
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••• most of what has been published during the
period is not poetry at all. Some collections
contain versified formulae of loneliness,
incoherent ideas and mutilated amateurish imagery
mainly imitative of the West, others are
assortments of rhyme pranks or wordy antics. Yet
others dabble in Absurd poetry which lacks the
seriousness and sensibility of the "absurd." To
make matters worse, groups and cliques praise,
publicise and propagate all this as real, genuine
poetry and bamboozle those who refuse to accept
their judgement as final. A flood of colourless
and odorous material has, thus, been running
through the pages of Urdu magazines under the
high-falutin name of poetry, polluting the fine
sensibility of the reading public ••• (1971,
p. 61).
The same author, however, in an article presented
during a seminar held in Aligarh on March 16-17, 1968

on

the topic ·Progressive Trends in Modern Hindi and Urdu
Literature," considers these Modernists to be
revolutionaries who want change but are merely misguided
and in need of instruction from the Progressives:
••• the whole group of our new writers who
reflect filth, sensuality, diseased inwardness
and other problems are in fact iconoclastic,
revolutionary youth whom we need to understand
and instruct in a positive manner with sympathy
instead of scorn ••• instead of tearing down the
hateful system they tear at themselves. They
need sympathetic criticism so that they may know
that their desire for change and their
iconoclastic wish is commendable, but negative
and insufficient ••• ("S~ci jactiaiyat •• ~1968, p. 215).
Mohammad Hasan goes on to specify that the Progressives
of today need not use direct expression (as they had
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formerly) nor be limited to their former subjects, but
could change with the times (P.2l8).40
This seminar reflects the, by then, established
popularity of the Modernist Movement. Although it was
ostensibly a seminar on the Progressives rather than on
the Modernists, one participant felt constrained to ask
the meeting to talk less about Modernism and to give more
attention to the Progressive Movement. 41 The seminar
ended with an address by Sajjad Zaheer in which he
described a RNeo-Progressivism" remarkably similar to the
Modernist Movement.

The Neo-Progressives, according to

Zaheer, would solve literary problems by literary means,
would not emphasize political formulas, and would welcome

40During this period, the Progressives in
Pakistan were also seeking an accommodation with the
Modernists. In his I I/abare namah I "~ tangid .k.a surkh
musafir muskrata hula pakar ~" ("Urdu criticism's Ired
traveler I caught smiling") Intizar Husain wittily relates
how Mumtaz Husain (who, because he is a Marxist, smiles
neither in life nor in literature, according to Intizar)
has quoted Lenin to the effect that one should appreciate
good literature even if it is not revolutionary; should
not like revolutionary literature if it is not well
written; and should not judge literature according to the
social class of its author--all the above a reversal of
his usual position. (Intizar Husain, Zarre, 1976b,
pp.225-229).
4lReport on the seminar. (Published in Kitab,
(July, 1968): 53-59. (Entitled, "Jadid Hindi ~ Urdu
adab men taraqgi pasand mailanat.")
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new styles of expression (Kitab, July, 1968, p. 59). This
attempt to start a parallel Modernism with a Progressive
label did not catch on, but it does show the extent to
which Modernist literary values had become generally
accepted. 42
There were also a number of more positive studies
of Modernism in the late sixties and early seventies.
The senior critics Dr. Jam il Jalebi (1969, pp. 19-23)
and Dr. Vazir Agha (1976, p. 39) both saw Modernism as
part of a continuous development beginning at the time of
Hali and Sir Sayyid Ahmad Khan, and resulting from the
industrialism introduced by the British.
M~cernism

Both accept

as an established movement. Dr. Agha, reacting

to a statement by an unidentified "senior critic" that
Modernism was merely a collection of trends and not a
movement, argued that unlike a political movement, a
literary movement need not have a written manifesto to be

42aowever, following the change of government in
Pakistan after the 1971 war, several authors in
Rawalpindi did try to take advantage of the more leftist
orientation of the new rulers by referring to themselves
as "New Progressives." In a series of articles in 1972
and 1973 in the jou~nal Dastayez (Rawalpindi) they
attacked those with ties to the previous administration
who were associated with literary groups under government
patronage such as the Writers' Guild and the Pakistan
Arts Council. Jamil-ud Din Ali, Ibn-i Insha, and Shaukat
Siddiqi were particular targets.
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a movement (1976, p. 39).

Dr. Jalebi made a plea that

Modernist authors take heed of T. S. Eliot's high regard
for tradition, and not reject their own culture, but
rather form a new tradition based on a confluence of
their own and western cultures (1969, p. 23).
The younger critics Dr. Gopi Cand Narang and
Nazir Ahmad wrote in more detail about specific Modernist
authors.

In 1968 Dr. Narang published a study of the

symbolic and abstract story in Urdu in which he discussed
the works of the two leading Indian Modernists, Surendra
Prakash and Balraj Mainra.

Mainra's subjects he

describes as the conflict of the individual personality
in the present age; his mental quest in search of the
meaning of life; his inward anguish, loneliness and
dehumanization; and his separation from a society of
commercial values.

Mainra's stories also include a

severe protest against the powers of exploitation.
Mainra's very brief stories, according to Dr. Narang,
avoid giving details of the environment, the speaker, or
his mental condition, and instead produce a situation
with philosophical import in a few succinct sentences
through a system of interconnected symbols (1968, p. 10).
In the stories of Surendra Prakash too, Dr.
Narang sees a protest against nature commercialized: an
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industrial culture become lifeless and insensitive, in
which the feeling of oneness and companionship in
traditional culture has been replaced by the alienation
of modern society.

Through Surendra Prakash's

deceptively simple language, says Dr. Narang, we see
presented a world of the half-conscious and unconscious-a world in between dreaming and waking, in which there is
a sprinkling of wonder. Behind the manifest world of the
dictionary meaning of his stories we see another world of
symbolic meaning which always remains partially hidden
behind a curtain of ambiguity, and which has an appeal
like that of the world of tales and dastans (1968,
p. 13).

Speaking of the Modernist story in general, Dr.
Narang defends it against the charge (which he notes is
usually made by those with political rather than literary
motivations) that the alienation and loneliness of its
characters, their feeling of helplessness and dejection,
and their mental quest are merely in imitation of the
West.

Like the rest of the world, he says, they too are

affected by the discovery of the atom and the swift pace
of industrial civilization.

For them, too, there is

uncertainty about the future, a feeling that the person
is losing his individuality, and a questioning of the
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meaning of existence in this age of awareness.

Moreover,

in Dr. Narang's view, the atmosphere of frustration and
defeat in both the new poetry and in the symbolic and
abstract story is less attributable to existentialism
than to the "river of blood" which the new generation had
to cross immediately after Independence, and the failure
of Independence to fulfill their expectations and dreams
(p.14).

Like Europe after the two world wars, India too

has passed through a period of a lack of certainty and of
a decline of values.

The Modernist story writer is not

unaware of the role of the author in a developing
country, Dr. Narang concludes, however "his mental
journey is not from society to the individual like that
of previous authors, but rather is from the individual to
society, that is, from the internal to the external"
(p. 15).43

43 This handy distinguishing feature became a
favorite phrase of critics comparing the Modernists and
the Progressives. For instance, in the same year Dr.
Anvar Moazzam wrote:
The main difference between the romanticrealists of the 30's and 40's and the new writers
is that while the former attempted to know man
through society, the latter are seeking to know
society through man. (Dr. Anvar Moazzam. wModern
Urdu Short Story," "Indian Writing Today, 4.w
v. 2. N. 2. (April, June, 1968): 66).
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Like Dr. Narang,

~azir

Ahmad too defends the

Modernist story against the charge of imitating the West.
The Progressives, who brought the charge of Western
influence against the Modernists, were themselves as much
influenced by the West as were the Modernists.

More

important than the question of influence is the
ftresponsive climate" in South Asia which has allowed
subjective trends such as Existentialism to take root
(1972, p. 91).

The "failure of values, loneliness, utter

frustration, helplessness and alienation of the
individual" (p. 91) have made it necessary for the Modern
Ur.du short story to use new forms to deal with a more
complex human being as "the simplified division of
mankind into good and bad that inspired much of the
Progressive short story" is no longer tenable (p. 91).
Nazir Ahmad acknowledges that there has been Western
influence and gives examples of selections from Enver
Sajjad's "MirgiR and Khalidah Asghar's "Hazar payab"
which are markedly similar to passages from Sartre's
Nausea (p.

92), but notes that there have also been

efforts to express both the personal and national
experience by the creation of new symbols and metaphors
(p. 93).

He gives credit in this regard to Surendra

Prakash whom he calls the most successful symbolist in
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India (p. 86), but he reserves his fullest praise for
Intizar Husain, -the greatest exponent of symbolism and
allegory in the field of the Urdu short story· (p. 83).
Intizar Husain, according to Nazir Ahmad, " ••• has
beautifully expressed the spiritual agony of the
individual who has to live in a morally decadent society"
(p. 83).

Be is less enthusiastic about the stories of

Balraj Mainra whose symbols he considers "arbitrarily
chosen and mechanically manoeuvred" (p. 85).

Enver

Sajjad, whose nameless characters ·represent the modern
man in quest of the meaning of life,· is never artificial
in his use of symbols like Balraj Mainra, according to
Nazir Ahmad, but his stories are sometimes ·unnecessarily
obscure" (p.

84). The critics' changing view of Enver

Sajjad, Nazir Ahmad notes, illustrates the establishment
of Modernism's position as the leading literary movement
in Urdu.

Not long ago Enver Sajjad was ridiculed.

the situation has changed completely.

Now

The number of

authors writing abstract stories has risen and includes
older writers who previously wrote traditional stories,
as well as members of the younger generation (p. 84).

So

popular had Modernism become by 1972 that Nazir Ahmad
felt constrained to state that "the fact that most of the
modern short story writers have common themes and similar
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situations ••• [and that] ••• quite a few people write for
fashion and try to compress the modern spirit in a readymade formula" was no different from the situation in
other literary movements (p. 93).

Modernism as an Established Movement
Nazir Ahmad was not alone in his observation that
Modernism, like the Progressive Movement before it, had
become a fashion and developed its own formula story.
Most articles from the early sixties are either by
apologists seeking to promote the fledgling movement (an
example is Mahmud Hashmi's 1963 "TakhliQi afsanah,"
discussed above), or by usually sympathetic critics
seeking to identify and define Modernism and to seek its
roots in previous Urdu literature.

By the late sixties

the critics are reacting (whether positively or
negatively) to a developed and dynamic movement.
Modernism is referred to as Wthe popularly accepted
literary trend of the present age" (Shahzad Manzar 1972,
p. 4).

A movement which is accepted and popular, though,

is also fashionable.

By the early seventies critics and

Modernist authors alike had begun to perceive and warn
against the "standardization" of Modernism.

Balraj

Komal, himself a Modernist poet and story writer,
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complained in 1970 that many authors had become prey to
labels and fashions in technique.

They confused

definitions of style with standards of literary value,
and thought that merely by writing symbolic and abstract
stories on metaphysical subjects their stories would be
both successful and wmodern" (Komal, 1970, pp. 31-32).
In his inaugural address in a seminar on Urdu literature
after Independence held in Aligarh Muslim University in
the same year, Khurshidul Islam also described the
seventies as a time when the Modernists' repudiation of
tradition had become a fashion (1974, p. 10).

They had

replaced the Progressives' formula of such imagery as the
dawn, spring and prison bars with their own formula of
silence, shadow, the self and the soul (1974, p. 11).
Anvar Azeem, too, speaking in a 1972 symposium on "The
Story, the New Story, and the Reader"
afsanab, aur

~")

(·Afsanab--~

held in Lucknow, claimed that the

Modernists had become as much a movement and a cult as
were the Progressives, and used the same one hundred
words in every story (1972, p. 112).

A year earlier

Balraj Mainra, one of the two foremost Modernist authors
in India, had castigated his fellow story

writ~rs

in a

conference on Modern Urdu Fiction organized by Professor
Ale Ahmad Suroor in Aligarh Muslim University.

The
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Modernists of the seventies, he says, have become part of
the establishment and are writing Wlight refreshment"
free of any risk

(Mainra 1971, p. 407).

Modernism started,

according to Mainra:
••• as the writing of a few sensitive, sad and
angry youths. The anger of those few writers may
have been right or wrong, but it was genuine.
That is why the difficult and dangerous task of
the new writing continued. Finally the same
thing happened as happened with the Progressives.
Those who had their own interests in mind came,
came closer, sat among them, and then the time
quickly came when the expression of that anger of
the new generation, which was a positive value,
became lost in an egregious, directionless noise
(Mainra 1971, pp. 412-413).
Another indication of the degree to which
Modernism had become an established movement is that
those younger authors who began writing in the early
seventies, many of whom had developed under the tutelage
of the more established Modernists, also felt the need to
distinguish themselves from the generation of the sixties
in order to establish their own identities.

While in

style and subject their stories differ little if at all
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from those of the Modernists of the sixties,44their
articles often attack the Modernists and attempt, so far
unsuccessfully, to establish a separate movement. 45
The Progressives' attempt to co-opt the Modernist
Movement and their willingness to modify their own style
in the direction of Modernism, the repeated attempts to
define the characteristics of the Movement, and the
perception by the early seventies that it had become
established to the point of having a formula story, all
show the extent to which Modernism had become an accepted
literary movement.

In addition, Modernism was, and

continues to be, the subject of numerous seminars,
symposia and conferences.

A1igarh has seen conferences

44 For a discussion of the most recent generation
of Modernist authors see my "Jadidiyat ki na'i ~ ~
rumaniyat: Izharati aslub" in Gopi Cand Narang, Ed., DLQy
afsanah; Rivayat aut masa'il," Delhi: Educational
Publishing House, 1981: 667-680. (Proceedings of the
Indo- Pakistan Urdu Short Story Symposium). An abridged
English version was published as "The Modern Urdu Short
Story" in The Pakistan Times, March 13, 1981.
45shaukat Hayat, for instance, tried to define an
"anamiyat" story which he called "true modernism," as
distinct from the false modernism of the generation of
the sixties •. He explains his "anamiyat" story in some
detail in "Sayal ~ ~ izhar-i khayal," Tahrik.
v. 25. N. 1. (Apr., 1977): 17-21.
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on the Progressives(1968),46 on Urdu literature after
Independence (1970),47 and on modern Urdu fiction
(197l).48There were conferences and seminars in Lucknow
in 1969,49 in Marathwada,50and in Delhi in 1976 5l and

46 The Progressive Conference in Aligarh was
reported on in an article entitled "Jadid Hindi ~ ~
~ taraggi pasand mailanat," Kitab, (July, 1968): 53-59.
47Khurshidul Islam's inaugural address from this
seminar was published in Shabkhun, V. 8. N. 91. (JulySept., 1974): 3-16, under the title "~~ azadi ~
ha'~."

48The papers read in this seminar were published
as a separate volume in 1973 (Ale Ahmad Suroor, Ed. DLQy
fikshan.)
49The text of the Lucknow symposium was published
as "Afsane ~ inharaf Ki terhi 1akir," in Shabkhun,
V. 4. N. 40. (Sept., 1969): 6-16. Mahmud Hashmi's
combination travelogue and reportage on the symposium was
published in the same issue (pp. 37-40).
50 The proceedings of the Marathwada seminar were
published in Jogindar Paul, Ed. Seminar on Creative
Writing in Indian Languages. Aurangabad: Marathwada
University, 1972.
51Seminar held in Jamia Millia Islamia on 21
March, 1976. Bagar Mehdi's ft~ afsanah: Izhar ~ ~
~'il" (included in his book TanQidi kashmakash, 1979)
was read in this seminar.
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1980. 52 severa1 literary journals have hosted discussions
and published the transcripts of the discussions, among
them Nugusb (Muzakarah:
Kitab

("Afsanah--~

in Kjtab

(·Na'~

~

afsane ke

masa'~,"

1968),

afsanah, aYI gaLi," 1972) and again

adab ke

masa'~,"

1973).

Aurag which publishes a section "Sayal

~

The journal

haiR ("This is

the question") as a regular feature, has frequently
included subjects related to the modern Urdu story and
Modernism in general as the question to be discussed. 53 In
1974 the journal Shabkhyn, noted for its support of
Modernism, ran a series of articles by various authors on
the subject of "Contemporary Literature and my Identity."
The Lucknow-based Kjtab and the Delhi journal Tahrik have
also distributed and published the results of
questionnaires on the subject of Modern Urdu literature:
(Kitab in 1970, and Tahrik in 1976-1977).

In addition,

52 The proceedings of the Indo-Pakistan Urdu Short
Story Symposium at Jamia Millia Islamia University, New
Delhi, March 29-31, 1980, were published in 1981 (Gopi
Cand Narang, Ed. Urdu afsanah: Riya'iyat aur masa'jl.
Delhi: Educational publishing house, 1981).
53Aurag's Sept.-Oct. issue in 1973, for example,
discussed Modernism and its place in the history of Urdu
literature.
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there have been several hundred articles published
between 1960 and 1980 which discuss Modernism in general,
the works of specific Modernists, or questions of
literary techniques related to Modernism.
Much of this vast amount of critical attention
given the Modernists is repetitive and superficial.
Articles in the late seventies, in particular, often read
more like compendiums of statements by earlier critics
than like original analyses of the works of the
Modernists themselves.

However, in the aggregate these

articles give us a picture of the development, spread and
establishment of Modernism as a movement.

We can perhaps

best see the growth of Modernism by charting the critical
recognition afforded authors described as Modernists over
a period of time. 54

54Appendix Three gives the results of surveys done
by Kitab and Shabkhun. The Kjtab survey attempts to find
the authors most popular with the general reader. That of
Shabkhun lists the authors considered Modernist in 1971.
They may be compared with the present survey, which shows
the recognition given to Modernist authors as Modernists
over the period of time from 1962 to 1978.
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Survey
The following survey of 100 articles, letters to
the editor, book reviews, surveys, and reports of
seminars which list Modernist authors shows the growth,
geographical and generational spread, and degree of
acceptance of Modernism as a Movement.

It also

distinguishes the authors most widely acclaimed as
Modernists.

The articles are from 1962, the first year

in which specific authors are named as Modernists, to the
middle of 1978, stopping at 100 works for the sake of
convenience. Articles naming Modernist authors continue
in abundance after 1978 but differ from previous works
only in naming additional authors from the new generation
which began writing in the 1970's.

The articles surveyed

are from both leading and lesser-known literary journals
of the period, including Sayera, Talash, Mahyar, Tahrik,
Contemporary Indian Literature, Indian Writing Today,
Indian Literature, Aurag, Urdu zahan, Shabhkun,

nau,
mil,

Mah-i

Ahang, Afkar, Nishanat, Sang-i
Mi'yar, Satur, Ham zahan, and Sha'ir. 55 0f these,

~,

Kjtab, Funun,

55The works included in this survey are listed in
Appendix Two. All of the journals listed in the preface
were searched for articles on Modernism, but only those
listed above included articles which named names.
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the journals most heavily represented are Aurag and
Shabkhun, both of which are noted for their consistent
support of Modernist writing. The articles represent
critics from Lahore, Delhi, Lucknow, Hyderabad,
Rawalpindi/Islamabad, Sargodha, Karachi, Mu1tan,
Allahabad, A1igarh, Aurangabad, Gaya, Patna, and Bombay.
The critics include both those in favor of and those
opposed to Modernism.
The following list, excluding those authors who
are named only once, gives the frequency with which each
author is listed (equivalent to percentage, as the total
number of articles is 100), the p1ace(s) of residence of
the author (where known), and the first year in which the
author is named as a Modernist.
74 Enver Sajjad (Lahore, 1965)
61 Ba1raj Mainra (Delhi, 1963), Surendra Prakash
(Delhi, Bombay, 1963)
51 Intizar Husain (Lahore, 1962)
38 Kha1idah Asghar [Kha1idah Iqbal, Khalidah
Husain] (Lahore, Islamabad, Karachi, 1965)
23 Rashid Amjad (Rawalpindi/Islamabad, 1969)
21 Ahmad Hamesh (Hyderabad, Karachi, 1967)
17 Ghiyas Ahmad Gaddi (Jharia--in Bihar, 1969)
16 Ba1raj Koma1 (Delhi, 1967)

ss
13 Mas'ud Ashlar (Multan, Lahore, 1969)
12 Ghulamul Saqalain Naqvi (Lahore, 19681,
Jogindar Paul (Africa, Aurangabad - Maharashtra, Delhi,
1968)
11 Ram

La~

(Lucknow, 1968), Muhammad Munsha Yad

(Rawalpindi/Islamabad, 1972), Ahmad Yusuf (Patna, 1971)
10 Aijaz Rahi (Rawalpindi/Islamabad, Karachi,
Rawalpindi/Islamabad, 1974)
9 Abdullah Husain (Lahore, London-England, 1963),
Shams

N~ghman

(Rawalpindi/Islamabad, 1969), Iqbal Majeed

(Sitapur--near Lucknow, Bhopal, 1971), Sami'Ahujah
(Rawalpindi/Islamabad, Lahore, 1974)
8 Kumar Pashi (Delhi, 1968),Anvar Azeem (Gaya--in
Bihar,Delhi, 1969)
7 Muhammad Umar Memon (Karachi, U. S., 1965),
Zafar Auganvi (Calcutta, 1969)
6 Devendar Issar (Delhi, 1968), Ka1am Haidari
(Gaya, 1971), Munir Ahmad Sheikh (Lahore, Delhi, 1973),
Qamar Ahsan (Lucknow, Bhopal, Delhi, 1973), Ahmad Da'ud
(Rawalpindi/Islamabad, 1976), Najamul Hasan Rizvi
(Rawalpindi/Islamabad, Karachi, 1976), Mushtaq Qamar
(near Rawalpindi, 1976)
5 Shaukat Hayat (Patna, 1973), Mazharul Islam
(Rawalpindi/Islamabad, 1974), Mirza Hamid Beg
(Rawalpindi/Islamabad, 1976)
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4 Raj Abe (Delhi, 1963), Qamar Abbas Nadeem
(Karachi, 1976), Hamid Suhrawardy (Seed, 1976), Husainul
Haq (Gaya, 1977), Rattan Singh (1977)
3 Ali Imam (1973), Ikram Bag (Karnatak, 1974),
Anvar Qamar (Bombay, 1977), Anvar Khan (Bombay, 1977),
Altaf Fatimah (Lahore, 1969)
2 Ikramu11ah (Multan, 1973), Muhammad Salim-ur
Rahman (Lahore, 1976), Akhtar Yusuf (1976), 'Arsh Siddiqi
(Multan, 1969), Anvar San Ra'e (Karachi, 1977), Salam bin
Razaq (Bombay, 1978), Abdus Samad (Gaya, 1977), Mustansar
Husain Tarar (Lahore, 1978), Asad Muhammad Khan (Karachi,
1977)
This list shows indisputably the overwhelmingly
greater recognition given to the four Modernists on whose
works this study concentrates: Intizar Husain, Enver
Sajjad, Surendra Prakash and Balraj Mainra.

There can be

no doubt of the critics' acceptance of their positions as
the leading authors of the Modernist Movement.

These

four authors are not only the foremost of the Modernists,
but also, as Figure One 56 illustrates, were among the
first to be so described.

Intizar Husain, whose works

56The Figures illustrating this section are given
in Appendix Four.

90

became Modernist in style in 1958 (see Chapter Three) is,
in 1962, the first to be called a Modernist.

In 1963 he

is joined by Balraj Mainra and Surendra Prakash, and in
1965 by Enver Sajjad.

Through the first half of the

sixties, a period when the Modernists were distinguished
primarily by their interest in the subject of selfidentity (see Chapter Four), Intizar Husain, Surendra
Prakash, and Balraj Mainra received approximately equal
recognition from the critics. Perhaps because the critics
in the first half of the decade were predominantly
Indian, Enver Sajjad was not accorded substantial
recognition until the latter part of the sixties.

In the

second half of the sixties, when the focus of Modernism
had turned towards greater experimentation in form, Enver
Sajjad, Balraj Mainra and Surendra Prakash began to be
named more frequently than Intizar Husain who, though the
first to experiment in technique, never went as far in
his technical innovations as did the other three. As
Figure Seven shows, the amount of critical interest in
all four climbs steadily throughout the later sixties,
culminating in 1971, the year in which Ale Ahmad Suroor
organized a seminar on Modern Urdu Fiction in Aligarh.
The popularity of these authors with the critics
seems to be more closely related to the popularity of the
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Movement as a whole than to the amount or quality of what
any individual was writing at a particular time. Figure
Seven, which shows both the number of works published
each year by each author, and the number of times per
year each author is named as a Modernist, indicates
little correlation between the two.

Indeed, Balraj

Mainra, who wrote very little after 1967 and nothing at
all after 1972, is named more often when he is not
writing than when he is. 57
After 1971, to paraphrase Northrop Frye, the
critical investment in Modernist stocks turned bearish
for a period of four years.SaIn 1972, 1973, 1974 and
1975, as shown in Figure Seven, the four most notable
Modernists were notably under-acclaimed.

As we shall see

below, this was true of Modernism as a whole.

The total

production of these authors (Figure Seven), and of others
who began writing during the early sixties, also fell

57 It should be noted, however, that he has been
involved in editing journals throughout the late sixties
and the seventies, including the Mainra jarnal, Dastavez,
Mi'yar, and Sha'ur. Being an editor is often conducive
to critical recognition in other fields of literary
endeavor.
58Northrop Frye. Anatomy of Criticism. Princeton:
Princeton University Press, 1957, 1973. p. 18.
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during these years.

To the extent that Modernism was

identified with this first generation of authors rather
than with later Modernists, this may have affected the
popularity of the Movement in general.

Khalidah Asghar

(now Husain) who after the "big four" is the author most
often named by the critics, stopped writing from 1966 to
1978.

Within the time period covered by these articles,

Ahmad Hamesh had written only one story after 1969. In
fact, of those authors from the early and mid-sixties who
are named by more than a fifth of the critical works in
this survey, only Rashid Amjad has consistently published
a substantial number of stories every year during this
period. 59
In addition to the four leading Modernists, the
critics also named Raj Abe, Abdullah Husain, Khalidah
Asghar and Muhammad Umar Memon during the first half of
the sixties. Of these, only Khalidah Asghar became wellknown.

During the second half of the decade both the

59Authors of this first generation continued to
publish only a small number of works through 1976. In
1976 there as an upsurge of articles about Modernism and
of works by a younger generation of Modernist authors.
From 1977 to the present, authors of the first generation
have produced a substantially larger volume of work,
perhaps partly influenced (one could speculate) by the
increased critical interest in Modernism.
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number and types of authors named increased, as can be
seen in Figure Two.

During the first half of the decade

eight authors were described as Modernist; in the second
half fifteen were so named, many of them during 1969.
This number incloded both authors like Ahmad Bamesh,
Balraj Komal, Kumar Pashi, (who are more known for their
poetry but who have written fiction as well), and Rashid
Amjad and Maslod Ashlar whose works in the sixties were
Modernist from the time they first started publishing,
and more traditional authors like Gholamul Saqalain
Naqvi, Ghiyas Ahmad Gaddi, Anvar Azeem and Devendar Issar
who had previously been known either as traditionalists
or as Progressives, and who had now changed to a more
Modernist style.

In the next half decade too, authors

like Ahmad Yusuf, Iqbal Majeed, Kalam Haidari and
Muhammad Munsha Yad changed their allegiance from the
Progressives to the Modernists.

These change-overs, even

more than the steadily increasing numbers of younger
authors adopting Modernism, show the popularity of the
Movement by the end of the sixties and the beginning of
the seventies.
In terms of the numbers of new authors added, the
Movement grew at a much slower pace in the years 1971 and
1972.

As Figure Two shows, the number of additional
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authors named as Modernists in those two years was
substantially less than those added in 1969.

This slow

growth continued at a slightly increased rate in 1973 and
1974, and in 1976 and 1977 again increased at a rate
comparable to that of 1969 as a new generation of authors
achieved prominence.

Many of the new authors added in

the seventies were young, and most had never written in
anything but a Modernist style (unlike the "converted"
Progressives of the late sixties, or the first wave of
Modernists who wrote more traditional stories before they
invented the Modernist idiom).

This new generation of

writers had grown up with the first generation of
Modernists as role models, and although several have
tried to rebel against their "big brothers," none has yet
evolved a style distinct from that of the authors of the
late sixties.

The new generation's use of fantasy and

monologue, in particular, is heavily dependant on
techniques developed by Surendra Prakash and others
during the previous decade.

This new group of authors

includes the slightly older authors of the
Rawalpindi/Islamabad area:

Aijaz Rahi, Sami'Ahujah,

Mazharu1 Islam, Ahmad Da'ud and Mirza Hamid Beg; and the
younger Indian authors Qamar Ahsan (Lucknow,Bhopa1,
Delhi), Shaukat Hayat (Patna), Hamid Suhrawardy (Beed),
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Husainu1 Haq (Gaya), Anvar Qamar (Bombay), Anvar Khan
(Bombay), and Salam bin Razaq (Bombay).
In terms of the geographical distribution of
Modernist authors, we can see a steady growth outward
over time from the two centers of Lahore and Delhi. From
1962 through 1966, as Figure Four shows, all Modernist
authors were in Lahore and Delhi.

During the same

period, from 1962 to 1965, the critics are predominantly
from Delhi. 6 0In 1966 two critics are added from Lucknow
but the authors they name are still from the main centers
of Lahore and Delhi.

In 1967 the geographical range of

the critics spreads to include Hyderabad and Rawalpindi,
and that of the authors to include Ahmad Hamesh, then
living in Hyderabad.

Up to this point, Modernism had

increased its geographical range first among critics and
only later among authors.

That is, while by 1967 critics

60Lahore was sadly lacking in critics of fiction
during this period. In fact, throughout the sixties the
only fiction critic of note in Pakistan was Nazir Ahmad.
During the period 1962 to 1978, as Figure One shows, only
35 of the 80 critical articles for whose authors
geographical identification was possible were by
Pakistani critics. Indian critics in the same period
were responsible for 45 articles. (Regional
identification for 20 critics was not possible.) This is
not the case for the authors themselves: 26 of the 53
authors listed on pages 59-61 are Indian; 27 are
Pakistani.
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in Delhi, Lucknow, Hyderabad and Rawalpindi were writing
about Modernism, the only author outside of the Lahore
and Delhi centers to be named was Ahmad Hamesh (in
Hyderabad).

The geographical range of Modernist authors

catches up with that of Modernist critics in the late
sixties.

1968 sees critical representation from Sargodha

and fictional representation from Lucknow; and by 1969
there are critics from Multan and Karachi, and authors
from Rawalpindi/Islamabad, Bihar, Calcutta and Multan.
From 1969 to 1976, as can be seen in Figures Three and
Four, the Movement is geographically static and merely
adds additional authors from these regions.

In 1976 the

Movement again begins to spread, and now includes Karachi
and Bombay.
The amount of literary activity in each city (in
terms of new authors) has shifted over time.

Although

Lahore has grown at a steady, if slow, pace since 1969,
adding new authors in 1970, 1974, and 1978 (Figure
Three), it has been outstripped both in numbers of new
authors (Figure Three) since 1974 and in total numbers of
authors (Figure Four) since 1976 by the new literary
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center of Pakistan, the Rawalpindi/Islamabad area. 6l using
Figure Four, for instance, which lists the number of
times per year authors from particular regions are named
as Modernists, we see that Lahore has 77 listings
from 1962 through 1971, and 79listings since 19721 while
Rawalpindi/Islamabad has gone from just 4 listings
before 1972 to 85 since that time.

Clearly the balance

has shifted in favor of Rawalpindi/Islamabad.
Delhi, in contrast to Lahore, has been stagnant
since 1970 (Figure Three). Although in India, Delhi still
dominates in terms of authors per year named as
Modernists, these are all authors who became known during
the sixties.

The younger authors are in other cities of

India, with the greatest concentration in Bihar (Figure
Three), and the most recently famous in Bombay (Figures
Three and Four).

6lRawalpindi/Islamabad is the literary center of
Pakistan in terms of numbers of Modernist fiction
writers--this survey does not indicate the status of
these cities in terms of numbers of traditional fiction
writers or of poets. The most famous, and best,
Modernists of Pakistan, Intizar Husain and Enver Sajjad,
are in Lahore. However, the Rawalpindi/Islamabad area
has the greatest number of writers, and this number is
growing more quickly than in any other region.
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In terms of the geographical spread of the
critical recognition given to an author from a particular
region, the four most recognized authors are also the
four most widely recognized.

Critical mention of Intizar

Husain, Surendra Prakash, Balraj Mainra and Enver Sajjad
spread as quickly as Modernism itself.

As Figure Eight

shows, critical recognition of these four leading
Modernists was never limited to critics from their own
areas.

As soon as critics from Lucknow, Hyderabad,

Rawalpindi and Multan began to write on Modernism, they
named these four authors from Lahore and Delhi.

In

striking contrast to this early, widespread recognition
of the four most prominent Modernists, later authors were
usually introduced through an article by a critic in
their own geographical area and often remained -home-town
boys· rather than pan-south Asian authors for a
considerable number of years.

Ahmad Hamesh was first

mentioned by the Hyderabad critic S. Alam Khundmiri in
1967.

The following year critics in Sargodha and Delhi

referred to him as a Modernist author.

Mas'ud Ash'ar,

then in Multan, was first named by a critic from Multan.
Ghiyas Ahmad Gaddi, situated in a remote corner of Bihar,
was first discussed by a critic living in Dacca.

This

regional identification of critic and author is most
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notable among the Rawalpindi/Islamabad authors, who for a
considerable period of time were named only by each
other.

Since the first mention of Rashid Amjad in 1969,

all but four of the critics referring to him have been
associated with the Rawalpindi group.

Other writers of

this group are even more regionally defined.

Munsha Yad

is named once by an Indian author and ten times by
Rawalpindi authors.

Shams Nughman, Aijaz Rahi, Sami'

Ahujah, Mazharul Islam, Mansur Qaisar, Ahmad Da'ud, Mirza
Hamid Beg and Najamul Hasan Rizvi are all listed solely
by the "Sargodha" critics Dr. Vazir Agha, Anvar Sadid,
Ghulam Husain Izhar, Sajjad Naqvi and Jamil Azar, and by
each other.

Dr.

Salim Akhtar hae referred to these

critics as constituting a "Sargodha ft school, so called
because they, and the critics who write about them,
frequently publish in the journal AuraQ which is edited
by Dr. Vazir Agha in sargodha. 62 As only four of the
critics who have discussed authors from this group are

62Salim Akhtar. Mukhtasarin tarikh. 1911. pp. 222223.
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not members of the "Sargodha school" there may be some
justification for Dr. Salim Akhtar's nomenclature. E3
The most important geographical feature of South
Asia, and the one which we might expect to have had the
greatest significance in the development of Modernism, is
the boundary between India and Pakistan.

What effect has

the fact that the two areas in which Modern Urdu
literature is being written are two sometimes hostile
countries had upon the development of Modernism?
answer seems to be, almost none.

The

Although there are only

about three-fourths as many Pakistani critics as Indian
critics, critics of both countries have given equal
attention to both Indian and Pakistani authors.

The

relative lack of Pakistani critics has not affected the
degree to which Pakistani authors are discussed in
critical works.

Of the 53 authors who are named in two

or more articles, 27 are Pakistani and 26 are Indian.
The growth of Modernism in both countries in terms of new

63 1 have considered the following authors and
critics to be part of the "Sargodha school-: Rashid
Amjad, Shams Nughman, Muhammad Munsha Yad, Ghulamul
Saqalain Naqvi, Aijaz Rahi, Mazharul Islam, Sami'Ahujah,
Najamul Hasan Rizvi, Mansur Qaisar, Ahmad Da'ud, Mirza
Hamid Beg, Mushtaq Qamar, Anvar Sadid, Vazir Agha, Jamil
Azar, Sajjad Naqvi and Ghulam Husain Izhar. Some do not
live in the Rawalpindi/Islamabad area, or have since
moved to other cities, but all seem to still maintain
contacts with Rawalpindi.
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authors added each year has also been markedly similar
(Figure Six).

Some years see a few more authors in one

country than in the other, but the pattern of growth in
both is the same.

The popularity of Modernist authors in

each country each year also follows the same pattern
(Figure Five).

There are more Indian authors named in

1968, 1970, 1971 and 1973, but this is balanced by more
Pakistani authors being named in other years
(particularly in 1976 when a large number of articles by
and on Rawalpindi authors appeared in several issues of
Aurag).

The steady upward growth from 1962 to 1972, the

drop in 1972 and stagnation through 1975, followed by a
renewed surge of activity from 1976 to the present, is
the same for authors of both countries.
Neither the 1965 war nor the 1971 war has had any
effect on the degree to which critics of one country
discuss the works of authors of the other country.64The
1965 war has not had any visible influence whatsoever on
the growth of Modernism.

The numbers of new authors

(Figure Two, Figure Six), the geographical spread of

64Although normal modes of communication were
suspended, letters and literary journals still crossed
the border, often by way of mutual friends in London or
elsewhere.
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authrrs (Figure Three, Figure Four) and of critics
(Figu~e

Eight), the popularity of Indian and Pakistani

authors (Figure Five), and the amount being published by
the first generation of authors (Figure Seven) do not
appear to have been in any way affected by the 1965 war.
The 1971 war, however, does seem to have
contributed to the four year decline in Modernist
activity, particularly in Pakistan.

Not only did the

numbers of works published by the first generation of
Modernists drop during this period, so did the quality.
As we shall see in Chapter Four, many of these works seem
repetitive and lacking in vitality in comparison with
works by the same authors during the sixties.

The post-

war stories of Intizar Husain, for instance, are written
in a minimalist, flat, terse, and often repetitive style,
and depict characters who wander without reaching any
destination, or who talk past each other without any
mutual interaction, as though the characters, and the
author, were in a state of shock, unable to come to terms
with, or even comprehend, the tragedy which has befallen
them.

In addition, critics felt that many newer writers

were merely copying the style which had been established
by the first generation of Modernists.

The articles of

this period, as was discussed above, complain that the
Modernist story had become formulaic and fashionable.
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Another effect of the war was to cause a
resurgence in Pakistan of a Wfifties style- demand for a
WPakistani W literature. The years following the 1971 war
duplicated the years immediately after the founding of
Pakistan in the critics' concern for establishing what
was Pakistani about Pakistani literature. 65 The change in
government in Pakistan also encouraged calls for a WNeoProgressive" literature, as was discussed above. Critical
works in Pakistan during the years 1972 and 1973 give
more attention to a renewal of these two concerns of the
criticism of the fifties than to the Modernism of the
sixties.

This relative stagnation of Modernism in both

India and Pakistan was most felt immediately following
the 1971 war.

After 1973 there is a slight increase in

the numbers of new authors described as Modernist (Figure
Two), particularly in Rawalpindi authors named in 1974
(Figure Four, Figure Three), but no spread of Modernism
to new regions (Figure Four) and little popularity of the
Movement as a whole (Figure Five).
In 1976, however, the effect of the war wears off
and a new generation of Modernists, most of whom had been

65The journal Funun in particular published a
large number of such articles.
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writing since the early seventies, attains critical
recognition.

Since 1976 the Movement has grown at a rate

comparable to that of 1968 and 1969.

Karachi and Bombay

were added to the cities boasting Modernist authors
(Figure Four), regions away from the centers of Lahore
and Delhi increased their representation (Figure Three,
Figure Four), and both Modernism as a whole (Figure
Five), and the original Modernists (Figure Seven), began
to receive greater critical attention.

Following the

increased volume of criticism on Modernism in 1976, the
first generation of authors has also been writing more.
As Figure Seven shows, the number of works published per
year by Enver Sajjad, Intizar Husain and Surendra Prakash
has gone up since 1977.

Kha1idah Asghar also began

writing again, after a lapse of 12 years, in 1978
(following the 1977 publication of a section in the
journal Mi'yar which was devoted to her writing).

Ahmad

Hamesh, too, after having published no stories since
1969, gave a story written in 1973 for publication in
Sha'ur in 1979, and has since written a new story

published in Alfaz (A1igarh) in 1982.

Rashid Amjad, who

had published one collection of articles in 1969, and a
collection of short stories in 1974, has published two
collections in the short period of time since 1978.

105

Other recent publications include works by Ahmad Da'ud
(Rawalpindi), Ahmad Yusuf (Patna), Mirza Hamid Beg
(Rawalpindi), Muhammad Munsha Yad (Rawalpindi), Mazharul
Zaman Khan (Hyderabad), Shafaq (Sasaram, Bihar), Anvar
Qamar (Bombay), Anvar Khan (Bombay), Qamar Ahsan (Bhopal,
Delhi), and Salam bin Razaq (Bombay). In addition, a
number of new journals have appeared during this period
which publish primarily Modernist authors:

Mi'yar

(Delhi), Sha'ur (Delhi), Satur (Delhi), Izhar (Bombay),
Alfaz (Aligarh), Mehrab (Lahore), Khayaban (Rawalpindi),
Adab-i Latif (a revival of the old Adab-i Latif, under
different editorship) (Lahore),

Ma' asir

(Lahore), and in

Malegoan, first Nishanat, and then Ham zaban and Javaz.
Clearly, the increased critical attention given to
Modernism since 1976 has had a positive effect upon the
volume of Modernist works being written.

Politics has

also had some influence on the recent upsurge of symbolic
literature.

The Emergency in India (1976) and the

declaration of Martial Law in Pakistan (1977), with the
resulting censorship in both countries, resulted in
authors in both countries (including many traditionalist
authors who had never before written symbolic stories)
adopting a deliberately obscure and heavily symbolic
style in order to more freely criticize their respective
governments.

106

In sum, then, a survey of 100 articles published
between 1962 and 1978 which list Modernist authors shows
that Modernism grew slowly during the early sixties,
rapidly towards the end of the decade, was at its height
from 1969 through 1971, remained relatively stagnant from
1972 through 1975, and has again been increasing at a
very rapid rate from 1976 to the present.

In terms of

geographical spread, it was limited to Delhi and Lahore
until 1966, increased its range from 1966 to 1969, was
then static until 1976, and has since then again spread
to new areas.

Throughout the sixties the greatest number

of Modernist authors came from Delhi and Lahore.

Now an

equal or greater number come from several smaller cities,
including a large group from Rawalpindi/Islamabad.

In

the sixties the authors joining the Modernist Movement
included both young authors just beginning to write, and
older, established authors who had previously written in
a traditional or Progressive style.

In the seventies

most of the authors added to the Movement have been young
writers with little experience of any other style.
In addition to indicating the general pattern of
growth of Modernism as a Movement, this survey also shows
the indisputaple pOSition of leadership accorded to
Intizar Husain, Enver Sajjad, Surendra Prakash and Balraj
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Mainra.

These four authors are named far more frequently

than any others, are acknowledged as Modernists by
critics from a greater geographical range than any other
authors, and were the first authors to become known as
Modernists.
The results of this survey are in accord with the
discussion of individual critical articles.

Articles in

the fifties continually state the need for a new literary
movement to replace the stagnant Progressives, but lament
the lack of any discernible movement.

By their

criticisms of the shortcomings of the Progressives, the
critics effectively forecast the shape of the movement
which would replace it:

one which would emphasis the

inner life of the individual rather than a stereotyped
character completely determined by external events; a
literature in which form and technique would no longer be
ignored.

During the early sixties, when the survey shows

that the Movement was slowly growing and beginning to
spread outside of Lahore and Delhi, the critical
literature is produced primarily by those who were either
apologists for the Movement and seeking to promote it, or
else by (usually) sympathetic critics trying to define
its characteristics and seek its antecedents in past Urdu
literature, or to compare it with comparable movements in
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western literature.

By the end of the sixties the survey

shows that Modernism was well-established and widespread.

During this period the critics reacted (either

positively or negatively) to a developed and dynamic
movement and referred to Modernism as the dominant
literary trend of that time.

The Progressives were

forced to come to terms with its existence and did so
either by attacking or by attempting to co-opt the
Movement.

The Progressive critics redefined ·Progressive

literature W to bring it closer to Modernist literature.
By the early seventies Modernism had, according to the
survey, reached a plateau.

Critical works from the time

accuse it of having become standardized, fashionable, and
formulaic.

In 1976 there was again a resurgence of

interest in Modernism.

The survey shows additional

numbers of Modernist authors from a greater geographical
range, while the critical literature frequently offers
retrospectives looking back on the development of a
successful and still vital literary movement.

CHAPTER TWO
PRECURSORS OF MODERNISM

Her father was in the hotel, where his lady
stenographer was massaging ~ ~ cologne on his
forehead ••• ( Manto 1954, p. 262)
Her father was in ~ ~ cologne, where his
hotel stroked the head of his lady stenographer. (p. 262)
One of the most frequently named characteristics
of the Modernist story is an inward turn of the
narrative~

a concern for the inner thoughts, feelings and

psychology of the character rather than for the depiction
of external incidents and events.

Parallel to this is a

move away from realistic, mimetic narration to various
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techniques of non-realistic, illustrative fiction. 66
Visions and dreams, hallucinations, the ima9ination and
the unconscious are expressed through techniques such as
internal monologue, symbols, images, myth, surrealism,
and structural and linguistic manipulation.

Some

examples of both the inward turn in subject and the move
away from realism in style can be found prior to the
beginnings of Modernism.

Although the predominant trend

of the literature of the thirties,

fo~~ies

and early

66Robert Scholes and Robert Kellogg make a
distinction between the mimetic representational
narrative which seems "to create a replica of actuality"
(p. 84) and the symbolic illustrative narrative which
seems to "remind us of some aspect of reality ••• The
illustrative is symbolic; the representational is
mimetic"(p. 84). They define the difference as,
"Illustration differs from representation in narrative
art in that it does not seek to reproduce actuality but
to present selected aspects of the actual, essences
referable for their meaning not to historical,
psychological or sociolo9ical truth but to ethical and
metaphysical truth" (p. 88). According to Scholes and
Kello99, throu9h the representational we "apprehend
actuality" while through the illustrative we "contemplate
actuality" (p. 147). (The Nature of Narrative. New York:
Oxford University Press, 1966.)
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fifties was the pragmatic view of the Progressives 67 which
dictated that literature serve the purpose of social
reform and communicate directly with the audience, some
works of authors of the anew literature" used the above
techniques to express the inner life of the character,
frequently combining these techniques with social
concerns.

Later critics seeking the roots of the

Modernist Movement in Urdu literature were to refer to
these works as the precursors of Modernism.

67The Progressive and Modernist Movements in Urdu
literature closely parallel Abram's distinction between
the Pragmatic and Expressive theories of art. (M.
H. Abrams. The Mirror and the Lamp; Romantic Theory and
the Critical Tradition. London: Oxford University Press,
1971, 1953. Abrams discusses the mimetic, pragmatic,
expressive and objective theories in his Introduction,
pp. 3-29.) According to Abrams, the Pragmatic theory of
art, which was popular in the west from Horace through
the 18th century, looked at art as a means to achieve
certain effects in an audience and therefore valued the
easy communicability of the message. The Expressive
theory, which became popular about 1800 with the
Romantics, was artist rather than audience-oriented, and
considered art the "overflow, utterance, or projection of
the thought and feelings" of the artist (pp. 21-22).
Art, according to the expressive theory, was to be judged
by its sincerity and genuineness rather than by its
didactic valUe. While the Urdu Progressives, as in the
Pragmatic theory of art in the West, were preoccupied
with the effect of literature upon the audience and so
valued communication over innovation and favored a
straightforward narrative with realistic characters over
experimentalism in form or content, the Urdu Modernist's
search for innovative ways to express the "attributes and
actions of the poet's own mind" (Abrams, p. 22) led the
author to idiosyncratic and sometimes obscure symbolism.
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It is often said that the Progressive Movement
was at first influenced by both Marx and Freud.

The

influence of Marx was apparent in the desire for social
reform through literature, and that of Freud in both the
depiction of sexual subject matter and in the use of
psychologically-based literary techniques using dream
sequences and a stream of consciousness technique. 68As
Carlo Coppola has described (1975, p. 45), Sajjad Zaheer
himself attempted to use the stream of consciousness
technique in his story "Nina nahin ati,"
collection Angare (Zaheer, et. a1.

1932b~.

in the
At first, the

Progressive New Literature Movement promoted
experimentalism in literature, including the

~

nazm

68Critica1 articles from the time note the
presence of both trends in Urdu literature. For
instance, Abu Lais Siddiqi's 1950 article "DLdY aQab ~
baz maujudah mailanat" (NuQush. N. 15-16. (Dec. ,1950):
32-37) discusses both the class struggle between the
capitalist and the worker, and psychological problems,
particularly those having to do with sex, as the typical
concerns of contemporary Urdu literature.
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("free verse") of N. M. Rashed 69and the use of techniques
like the internal monologue and stream of consciousness
borrowed from Virginia Woolf, Joyce, and others.
According to Ahmed Ali:
The intention of the sponsers, then, i. e. in
1932-33, was a literary one, with no forecast of
any affiliation with any political ideology or
thought other than the right of free criticism
and free expression in all matters of the highest
importance to the human race in general and the
Indian people in particular ••• the main figures of
the Movement then, in 1932-33, had shared a love
of sombreros, bright shirts and contrasting ties,
collecting candlesticks and gargoyles, Bach and
Beethoven, and an admiration for James Joyce and
D. H. Lawrence and the New Writing poets, as well
as Chekhov and Gorki (Ahmed Ali 1974, pp. 35-36).

When the Progressive Movement under the
leadership of Sajjad Zaheer became more politiCized,
however, it condemned the inward turn and experimentalism

69N• M. Rashed, like Ahmed Ali, makes a
distinction between "new" literature and nProgressive n
literature in an interview in Mahfil (now Journal of
South Asian Literature). He considered himself part of
the nnew n poetry movement, but he was criticized by and
did not identify himself with the Progressive Movement.
(Mahfil interviews N. M. Rashed. Mahfil. V. 7. Nos. 1-2.
(Spring, Summer, 1971): 1-20).
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of authors like N. M. Rashed and Ahmed Ali.

Sajjad

Zaheer called the stream of consciousness technique
"frivolous" (Coppola 1975, p. 47).

During the 1945

meeting in Hyderabad, Dr. Abdul Aleem tried to pass a
resolution condemning obscenity (Coppola 1975, p. 256),
and in the Fifth meeting in 1949, the concepts of Art for
Art's Sake and individualism in literature were called
pro-capitalist (Coppola 1975, p. 284).

The Progressive

critic Mumtaz Husain identified Freud, D. H. Lawrence,
Proust, and the "sphinx of the unconscious" as
imperialist ideology (M. Husain 1951, p. 152).
Economics, not the unconscious, determined human
behavior, according to Progressive doctrine.

Finally, in

the first all-Pakistan Conference in November, 1949, the
Progressives condemned a number of authors as right-wing
deviationists, including Aziz Ahmad, Akhtar Husain
Raipuri, Ahmed Ali, Muhammad Hasan Askari, Mumtaz Shirin,
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SaadatHasan Manto, N. M. Rashed, Mumtaz Mufti, Shafiq-ur
Rahman, Qurratulain Hyder and Muhammad Din Tasir (Hafeez
Malik 1967, p. 662).
The "deviationists," though ostracized, were not
stifled.

They found a forum in the

Halgah-~

Arbab-i

zayg, which was founded in 1939 and took its dynamism and
direction from Miraji.
for Art's Sake.

The Halgah was not limited to Art

Such Progressives as Krishan Chander,

Faiz, and Ahmad Nadim Qasrni presented their works before
it (Yo Javaid 1972, ?

135).

A number cf Modernist

works, and precursors of Modernism, were read in the
Halgah.

Manto's hallucinatory story "Fjrishtah," for

instance, was read in the Halgah December 20, 1953 (Yo
Javaid 1972, p. 130).

Soon after he came to Pakistan,

Intizar Husain read his first story nQjvuma Ki dukan" in
the Halqah, and his famous "Akhiri Admin was presented
there after the beginning of the first Martial Law (in
either 1958 or 1959, so far as the author can recall-Interview April 26, 1978).

Most of the
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Modernist writers in Pakistan have been active members of
the Halgah. 70
By the early fifties some literary critics had
begun to see the Progressives and the New Literature
Movement as separate.

Salim Ahmad, like Ahmed Ali,
claims that the nnew literature n began first under the
influence of western literature and then was taken over
by the Progressives (5. Ahmad 1951, p. 21).

According to

Mumtaz Shirin, the Progressive Movement had by then
become something very different from the Progressive New
Literature Movement.

After discussing various examples

of nnew literature" and also the reasons for the decline
of the Progressives, she says, nHere it is necessary to
differentiate progressive literature and new literature,
because the excellent works which have been discussed in

70Yunus Javaid notes that Intizar Husain and
Enver Sajjad were both secretaries of the HalQah (Yunus
Javaid. Halgah-yi Arbab-i Zayg: MUQalah-i imtihan.
(Master's Thesis). Lahore: Oriental College, 1972: 132,
ff.) He records that Intizar Husain joined the HalQah in
June, 1949 (p. 146)~ Enver Sajjad became active in the
HaJQah during the sixties, according to the lists of
those participating (pp. 231 ff.). Yunus Javaid's thesis
provides an excellent source for those wishing to study
the history of the Ha]Qah-~ Arbab-i ~ up to 1970.

117
this survey are not progressive in this narrow sense, but
do certainly come under the heading of new literature."7l
The works she and others discuss as precursors to
Modernism, although part of "new literature," were in the
minority.

In an earlier article, after describing

contemporary western movements, including Expressionism,
Existentialism, and the use of stream of consciousness,
she writes:
Thes~ different trends did not emerge as
separate movements in Urdu. Although there is a
glimpse of several of them at once in Urdu's "new
literature," the most prominent trend of the "new
literature" of 1936 has been "social realism" in
which there is a depiction of the external milieu
along with the political and social problems of
the present age (Shir in 19633., p. 58-59).

She goes on to add that, though these inward trends had
not yet appeared as a movement in Urdu literature, they
could be found in a few individual authors, among whom
the most frequently named are Muhammad Hasan Askari,
Qurrutalain Hyder, and Ahmed Ali.

It is worthy of note

that most of the authors named as precursors of Modernism

7lMurntaz Shirin. "Pakistani ~ ~ c~r ~." in
Mi'yar. Lahore: Naya idarah, 1963. p. 170. (This
section is not included in the earlier version of this
article published under the title "Caba! salab afsanah"
in Mah-yi nay. V. 4. N. 5. (Aug. , 1951): 105-111, 120).
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either became estranged from the Progressive Movement,
or, like Saijad Zaheer, later renounced their earlier use
of experimental techniques.
Stream of Consciousness
Mumtaz Shirin qives Muhammad Hasan Askari credit
for having "laid the foundation"72 in Urdu for techniques
depicting the flow of consciousness in "Haramjadi"73 and
"ea'e kj piyalj"74stories of Ourratulain Hyder in her

72Mumtaz Shirin. "Teknik ka~' " Saye ra . V. 2.
(June, 1947): 18. According to Shirin, "Several
techniques have been used for the flow of consciousness
and the reflection of the mind. Askari laid the
foundation for this technique in Urdu by writinq
'Haramjadi' and '~ki piyali.' These two stories are
written in the style of Chekhov's 'School Mistress' and
'Steppe'"(p. 18).
73 in Jazjre. Lahore: A'inah-i adab. First
published 1943, second edition 1961. Ouotations are from
the second edition. According to a note in Jazire,
"Haramjadi" was written in Oct • . 1940, and published in
Adabi dunya in 1941.
74in iazire. According to a note, it was written
in Nov •• 1941, and published in Adabi dun~ in Jan ••
1942.
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collection Sitaron se age (1948?}75 and the early stories
of Ahmed Ali, written nearly a decade before those of
Askari, were more innovative in technique.

Those of Ahmed

Ali, because they were included in the collection Angare,
were also far more widely read. 76

Muhammad Basan Askari, -HaramjadiBoth of Askari's stories are told in the third
person by a narrator who is separate from and more
knowledgable than the heroines of the stories, but who
presents their point of view.

The thoughts of the

heroines are paraphrased by the narrator rather than

75Qurratulain Hyder, B. A. Sitaron se age. Delhi:
Urdu Nashargah, n. d. According to Steven Poulos (Feminine
Sense and Sensibility: A Comparative Study of Six Modern
Women Short Fiction Writers in Hindi and Urdu. University
of Chicago, Dissertation, 1975) it was published in 1948.
The original edition is undated. The stories take place
during the war and do not refer to Partition.
76According to Mujtaba Husain, "Angare was the
first work to introduce the ~ tusalsal of Joyce,
Lawrence and Proust to Urdu literature" (D. 23). The
technique did not become popular, in the 'opinion of
Mujtaba Husain, because it was the "intellectual pastime"
of a few authors rather than being a natural outgrowth of
society as it was in the West. (Mujtaba Husain. "~
afsanah ni~ ~ rujhanat. n Sha'ur. (Karachi) N. 4.
(1959): 17-41 ).
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quoted directly.

This technique, often called "internal

analysis,ft77 or ·psycho-narration,ft (Cohn 1978, p. 11) is
the most indirect method of presenting the inner world of
the characters.
Askari's ftHaramjadi ft is a third person account of
a Christian nurse, Emily, who has divorced her husband
for unfaithfulness and has left her job in the city
hospital to work for the Town Area Committee as a midwife
in a village.

Taking ftHaramjadift78as an example (the

same technique is used in both stories), we see that the

77According to Melvin Friedman:
Internal analysis tends to summarize the
impressions of the character in the words of the
author and consequently never strays from the
region closest to directed thinking and rational
control ••• The cautious writer need never fear
straying too far from accepted literary practice
when employing this technique. We find it in
modified form as early as Stendhal and
Dostoevsky, although it is not comple~ely
realized until the later novels of Henry James
and the A la recherche du temps perdu of Proust.
Stream of Consciousness~ A Study in Literary Method. New
Haven: Yale University Pr~~5r 1955. pp. 5-6.
78nHaramjadin has been translated as -The Bitch"
in Nasir Ahmad Farooki. A Selection of Contemporary
Pakistani Short Stories. Karachi: Ferozson's, 1955, pp.
79-97. The translation is not exact enough for stylistic
analysis, however, and has not been quoted from.
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narrator, who is separate from Emily, provides
explanatory commentary for the reader which comes from
the narrator, not from Emily. For instance, the reader is
told:

"This was nothing new for her.

Ever since she had

come to this town as a midwife it had been like this
every day (in Jazire, 1961 edition, p. 50).

The narrator

sees both outside and inside her character and describes
external events as well as Emily's reaction to them.
Rather than directly quoting her thoughts, he describes
by means of similes the effect on the character of a
villager knocking on her door to call her to attend a
birth:
The thumping on the door and the continuous
and insistent shout nOpen the doorn echoed in her
mind like the long moaning sound of a bucket
falling into a deep dark well. Her dream-filled
half-willing eyes opened slowly, but the next
moment the grayish black mixed in the dim light
of early morning began to fill them, and they
closed again. The veils of the eyes hung down
like heavy blankets (1961, p. 49).
nHaramjadi n begins with Emily being awakened by
the demand that she attend a birth, and ends with her
arrival at the home where the birth has already taken
place. In the course of the story we learn about her
previous relations with her husband, the contrast between
her life in the city and in the village, and her
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dissatisfaction with the latter.

None of this is

presented through her present thoughts.

Rather than give

a quoted or narrated monologue in which, as Cohn notes,
"the rendering of consciousness is temporally restricted
to the sequential instants of silent locution" (Cohn
1978, pp. 33-34), the narrator instead often summarizes
for us her thoughts over a period of time.

This is shown

by the author's use of the present imperfect tense to
express repeated or habitual thoughts rather than what
was actually occurring in her mind at a given moment:
••• and she would begin to think of the city
she had left four months before. But the city
then would become that land of dreams which she
could not remember when she got up in the
morning, despite a thousand attempts, and the
certainty of its elegance would keep her heart
uneasy throughout the day. It seemed to her like
1ight--a gleam, a spaciousness, an expanse, a
greenness would swim before her--and then she was
saving herself from stumbling on the street of
burning pebbles, drains and sand (1961, p. 53).
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Qurratulain Hyder,

"~l

~

dost"

In contrast to Askari's narrator who is in these
two stories outside the character interpreting her
thoughts rather than presenting them directly,
Qurratulain Hyder often uses a first person monologue in
which we

ar~

given the direct thoughts of the character,

without intermediary, and which are limited in time
period covered to the present thoughts, observations and
memories of the character. Mumtaz Shirin identifies
Qurratulain Hyder's story "Ah! ~ ~,"79included in the
collection Sitaron se age, as an example of the technique

79Qurratulain Hyder herself considers "Ah! ~
~,"
which she says was first published in ~ in
1945, as one of her earliest uses of the stream of
consciousness technique (Interview July 5, 1979, Bombay).
Nazir Ahmad, one of the best Urdu critics of the short
story, has surveyed her stories up to 1970, and has
described her wAhl ~~" as a precursor of the abstract
trend in the Modern short story (Nazir Ahmad 1970,
p. 11).
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she labels talazam-i khayal. 80R Abl ~~" is the first
person monologue of a female narrator in which she
sometimes mentally addresses the dancer Mahadev, the
sounds of whose classical dance class preparing for a
show for "war week n on the other side of the green
curtains are interspersed through her soliloquy, and
sometimes an unseen male auditor whom she advises to read
Iqbal and become a flight lieutenant.

Her soliloquy

ranges from the dance of evening shadows on the wall to
the play of the gods on the heights of the Himalayas:
from Mussoorie, Dehra Dun and the Indian aristocracy to

80 She defines talazam-i khayal as follows:
Artists have made.various pictures of the
journey of the world of the human mind. One such
picture is talazam-i khayal. Several unconnected
ideas enter the mind, but there is a continuity
in them too. There is definitely some sort of
link between one thought and the next. After one
recollection a second and then a third--and this
series of thoughts finally reaches a conclusion
which surprises even the thinker of the thoughts.
This chain-like presentation of thoughts is a
separate technique. There is neither plot nor
character in it, but just the person thinking. Or
it is possible that this thinker may not even be
there, but the talazam-i khayal of the writer
himself be presented, as in Qurratulain Hyder's
story nAb! ~ ~.n
(Mumtaz Shirin.
20) •

nTeknik ta

~',n

Sayera. (June, 1947):
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the Viceroy's Viceregal Lodge and the ballrooms and
skating rinks of the British; from the mangoes of Avadh
to Delhi's Madame Jain's Beauty Parlor.

Present

reflections and mental speeches mix with snatches of
remembered conversations:
Before Parvati comes on the stage make the
music soft and put out the lights. The effect
will be more beautiful. Mr. Roland himself was
saying to Daddy that our war week couldn't be
this successful without your daughters' help. We
are all struggling for the victory of the Allies.
Do your bit please. Chanann nan ~ ~ ~.
Life is a series of songs, a continual dance.
Mahadev ji you were born on the Eastern soil of
Hindustan, that's why you think so poetically.
You people of the valley of the Brahmaputra
believe in making the most ordinary thing elegant
and beautiful. For you life is a water-xylophone
[jaltarang]. A ragni of Aiman kalyan arising from
the silver strings of the world. If you say
these things to the people from this side you
will get a loud laugh. The world for them is a
boxing ring or a grocery shop or else nothing at
all. We are a very matter of fact sort of
people. If you're going to praise some girl you
will say: Oh maiden you are the dream of a lotus
fl()Cl.ting in moonlight. The glimmer ing light of a
lamp trembling on the marble feet of Parvati.
Come bathe with me in the current of the Ganges.
Oh hol Why don't you say plainly look here you
look very beautiful to me. Marry me or else corne
with me to see Roshan Ara or a picture--one two
three £byn (Hyder 19481, pp. 138-139).
Although the connection between thoughts is to some
degree by unconscious rather than logical association in
these soliloguies, they are more articulate and coherent
than many examples of interior monologue, and approach
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unspoken direct speech. 81 Sajjad Zaheer's "Bind nabin ati"
and Ahmed Ali's nBadal nabin

~"

in Ansare, published in

1932, are earlier examples of the use of interior

monologue and go fUrther in showing the connection of
thoughts by association, usually based on the
connotations of a key word.

81 A number of other works of Qurratulain Hyder
have been described as using stream of consciousness and
other modern techniques. Discussing her stories in
Sitaron se ase and Shishe ke ghar, Mahmud Hashmi argues
that these stories, rather than Manto's "Phundne," should
be considered the starting point for the Modern short
story, as they established a symbolic connection between
words and objects earlier than did nPhundne.n(Hashmi
1981, pp. 436-449). Her later stories are the subject of
Vahid Akhtar's "Ourratulain ke afsan~: ~ ~~" (Vahid
Akhtar 1981, pp. 450-474). Intizar Husain has reviewed
her use of the ~-¥aD. story in n.s..i.t.a Hiran" (n.s.it.a
Hiran," 197 2b, pp •. 9-12) ;
Her novel Ag ka darya has
been examined by a number of writers. Vahid Akhtar has
analyzed it from the point of view of existentialism in
his nAg ~ darya: yajudiyat ke asrat n (in K;tab, No. 120,
pp. 9-36). Leslie Flemming elucidates the particular
view of Muslim self-identity expressed in the novel
(1979, pp. 243-256). Muhammad Ehsan Faruqi's article
"Ourratulain Hyder ki 'Ag ~ darya,n continues his
analysis of the novel which he had begun in .5.a.Q.i and llam
galam in the early sixties (1976, pp. 147-157). Muhammad
Ehsan Faruqi's novel Sangam is compared with Ag ka darya
in John Hanson's "Historical Perspectives in the Urdu
Novel n (Hanson 1979, pp. 257-284). While both Faruqi and
Hanson consider Ag ka darya to use stream of
consciousness, Abdul Islam attempts to show that it does
not in his "Shs.'l.U. .k.i L.aJ.l .ru.u: Quua tulain Hyder" (in £iI;!,
No. 12, pp. 390-400).
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Sajjad Zaheer, -Bind nahin ati"
Sajjad Zaheer's "Nind nahin ati" is the monologue
of a young poet, Akbar, trying to fall asleep on a hot
night.

His thoughts range from the time he heard Gandhi

speak in Lucknow to the ill-treatment of his mother in a
hospital and her death from TB.

His thoughts go from one

subject to another through the associative links of key
words.

In the following section he moves from poetry to

his impoverished condition through the repetition of the
word saluk, translated here as "done for/to"; and from
"hat" to the British rulers by way of the term Kai
"crooked" kulahi (kulah="cap") which can mean either
wearing one's hat crooked, dandyism, or sovereignty:
••• Akbar Sahab, thanks be to God you are a
poet. Why don't you compose a nationalist poem.
How long this rose and nightingale. To hell with
the nation! What has the nation done to me that
I should leave the rose and nightingale to bellydance in front of the nation.
But I say wha,t have I done to anyone that the
whole age should wash its hands of me and is
tormenting me. My clothes are dirty ••• they smell
bad ••• they smell bad so what ••• When he saw my hat
he said it had a grease spot, why didn't I buy a
new one? Why should I buy a new hat--new hat--new
hat- -a new hat will make one exalted? Thin as a
finger the hats of those dandies. They strut
about. Today what we will do to those rubies and
pearls at the height of their luck •••
Wonderful, wonderful! What absurdity. In
the crown of George V is our Hindustani diamond
(l932a, p. 4).
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Ahmed

Ali~"Badal

nahin

~

Ahmed Ali's "Badal nahjn

~"

is the monologue of

a young woman educated up to the eighth class before she
was married off to a "fat bearded fellow."

Her education

was sufficient, or she was reflective enough, for her to
become bitter about the place of women in Muslim society,
which she contrasts with the relative freedom of Hindu
and Christian women in India. She rails against the
mullahs who exploit the

ignoran~e

of childless women, and

against the familial and societal restrictions which keep
women in purdah, prevent them from working outside the
home, and make them subject to the desires of their
husbands.

Ahmed Ali does this through a combination of

monologue and remembered or invented conversations.

Both

he and Sajjad Zaheer use language which is relatively
more idiomatic and colloquial than that of

Qurr~ulain

Hyder. Ahmed Ali also plays on word sounds, shifting from
one thought to another by association of sound rather
than purely by semantics.

For instance, he moves from

clouds to a lament that women cannot cut their hair
through the sounds of the words badal, vaba] to bal:
Badal kiyon nahin ate? AUr zindagi vabal
hai--vabal- -bal--lambe lambe"kale kale bal.
Why don't the clouds come? And life is a
nuisance--a nuisance--hair-- long, long, black,
black hair (l932a,p. 72).
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In this example, both the sound al and the semantics of
"nuisance n (long hair is a nuisance), combine to make the
associative shift in subject. 82
Surrealism
Another characteristic of the Modern short story
is the move away from realism to surrealism.

According

to Mumtaz Shirin, Ahmed Ali's stories in Angare are
surrealistic (Shirin 1963, p. 59). nBadal nabin ~" is
not, but nMahavaton ki ~ Lat n does contain a short dream
sequence in which the impoverished woman alone with her
four children imagines a scene in heaven.

Sajjad

Zaheer's nNinQ oabin aLi" also includes a dream sequence
in which Akbar finds himself in hell after (mentally)
killing the person who had insulted his wife. Both
sequences are manipulated by their authors for didactic
purposes.

That in nMahayatoo ki

~ ~"

is used to draw

a contrast between the woman's vision of heaven and the
desparate poverty she lives in.

Sajjad Zaheer's

description of hell is used to show that heaven and hell
are no less corrupt than earth.

820ther examples of the use of stream of
consciousness include Manto's nSarak ~ kioare,n
discussed by Leslie Flemming (in Another Lonelr Voice,
1979, pp. 101-103, and in her The Life and Works of
Saadat Hasan Manto, 1973, pp. 160-163).
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Saijad Zaheer, "Njnd nahin

~

In what was probably one of the scenes which
caused the book to be banned and publically burned 83 and
the authors' lives to be threatened (Zaheer 1976, p. 15),
Akbar meets a prostitute he once knew, who tells him that
God only looks old.

Actually He is "more of a man" than

any of those she had known on earth.

The prostitute was

upset that she had been assigned the punishment of being
accompanied by five scorpions, as she had always felt an

83According to Carlo Coppola, "The Short Stories
of Ahmed Ali," in Muhammad Umar Memon, Ed. Studjes jn the
Urdu Gaza1 and Prose Fictjon. Madison: University of
Wisconsin, 1979, p. 211. See also Carlo Coppola, "The
Angare Group: The Enfants terrjb1es of Urdu Literature,"
presented as .part of a panel, "Proscription and
Censorship: Banned Literature in India," at the Fourth
Annual Wisconsin Conference on South Asia, Madison, 7
Nov., 1975. (Coppola 1981).
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abhorrence of scorpions. 84 She asked for an audience with
the "Governor," and after waiting while He was in council
with His Prophets, was admitted into court:
As I entered the Governor's court I fell on
my knees. I couldn't say anything myself; the
Warden explained my condition. The order came
that I should stand. Well Sir, I stood up. Then
the Governor Himself stood and came to me. Then
grabbing my hand he took me into a side rOOlTl.
Well Sir, I couldn't figure out what was going
on ••• But Sir, he just looks old. I never saw
such a man in the world, and by your good wishes,
Sir, very rich men used to come to my place!
Well Sir, after that the Governor said that I
would certainly be punished, as His justice is

84Muhammad Sadiq mentions this particular scene,
with disapproval, in his article ftA Key to Modern Urdu
Literature":
The first story, ft~ nahin ~ft in which
the author has made use of the free association
of ideas, presents a medley of motives. Of these
two deserve special mention. According to the
author all sublunary evils are due to a faulty
distribution of wealth. It is responsible for
terrorism, nihilism, communism, and all other
subversive movements. More exasperating is the
way in which he has ridiculed the conception of
the traditional horrors of hell. This is done by
introducing a prostitute with two snakes
perpetually biting at her breasts; but instead of
feeling any pain she is said to enjoy the
titillation. (IQbaJ. V. 17. N. 1. (July, 1968):
72- 73).

It is strange that Muhammad Sadiq did not also question
the author's suggestion of what God and the prostitute
may have done in the other room.
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equal for all, but instead of scorpions I would
have two snakes which just lick at my breasts.
To tell the truth Sir, there's no pain in this,
in fact I enjoy it ••• (In Angare, p. 18).
The hallucinations in Ahmed Ali's "Qaig khanah" and
Manto's "Firishtah n are more pronouncedly surreal than
the dream sequences in "Nina nahin ati" and "MahavatQo ki
.ek Lat." Ahmed Ali's ".Ma.ut. n pahle n goes furthest. in
the direction of surrealism, with a journey into a
surreal world.

Both Ahmed Ali's and Manto's

hallucinations use this method to make political and
social comments. Manto's "Firishtah n is an indictment of
hunger, poverty, illness, and an uncaring society which
exploits rather than helps the weak.

Ahmed Ali protests

the English rule over India and satirizes the Indian's
submission to this rule.
Ahmed

Ali~

"~Khanahn

"QaiQ khanah n begins by describing street scenes

in India and in England.

Drunkards coming out of a toddy

shop in the heat of summer, fighting with sticks in
streets filled with sleeping men and women who are
"prisoners of fate n (Ahmed Ali 1944, p. 14), contrast
with the clean, broad, black street outside a pub called
the Plough. The street is empty except for an occasional
passing car, and shines like a mirror in the cold, wet
rain.
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The contrast between England and India is fUrther
developed in several hallucinatory sequences in which the
English are shown as rulers and as invaders. 85 In an
extended metaphor the first person narrator imagines his
room to be a cage, and himself an animal tormented by
spectators who tease him by showing him peanuts but
throwing rocks instead when he comes forward with open
mouth.

The white-skinned keeper addresses the black-

skinned long-haired narrator:
"How are you, you black slave? Did you sleep
well? Yes? Great."
I looked at him with humility and love, and
opened my mouth in happiness.
"O.K. How will it be if I set you free?"
I couldn't contain myself with happiness and
began to beat my chest in ecstasy.
"But what will you do with freedom? I give
you your food, keep your house clean. Take a
look at those monkeys. Did you ever think about
how they suffer from the cold and get wet in the
rain? They wander about during the day searching
for food. Wherever they find a place at night
they lie down. Their life is a torment. If you
were free then you too would have to wander about
like that. What do you say, slave? That's how
it is, isn't it?"
My heart sank and I sighed.
"Hey, don't worry. I was just kidding. You

85AS well as the animal in a cage hallucination y
the narrator also meets John, an English soldier in 1857,
whom he sees at a party in England during the war, at the
narrator's home in India, and dying during the war of
1857. Another hallucination in the story is his
encounter wi~h Maggie, who has died in an air raid.
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took me wrong. I really will give you your
freedom."
A state of happiness returned and I was ready
to sacrifice even my life for him.
But he has made such promises time and again,
and now he can't be believed anymore. He forgets
what he has said. But I in my cage don't forget,
and I begin to dream dreams of happiness and
freedom, of that time when I will be master of my
own life. Now when he talks to me my heart fills
with hatred, and no one can extinguish its fire,
but I am his prisoner, and other than be patient
there is nothing I can do (Ahmad Ali 1944, pp.
25-26) •

This obvious metaphor for the colonial power's
reluctance to set free the colonized peoples is a bitter
satire on the latter's eagerness to believe the former's
unreliable promises of freedom: promises which the last
paragraph quoted shows the author did not believe.

"~

khanah," though, is more than a simple protest against

colonialism. 86 The lack of freedom is not limited to the
colonized Indians and the "prisoners of fate" who sleep
on the Indian sidewalks.

The state of being a prisoner

is a theme which is repeated throughout the story.

The

narrator reflects that Hudson, a troublesome old man in

86vaqar Azim, who divioes Ahmed Ali's stories
into four periods, notes the increasingly philosophical
trend which appears in "Qaid khanah" and the stories
which follow it. ("Ahmed ALi," in Vaqar Azim, .~
afsanah. Aligarh: Educational Book House, 1977 edition,
pp. 141-149.)
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the pub, is himself "a prisoner of his internal world"
(Ahmed Ali 1944, p. 22) and his strange theories about
the place of electricity in the universe.

The narrator

himself is a prisoner of loneliness, of his thoughts, and
of his material existence.

As he looks out his window he

paraphrases Iqba1,87saying:
Life is free like the sky. But beyond the
horizon of life are other stars and other worlds
which are even more pleasant and beautiful. My
bones and body, .my thoughts too are the bars of
this prison hbtise which we call life. But I
cannot be free of my material existence, just as
my body cannot be free of the prison house of
this building. Inside the four walls of my room,
inside my imagination, I circle about like the
bears in cages in the zoo (Ahmed Ali 1944,
p. 23).
He is a prisoner of society, which puts man into a cage
and then is happy at this act of cowardice (Ahmed Ali
1944, p. 24).

But those who imprison him are themselves

imprisoned by their own social bonds: "Outside this cage
they are free (no, not free but rather bound in chains of
their own making ••• )" (Ahmed Ali 1944, p. 24).

The

narrator himself has built walls around himself which

87Iqbal's line Sitaron ~ ~ jahan QUI bhi hairr.
"Beyond the stars there are still other worlds." For a
translation of this poem see Muhammad Sadiq. A History Qf
Urdu Literature. London: Oxford University Press, 1964.
p. 361.
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prevent him from relating to others: nI built a castle
for my own protection.

I myself put up the walls.

Now I

can neither knock them down nor escape from them" (Ahrred
Ali 1944, p. 30).

In a long section set in India he

tries to find freedom in an idyllic setting of natural
beauty and folk culture.

He wishes he could enter a

jungle which holds the hope of freedom but fears that it
too may prove to be a prison house, and then even the
hope of freedom would be lost (Ahmed Ali 1944, pp. 3233).

For a while he feels set free while watching folk

rituals of nsex and CUltivation" (Ahmed Ali 1944, p. 39)
in a festival of singing and dancing, but as the shadows
lengthen and night approaches he returns to his prison
house.

He meets a modern day Laila who cannot face the

world and who lives a prisoner of her dream life, reading
romances and seeing fairies in trees.

Leaving her, he

walks home lost in thought, imprisoned in his dream, past
soldiers leading a manacled prisoner, workers bound in a
line, to his house hidden in the darkness of the night,
nand in a few moments I became imprisoned in it safe from
the troubles of the world n (Ahmed Ali 1944, p. 42).
In a combination of realistic and sUrrealistic
sequences Ahmed Ali shows in

"~

khanah" that man is
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not free.

He is bound by societal constraints, political

necessity, his physical nature, and even psychological
bonds of his own making.

Ahmed Ali, wHAYt

~

pable"

He is also bound by the inevitability of death,
the subject of Ahmed Ali's ft~ ~ pahle,n88which was
published a year after "Qaid kbanab." Maut se pgble is a
philosophical, even mystical exploration of the
relationship between life and death, beauty and ugliness,
through a combination of surreal sequences, symbolic

88Ahmed Ali. Maut se pahle. Delhi: Insha Press,
1945. An English version of this story under the title
"Before Death" is in New Djrections, No. 15.
International Issue (1955): 132-147. All references are
to the Urdu v.ersion, which differs slightly from the
English. The story is discussed in Carlo Coppola's "The
Short Stories of Ahmoo Ali," (1979): 225-226, and 233234.
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imagery, philosophical discussions and monologues. 89 The
story is told by a first person narrator who is only a
few days from death.

He is torn between a desire to

cling to life, and to find release from it.

He tries to

cut his ties to life by reminding himself that life is
filled with famine, war and decay, and that the search
for beauty, truth and faith is nothing but selfdeception.

The answer to the inevitability of death, the

89 In this 1945 work Ahmej Ali broke with the
Progressive Movement, which he accused of fostering
journalism rather than art, and of arbitrarily limiting
the subjects and methods of literature for political
purposes. The postscript to Maut se pahle gives Ahmej
Ali's theory of the role of art, and defends his emphasis
on philosophical questions such as the degree to which
man is free, and how to deal with death: questions which
the Progressives would have considered less important
than hunger, poverty and the fight for independence.
Ahmed Ali defends art as fulfilling the emotional needs
of humans, and castigates the Progressives for confusing
art and journalism. He upholds the role of the
imagination and the use of layers of meaning, including
surrealism (p. 51) and the use of death as a subject:
If life is a reality then is death any less a
reality? Are not famine and slavery, hunger and
poverty less than death? Do they not take us
into the embrace of death? As long as we are
alive we are caught up in the problems of life.
When we die then what can trouble us? There is
no doubt that death is something which comes
later, but while looking at life we have to admit
that life and death are indissolubly linked
(pp. 66- 67).
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author seems to tell us, lies in an acceptance of death
through a mystic sense of unity with the universe.
The story falls into three sections dealing with
art and beauty, religion, and attachment to a world in
decay.

In each section the narrator is progressively

more mobile and the action both more externalized and
more surreal.

In the first section he is in the present,

remembering past scenes which illustrate his present
thoughts.

The setting is confined to his thoughts and

his memories of the tree in his courtyard.

In the second

and third sections the narration is of events in the
past, which are related in chronological order, and cover
a time span of an evening and night.

The second section

relates two encounters with a priest with whom he
discusses the Trinity in his horne, and later during a
walk at twilight outside the city.

The third section

occurs that same night following his encounter with the
priest, and is a surrealistic journey by carriage and
then on foot through a world of violence and decay to a
city which encompasses the Hindu, Muslim and English eras
of India's past.

Finally he returns abruptly from the

decayed city of the past to the bombed city of the
present and again confronts and identifies with the dead
tree in his courtyard which now, like Shiva, celebrates
destruction in a frenzied dance of death.
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The first section frames two views of the
symbolic tree with first metaphoric and then
philosophical attempts by the narrator to disengage
himself from the search for Beauty.

Like a

dissillusioned artist whom art has failed, the narrator,
who was a pathetic lover of life and beauty, compares
himself to dust in the eyes of the world, a thorn in the
world, an awkward spot on the face of beauty, and a
bumblebee clinging to the flower of beauty and
unjustifiably preventing others from approaching.

He had

sought refuge from ugliness in the lap of beauty but now
realizes that his life was a mirage, a colorful but
useless dream, and that he himself is ugly and is still
standing in a desert of ugliness.
He remembers a symbol of ugliness and
uselessness, a decaying tree outside his house which has
lost all but two of its branches and stands like a
slingshot taking aim at the sky.

The tree is identified

with destruction in the descriptions of it as like the
pincers of an ant pitilessly piercing living flesh, and
like a hunter of death which is about to hunt the sky
with a bloodthirsty shot.

The narrator identifies with

the tree and feels that he himself is about to destroy
beauty by pulling the slingshot of darkness and shooting
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the pellet of the hidden sun into the net of stars,
destroying the Milky Way which will cross the sky and be
lost in the depths of eternity.

The ugliness and

uselessness of the tree are further emphasized by the
narrator's description of it as standing like an idiot
with its hands raised to the sky.

He is angry at its

stupidity, as he would be with the foolish actions of a
mad saint.

In this he is angry with himself as well, as

he has already described himself as both ugly and
useless, like the tree.
The identification of the tree with a mad
imbecile is developed in the next scene in which he finds
a mad woman dead of famine lying at the base of the tree.
The legs of the dead woman mirror the branches of the
tree, and the narrator muses that perhaps there is some
eternal relationship between the two as they are both
crazy and stupid. 9 0In this scene the tone shifts from the
narrator's dissillusionment with beauty to his
philosophical questioning of the relationship between
death and life.

A baby sucks at the breast of the dead

90Carlo Coppola has identified both the tree and
the mad woman as symbols used in the earlier nHamari
gali.n The mad woman in "Hamari galin was pregnant as a
result of a gang-rape. Maut se pahle shows what happened
to her. (Coppola 1979, pp. 225-225).
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woman, on whose lips there is a smile, and the narrator
wonders if death is laughing at life, or life seeking
life from death.
In the philosophical monologue which follows he
tries to disengage himself from the human emotions which
bind him to life.

As he enumerates those aspects of

living which will not be present in death, he is at first
bound up in the business of life and unable to let go of
either the pleasures or the sorrows which give value to
living:

"My mind is still caught up in the occupations

of life, and even now when only a few days of my life are
left I cannot leave them.

In the land of death there

will be neither these joys nor these sorrows because of
which every moment of living seems precious and dear
(Ahmej Ali 1945, pp. 9-10)."

But when he recalls the

crows which do not allow one a moment's peace, and the
vultures which prey on living flesh, both symbols which
are expanded in his later journey into the surreal, his
heart is disgusted with the things of the world and he
longs for the cessation of the vain sorrows and futile
efforts to find truth and faith.

"Of what use is it to

search for what is already present in one's heart n (Ahmed
Ali 1945, p. 11).

In the face of death, art, beauty and

human emotions have proven unable to provide a meaning
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for life.

A cessation of human emotions, and the

knowledge that what one seeks is within oneself, is
developed in the next two sections as a growing sense of
identity with the universe.
There follows a carriage ride during which the
crows which allow no rest and the vultures which prey on
living flesh appear again.

Now they are the size of

humans, and stand in glass-fronted expensive shops
hawking human bones and throwing them in the air so that
they seem to dance like puppets.

Perhaps this is a

comment on the role of the leaders in the war in Europe,
hinting that their armies are helpless puppets in a dance
of death from which there is some material gain for the
leaders, but death for the puppets themselves.

It is

also a metaphor for the hUman condition in which a
collection of bones seems temporarily to walk about and
dance, only to fall to pieces again, just as a blanket of
water falling from a canal during the rainy season forms
a colorful waterfall before again becoming part

~f

the

stream.
Both the crow and the vulture reach out to
capture the narrator, but the carriage moves on.

When he

catches his breath he orders the coachman to return home
and discovers that the carriage is being driven by a
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fearsome stranger who knows all the secrets of the
Beginning and the End, and who holds a whip like a snake
to which is bound an ear of wheat, symbol of the fall of
man.

Mesmerized by the unblinking eye of the coachman he

sees him turn into an old woman.

The eye seems to come

close until it looks like a dark mountain cave, and then
closes and disappears.

The narrator is nearly dead from

fear, unable to move or close his eyes, and is about to
drown in the sea of eyes which form and burst upon the
surface of his consciousness.

Then the power of life

awakens within him, and he leaps from the carriage.

He

finds himself standing alone before a wall of a hill
fort.

The carriage, coachman and horses have

disappeared.
He chooses to go upwards, climbing from a low
wall to a higher one.

But this path is a dead one, and

he is left isolated and alone.

In all the world there is

love and rejoicing in a life of pleasure, but here there
is no human, no song of nightingales or sound of any
living thing, and the asperSions of the world and horror
of all the deserts sing his elegy. Deciding that SOlitude
011

the heights is not the answer he turns to descend to

the habitated area below.

His initial descent is

perilous, but becomes progressively easier.

After he
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comes to a time-worn temple of the Hindu era of Indian
history, he is able to jump into the wind and fly past
the lower part of the fort to the ruins outside the
Islamic era city.

Entering through the royal gateway he

passes the Grand Mosque and goes through deserted streets
to the public baths.
epiphany:
corner.

There he again has an experience of

"I had become so tired that I sat down in a
It seemed to me as if I were part of those walls

and tombs and ruins, and the search for time and heaven
and earth were ceasing.

My existence was both immortal

and unreal. Whatever was or was not was at once within
and beyond my perception" (Ahmed Ali 1945, p. 35).
is sitting he

hea~voices

carried on the wind:

As he

rustics

in pursuit of a singing bird; earth falling in a grave;
the conversation of a decadent nayab, his retainers and a
courtesan singing Hafiz, and the moneylender to whom the
navab. is in debt: and finally the hoofbeats of horses and
an English voice ordering his men to fire to disperse a
crowd.

After passing through the antiquity of the Hindu

era, the decadence of the Islamic and violence of the
English periods of Indian history, he returns abruptly to
his own neighborhood to find that it has been bombed in
an air raid.

Everything but the tree in his courtyard is

a pile of bricks, stones, and flames. The tree seems to
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have corne alive, and is Bhairav (Shiva) lifting its arms
to dance the frenzied dance of destruction, surrounded by
flames.

The narrator too stands proudly as though

were the master of the universe:

~

"I too lifted up my

head with pride where I was, and stood as though I were
the Master of heaven and earth.

And around me the wind

and flames wove a net of music ••• "(Ahmed Ali 1945,
p. 46).

The search for art and beauty have proved a
mirage.

Conventional religion, though awe-inspiring, is

found inadequate.

His surreal journey through the past

is filled with encounters with symbols of mortality,
decay and decline.

Nor is there any respite in a

solitude removed from the world of humanity.

The answer

is in a sense of unity with the universe which deepens in
each section.

From the self-pity and bitterness of the

first section of the story, the narrator has moved to
pride, acceptance, and a feeling of first unity with,- and
then dominion over the universe.
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Manto, wFirishtahft
Manto's ftFirishtahft91is less philosophically
complex than Ahmea Ali's Maut se pah1e, but is visually
more effective.

The story is composed of the waking

hallucinations and disjointed dreams of a dying man.
Although in this it is similar to Maut se pah1e, Manto is
not concerned with the philosophical problem of dealing
with death, but rather with the sociological conditions
which make his character Atau1lah seek death as a release
from poverty, illness and hunger.
Manto was contemporary with, influenced by, and
occasionally associated with the Progressive Movement in
Urdu literature.

Most of his stories, like those of

Bedi, Krishan Chander, and other Progressive writers,
were technically similar to those written by nineteenth
century French and Russian realists (Flemming 1979,
p. 94).

As Leslie Flemming describes:

••• the vast majority of both his earlier and
later stories contain the Maupassant style of
well constructed plot, containing a single

91saadatHasan Manto,' "Firishtah. ft Included in the
collection Phundne, first published in 1955. I have used
the 1975 edition. Lahore: Maktabah-i She'r-o Adab, pp.
21-37.
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episode, the incidents of which follow one
another in logical order, in which there are no
extraneous incidents and in which the ending of
the story resolves the various elements of the
plot into a satisfying denouement (Flemming 1979a,
pp. 96-97).
In a few stories towards the end of his life, however, he
moved away from the realistic and straightforward
narrative of the Progressives and began to experiment
with some of the techniques like internal monologue,
allegory, symbolism and surrealism which were to be
widely used in the Modernist Movement a few years after
his death.

His most innovative stories in this regard
are "Firishtah n (Manto 1975, pp. 21-37) and nphundne n
(Manto 1954, pp. 260-265).

Both stories combine the

social concerns of the Progressives with the
experimentalism in technique and concern for the inner
life of the characters typical of the Modernists.
nFirishtah,n which was first read in the HalQah-

ti Arbab·-.i .z.au.Q on December 20, 1953 (Y. Javaid 1972,
p. 130) may reflect Manto's experiences in April, 1952 in
a mental institution and in a hospital late in 1953.
Both visits were due to the alcoholism which was to claim
his life January 18, 1955. 92 In a series of visually-

92His hospitalization and death are discussed in
Flemming 1979a, pp. 18, 20.
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oriented surrealistic sequences, "Firishtah" gives the
hallucinations and dreams of a man dying in a hospital.
The "message" of the story is in the sociological
conditions which have made death more desirable than life
for the character Ataullah.
"Firishtah" is notable for its graphic imagery;
its use of a frame of repeated lines and actions; and its
irony in the discrepancy between "the version of events
given from the point of view of the unreliable
hallucinating Ataullah, and the reader's interpretation,
which is substantiated with the appearance of Ataullah:s
wife.
Lying in a hospital bed, Ataullah awakes twice to
see first his room in a fog, and then his heart afire.
Next he dreams he is in a mosque, later in his home, and
finally back at the hospital, where he wakes for the
final time before dying.

As he three times drifts in and

out of consciousness, he sees a number of vividly
described surrealistic images:
Ataullah made his lips into a circle and
pulling back his tongue, looked towards the
apalling figure and whistled, as one whistles to
call a dog. As he whistled, innumerable tails
began to wag in the dim light of the room or
hall. Still wagging, they collected in a large
glass jar which was probably filled with alcohol.
Swimming and reeling across the dim atmosphere,
this jar slowly came before his eyes. Now it was
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a smallish jar in which his heart was bobbing in
alcohol and trying unsuccessfully to beat. A low
shriek came out of Ataullah's throat. He put his
trembling hand where his heart used to be and
fell unconscious (Manto 1975, p. 21).
When he next regains consciousness, his
hallucinations center on his heart in a series of images
which metaphorically express the world's ill-treatment of
him and" his family.

A fire is burning in his heart.

In

this fire he sees the crackling bones of his wife and
children; unanswered requests in many languages all
signed with his name in his own hand; his own face, which
he wipes dry with a flame which then weeps like a soaked
sponge; and balls of dough which his wife is putting into
the fire, where, with famished eyes, he sees them turn to
ash.
Losing consciousness again, he dreams he is in a
mosque.

Above the prayer niche (mihrab) is written a

verse admonishing him that the first question on the Day
of Resurrection will be about prayer.

He wants to pray

for pardon for his shortcomings, but hunger strikes at
him like a snake.

Then he hears a voice and sees a naked

man standing on the pulpit (minbar).

The man taunts him

for being alive when there is no one to help him, and
tells him he should kill his wife and children as they
too are without help, and those who are without help are
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as good as in the grave even while they are alive.
Ataullah challenges him to identify himself and throws a
stone at the man, but the naked man is Ataullah himself,
whose own forehead is now bloody.

Ataullah runs into the

crowd, where every person is Ataullah and every forehead
bloody--perhaps the author's reminder that Ataullah's
condition is a universal one.
Ataullah runs to his house, collecting poison on
the way from bushes growing by the road.

He strangles

one son, but the other cannot be strangled or poisoned
because, as the son says, "only God can kill" (Manto
1975, p. 30).

Pondering how he may become God, Ataullah

carries his son along the road.

Unable to gather enough

strength to dash him against a pile of rocks, he
hurriedly throws him into a canal when he remembers how
the doctor always expressed sympathy for his wife.

He is

afraid his wife has sold herself to save him, and he runs
to the hospital.

There he overhears the doctor tell his

wife that he has refrained from taking advantage of her
because she made him realize that what he had planned to
do would have made his life worse than death.

Ataullah

forgives them, and tells his wife that he has killed
their sons and now only he and she are left.

He asks the

doctor to give them both an injection of poison.

The
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doctor has no poison left after killing the wife, so
Ataullah returns to his bed in the ward to wait for him
to bring more.
He regains consciousness for the third and final
time.

His wife has killed the doctor, who did

~

refrain from taking advantage of her:
After a little while Zenat carne. She was
acting like a mad woman. She began to shake
Ataullah with both hands. "I have killed him. I
have killed the bastard."
"Who?"
"The one who used to declare such sympathy
for me ••• He told me he would save you ••• He WRS a
liar ••• He was a deceiver ••• His heart was blacker
than the soot of a frying pan. What he did to
me ••• " Zenat could say no more.
Countless thoughts carne in Ataullah's mind
and became mixed up with each other. "He killed
you?"
Zenat screamed, "No ••• I killed him!"
For a few moments Ataullah stared into a
vacuum. Then he pushed Zenat to one side with
his hand. "You go to one side, he's corning."
"Who?"
"That doctor ••• that angel."
The angel slowly carne up to his bed. The
syringe filled with poison was in his hand.
Ataullah smiled, "You've brought it."
The angel nodded in agreement, "Yes, I've
brought it."
Ataullah stretched out his trembling arm
towards hi~~ "Then give me the shot." The angel
pierced his arm with the needle. Ataullah died.
Zenat began to shake him. "Get up, get up,
father of Karim and Rahim. Get up. This hospital
is a very bad place. Corne on, let's go horne."
After a little while the police carne, and
pulling Zenat off her husband's body, took her
with them (Manto 1975, pp. 35-37).
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The discrepancy between Zenat's, and the reader's, view
of the doctor, and that of Ataullah who thinks his dream
is the reality, makes ironic Ataullah's confusion of the
doctor with the angel of death.
The first and final times Ataullah regains
consciousness are expressed with similar wording, forming
a frame for the story.

The actions described in the two

occurrences are also similar.
fog, and then sees clearly.

In both he first

se~s

in a

In both a large object

changes form as it comes closer and becomes srnaller--in
the first hallucination it is a large jar filled with
wagging tails which changes into a small jar containing
his heart; in the second it is the angel of death, which
shrinks and becomes the doctor as it approaches his bed.
When he first wakes, the angel of death is a
frightful and incompletely seen figure:
Ataullah turned over with great difficulty in
the rough red blanket and very slowly opened his
shut eyes. Wrapped in the thick blanket of the
fog were several things whose true form couldn't
be seen clearly. Dim light which was becoming
soiled in places spread in a long, very long,
unending hall, or perhaps it was a room.
Far, very far, where this room or hall might
end, was a very large figure whose tall height
had torn through the ceiling and extended
outside. Ataullah could see only its lower
portion, which was very appalling. He thought
this must be the god of death who was
intentionally refraining from showing his
frightful form. (Manto 1975, pp. 21-22).
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The first two paragraphs of the story are
repeated with slight variations in his last
hallucination, when he wakes after his long dream.

He

now, ironically, sees the angel, who brings the death he
sought, to be in the form of the doctor:
Lying on the bed, he turned over with great
difficulty in the rough red blanket and very
slowly opened his dull eyes. Wrapped in the
thick blanket of the fog were several things
whose true form could not be seen clearly. Dim
light which was becoming soiled in places spread
in a long, very long, unending hall, or perhaps
it was a room.
Far, very far, an angel stood. When he began
to corne forward, he kept getting smaller. When
he reached Atau11ah's bed, he became the doctor.
That same doctor who had always expressed
sympathy for his wife and had consoled her very
lovingly (Manto 1975, pp. 34-35).
This technique of framing a story by repetition
of key phrases or sentences helps to give unity to the
story.

It is a technique which is later used extensively

by the Modernists--most notably by Enver Sajjad and
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Balraj Mainra,93both of whom write stories which often
depend for their unity more on structural tautness than
on plot resolution or story line.
Structural Experiments and Linguistic Manipulation

Manto, "F.hundoe"
A year later Manto used this technique of a
repetition of key phrases and images again in his story

93 It is also used a great deal by Shaukat Hayat,
an author of the generation of the seventies who has
frequently used Mainra's techniques, and even his story
lines. This method of creating a bundle of related
images by the repetition of key phrases is used
effectively in Mainra's "MaQtal" (Mahyar, 1965, pp. 8388) and Khalidah Asghar's "£k ripQrtash n (Sayera. N. 36
(June, 1966): 102-111). (Published under the name of
Kha1idah Iqbal). This technique is often described as one
of the methods by which a story may be given spatial
rather than linear form, that is, by which the attention
of the reader is drawn to the relationships between the
elements linked by the repeated phrases or images rather
than solely to the plot.
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"Phundne," published in Sayera in 1954 (Manto 1954, pp.
260-265).

"Phundne" shares with "Firishtah" the subject

of death, but differs from it in setting.

The

backgrounds of the stories are from opposite ends of the
social spectrum.

"Firishtah" showed a closely-knit lower

class family which was broken by externally imposed
conditions of poverty, illness and corruption outside the
family.

"Phundne" depicts the decay of moral values and

absence of family ties in an upper class family.

In

"Phundne" the dissolution is from within; in "Firishtah"
it was externally caused.

"Phundne," according to

Iftikhar Ja1eb, "is the story of the breakdown and
disintegration of a family in which every woman has
warmed the bed of every man and produced children in
every horne" (Iftikhar Jaleb 1964, p. 44).
"Phundne" centers on a girl who lives in an upper
class horne with a spacious garden, a car and a driver.
In her childhood she sees cats and dogs give birth and
die, chickens lay eggs, a servant girl strangled, and the
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wedding of a woman whose child kills her, her husband,
and the child's father.

She reaches adolescence, her

mother has an affair with the driver, and her father has
an affair with his lady stenographer.

Her brother

marries, and has an affair with the middle-aged servant
woman.

Her girl friend visits, and she, the girl friend,

and the sister-in-law go to Ajanta where they study
painting and all three have an affair with their artistteacher.

She marries, and is separated.

One girl friend

is twice-divorced and has T.B., another commits suicide.
The sister-in-law dies and the brother plans to marry
again in Switzerland.
driver's child.

The mother gives birth to the

The girl, now a woman, begins to drink.

She is left alone in the house when her mother dies from
a car accident caused by the driver, and the servant
steals some money and leaves.

The woman becomes a

painting herself, as she drinks, paints her naked body,
and wears her mother's jewels.

The real and surreal

become mixed when she refrains from

usin~

a real knife to

kill herself because the painted scabbard is too small,
but instead falls down when the tasseled necklace, which
is only painted on her neck, begins to tighten like a
drawstring.
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More important than the plot, the unnamed
characters or the setting (which is limited to Ajanta and
to the house with its garden) is the interaction of
themes and images. 94 The four themes of the story are
birth, food, sex and death.

There is sex without love;

food without nourishment.

Family ties are represented by
Children are defined as nfatherless n or

their absence.
nmotherless. n Fathers consume their children and children
kill their parents.

Birth, food and sex, the images of

fecundity, are distorted and perverted.

Fecundity leads

to death, and life becomes meaningless.
All four themes are interwoven through the
central image of the tassels which give the story its
name.

The theme of death is introduced by the tassels

about the neck of the strangled servant girl:

nS ome man

had very cruelly killed his young servant girl in this

94unlike a traditional story, the focus of this
story is not on a linear sequence of events but on the
relationship between elements of the story which the
reader must consider simultaneously or spatially rather
than in succession. That is, as Smitten and Daghistany
put it in their spatial Form in Narrative, although nWe
read narratives one word after another, and in this sense
all narratives are chronological sequences ••• portions of
a narrative may be connected without regard to chronology
through such devices as image patterns, leitmotifs,
analogy and contrast. 'Spatial form' is simply the
general label for all these different techniques n
(Smitten and Daghistany 1981, p. 13). npbundne n then,
can be considered an example of nspatial form. n
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garden.

Wrapped about her throat was her tasseled red

silk drawstring which she had purchased from a peddlar
two days before for eight annas.

The murderer had

twisted it so tight that her eyes had popped out" (Manto
1954, p. 260).

Through the image of the strangled neck

and popping eyes, weddings (and sex) are associated with
the earlier death, as a dupatta takes the place of the
tassels:

" ••• there had been a wedding---it was a bitch,

about whose neck was a red dupatta.

With gold

embroidered borders--sparkling and glittering.

Her eyes

weren't popping out; they had sunken in" (Manto 1954,
p. 260).

The comparison of another bride to a

slaughtered goat adds a third of the four themes:
n •••

the bride was bathed--her red tasseled drawstring was

in her shalwar--who knows why it hadn't been tied about
the bride's neck.

Her eyes were very large.

If her

throat were strangled hard, they would pop out like the
eyes of a slaughtered goat n (Manto 1954, p. 261).

The

association of themes is completed with the addition of
death.

The first bride gives birth to a tassel-child who

kills his parents:
Who knows what was wrong
behind the bushes but in her
thing gave birth to just one
very chubby red tassel. His
father too--the child killed

with the bride~ not
own bed the silly
child--who was a
mother died--his
them both. Who
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knows where his father was. Had he been there he
too would have died along with the two of them
(Manto 1954, p. 260).
The second bride, who marries the brother of the heroine,
also meets her eventual end by means of the tassels,
further intensifying their association with death.

She

discovers her husband and the middle-aged servant woman
together:
The life of her sister-in-law and brother had
become very middle-aged and strong and robust.
They met each other with great love, until
suddenly one night when the servant woman and her
brother were keeping the accounts of the house,
her sister-in-law appeared. She was abstract-there was neither pen nor brush in her hand. But
she wiped clean the accounts of them both.
From the blood congealed in the room there
emerged in the morning two large tassels which
had been attached to her sister-in-law's neck
(Manto 1954, p. 263)
Finally the central image of the tassels reaches what
Iftikhar Jaleb calls its "inevitable conclusion"
(Iftikhar Jaleb 1964, p. 45) as the heroine herself
becomes their victim.
After wandering about for a while she again
came in front of the mirror. On her neck was a
drawstring-like necklace which had large tassels.
She had painted it with the brush.
Suddenly she felt that this necklace had
begun to tighten. It was slowly, slowly sinking
into her neck--she stood silently; her eyes fixed
on the mirror--her eyes were as slowly popping
out. After a while the veins of her neck began
to swell. Then all at once she screamed and fell
face down on the floor (Manto 1954, p. 265).
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The parallels in imagery associate births and
food with sex, and sex and eating with death.

For the

most part, men are the consumers; women the producers and
victims.

Women are compared to hens as the producers of

eggs and omelets, as well as to a slaughtered goat.

In

the oblique and metaphorical imagery of the story, the
eggs laid by her wayward chickens which she picks up and
carries away are replaced by the "eggs and omelets her
mother lays behind bushes, which are picked up and
carried away by kites, and by the eggs which she herself
finally wishes she could lay.

Her "nuptial clothes" are

compared to crushed watermelon and an earthern jar filled
with tomato sauce, and she herself is compared to a
basket full of scraps of flesh and to oranges in a scene
which depicts her growing into adolescence:
••• In the garden tomcats prowled and stared
at her. They thought her a basket filled with
scraps of flesh, although there were oranges in
the basket.
One day she took out her two oranges and set
them in front of the mirror. Standing back she
looked at them but she couldn't see them. She
thought, "It's because they're too small"--but
even as she was thinking this, they grew large,
and she wrapped them in silk cloth and set them
on the fireplacee
Now the dogs began to bark--the oranges began
to roll on the floor--gamboled on every floor of
the house, frolicked in every room, and gamboling
and frolicking began to race and run in the large
gardens--the dogs played with them and kept
fighting and quarreling among themselves.
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Who knows what happened; two of those dogs
ate poison and died. Those who remained were
eaten by the middle-aged, strong and robust
servant woman. She had corne in place of the young
girl whom someone had murdered, putting the noose
of her tasseled drawstring about her neck (Manto
1954, pp. 260-261).
Humans are compared first with animals, then with
food, and finally with inanimate objects.

This

progressive dehumanization is seen through the symbol of
mother's milk, which becomes lassi, sour milk, drys up,
turns to Mobil Oil, and is consumed by an alley cat.
Despite the inevitable death which follows every birth,
in a paragraph which exemplifies the tragedy of her
situation the heroine regrets the perversion of fecundity
which has denied her a more natural role.
When she would get up in the morning she
would feel that every part of her body had cried
aloud the entire night--all of her children who
could have been born, in the coffins which could
have been built for them, were wailing for the
milk which could have been theirs--but where was
her milk?--an alley cat had drunk it all up
(Manto 1954, p. 263).
The mention of coffins gives this paragraph a fine irony
which intensifies the degree of her loss--because her
children were never born, they did not even have a chance
to die.
The themes and images are juxtaposed in
structural parallels and inversions to create situations
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which become increasingly distorted, absurd and surreal.
At first the actions are natural, if nasty.
birth to kittens.
tomcat.

A cat gives

The kittens become food for the

A bitch gives birth to puppies.

The father,

like the father of the heroine, is absent.
and their mother eat poison.

The puppies

The dogs and the tomcat are

consumers of "food n which may be inappropriate, but which
nevertheless is not contrary to the reader's expectations
of what is possible.

The possible soon gives way to the

improbable when there is a wedding for which a band
plays.

Tassels are hanging from the uniforms of the

band.

People pick up the tassels to attach to their

drawstrings and are given poison.

As a result of the

wedding the bride gives birth to a baby who is a chubby
red tassel.

In the first paragraph of the story the

tomcat killed the kittens.

Now this action is inverted

and the tassel-baby kills its parents:

mother, mother's

husband, and father.
The possible becomes not just improbable but
impossible in a series of parallel scenes in which the
mother is associated with Mobil Oil and the father with
~ ~

cologne.

The first scene of the series is still

within the realm of realism:
other room.

"Her mother was in the

The driver was wiping Mobil Oil off her body.
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Her father was in the hotel, where his lady stenographer
was massaging
p.262)."
absurd.

~ ~

COlogne on his forehead (Manto 1954,

In the second scene we are in the realm of the
Here, as Dr. Gopi Cand Narang has noted, the

linguistic manipulation of words puts

~ ~

cologne into

the slot appropriate for hotel, and the "hotel" fills the
slot which should have been reserved for "stenographer"
(Interview, New Delhi, Summer, 1978).
Her father was in ~ de cologne, where his
hotel stroked the head of his lady stenographer.
Her mother had given the account book for the
whole house into the keeping of the middle-aged
strong and robust servant woman. Now she had
learned to drive, but she had become very sick.
Even so she cared a lot for the driver's motherless puppy. She would feed it her own Mobil Oil
(Manto 1954, p. 262).
The distortion of moral laws is reflected in the
distortion of grammatical ones.
Oil and

~

The parallels of Mobil

de cologne with the father and mother, the

inversions of syntax as well as meaning, and the
increasing dehumanization which so identifies the mother
with the car that her milk has become Mobil Oil increase
the feeling of meaninglessness and absurdity.

Writing in

a terse style with a minimum of adjectives, Manto has
produced a pattern of imagery which depicts a world of
moral anarchy and ultimate meaninglessness.

Not merely
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the laws of society, but the laws of nature as well have
been distorted.

The images which normally connote life

have come to represent aspects of death.
The story falters after the death of the sisterin-law when the heroine "becomes somewhat conscious."

At

this point Manto adopts a more traditional style of
narration, and the author intervenes to try to explain
the psychology of the character.

The intrusion of the

explanatory voice breaks the momentum built up by the
relentless accretion of additional layers of meaning to
the interwoven pattern of images.

However, the image of

the tassels drawn about the neck of the heroine at the
end returns us to the network of imagery developed at the
beginning of the story, and contributes to the unity of
the work.
In these two stories Manto has departed from the
nineteenth century realistic style favored by the
Progressives and has embraced the experimentalism of the
Modernists. nphundne n is the more innovative of the two
stories in its technique.

The surrealism of nFirishtah"

had been used by earlier Urdu fiction writers. The dream
sequences in Sajjad Zaheer's "Hind nahin ati n and Ahmed
Ali's nMahayaton ki

~ ~n

in the 1932 collection Angare

are early examples, as we have seen, and Ahmed Ali's
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"Qaig kbanab" (1944) and "Maut se pahle (1945) later made

more extensive use of this method.

In subject too,

"Firisbtab" is close to the topics preferred by those
authors interested in social reform in its portrayal of
lower class characters suffering from poverty, hunger and
disease, and exploited by a corrupt upper class, as
symbolized by the doctor.
"Pbundne," despite its temporary lapse into a
more traditional style, is a landmark in the development
of the Modernist Urdu short story.

Its technique of

creating a bundle of related images and symbols by the
repetition of key phrases has become an important part of
the technical repertoire of Modernist authors.

A decade

after it was written, Iftikhar Jaleb, one of the
theorists of Modernism, praised its "linguistic
manipulation" of words so that the words themselves, and
particularly the word "tassels," take on the status of
objects rather than remaining merely the representation
of objects. 95 "Pbundne" has been called the "first
symbolic story"

(~.

Amjad 1969, p. 47) and the "starting

95Iftikhar Jaleb. "Lisan; tashkilat." Sayera.
N. 34. (Oct., 1954), p. 44. Jabar Ali Sayyid translates
"lisani tasbkilat as "linguistic manipulations" in his
article nLjsani tasbkjlat,n Funun. V. 13. N. 1-2. (JuneJuly, 1971): 29-37.
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pOint" of the tradition of abstraction in the Urdu short
story.96 The Modernist author Balraj Mainra, long an
admirer of Manto, has described "Phundne" as "the real
beginning of the Modern Urdu short story."97Anot her
author has recently identified it as "a major landmark in
Urdu fiction" and the first story to deal with "moral
anarchy and meaninglessness n (A. Azeem 1976, p. 14). In
both form and content nPhundne n foreShadows later
developments in Urdu Modernist fiction.
In the last years of his life Manto had begun to
utilize literary styles other than the realism of the
Progressive.

The most striking examples of his

innovations in technique are found in the stories
nFirishtah n and "Phundne," but, as Leslie Flemming has
noted, his use of the stream of consciousness technique

96Shamim Hanfi.
"Khalidah Asghar," Mi'yar.
V.I. (1977), p. 70. Although this article is ostensibly
about the stories of Khalidah Asghar, over a third of it
is devoted to discussions of "Phundne" and of the works
of Kafka because, like the works of Khalidah Asghar,
"they too demand to be read several times" (p. 70).
97Interview with Leslie Flemming, Delhi, Jan.,
1972. Quoteq in Flemming 1979a~. 103. Hainra also
discusses "Phundne n as a new short story in the symposium
"Afsanah- -~ afsanah ~ ~." Kitab. N. 109. (Oct.Nov., 1972), p. 107.
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in nSarak ke kinare" and allegory in
the earlier

"~"

n~ ~

Singhn and

also indicates his willingness to move

"away from realism to experiment with other contemporary
non-realistic approaches" (Flemming 1979a,p. 101).

It is

tempting to speculate that, had he lived longer, Saadat
Hasan Manto might have become one of the leading authors
of the Modernist Movement in Urdu fiction.
Myth and Symbol

Mumtaz Shirin,

"~

"~maJhar"

Malhar n
(Shirin 1957, pp. 63 -115) is often

described as an early example of the use of mythology and
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symbolism in the Urdu short story.98Mahmud Hashmi credits
Mumtaz Shirin with beginning the symbolic style in

"~

malhar" and says that in this story she has made "living
and new symbols from mythological stories and fables"
(Hashmi 1963, p. 11).

Mohammad Hasan, while disapproving

98Her short story "Kaffarah" is also frequently
cited as a precursor of Modernism. "Kaffarah" was first
published in Saug hat , according to the editor Mahmad
Aiyaz, who translated it from her English version (as
related by Mahmud Aiyaz in his review "~ malhar,"
Saug hat • (no date): 328-337.) It was reprinted in the
collection by the same name, and in Kitab. V. 3. N. 1.
(Jan., 1964): 95-101, 170. "Kaffarah" gives the first
person thoughts of a woman in childbirth and in danger of
dying. She feels herself surrounded by the love of her
husband who donates blood to her as she faces the angels
of life and death. Losing consciousness she sees visions
full of religious beauty, music and dance in Angkor Vat
and Badshahi Mosque. When the child dies shortly after
it is born, she wonders what sin she has committed that
she was chosen for this atonement. It is clear from the
story however that the author does not feel she has
committed any sin, and this theme is little developed in
the story, which is very sentimental and romantic in
tone. In style, the story makes no advance over
techniques already used by other authors (both Intizar
Husain and Enver Sajjad had written a number of Modernist
stories by this time) so it is inappropriate to describe
it as a precursor of Modernism.
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of the western influence and predominance of booklearning rather than direct experience in her stories,99
describes
that:

"~

malhar" as "something special" and claims

", •• by reason of its breadth of subject and all-

embracing technique

["~

Urdu's unique stories.

ma1har"] will be counted among

n~

malhar" is a many-faceted

story and its various layers have been put together with
great diligence (Mohammad Hasan 1959, p. 124).
"~

Ma1har" is composed of a shorter preface-

like section which introduces the themes of music and
spiritual love (analogous to the

~

in a

~),

and

three longer, independent but inter-related stories.

The

first, second and third sections use Hindu and Greek

99Mohammad Hasan criticizes:
The fundamental weakness of Mumtaz Shirin's
stories is that they are western-influenced and
study dominates over direct experience and
intensity of feeling. The world of her stories
is often limited to the library. In the hustle
and bustle, tumult and storm of the world she
seems to cling to the cliff of booksn(Mohammad
Hasan 1959, p. 124).
In a very sympathetic article, however, Mimunah Ansari
agrees with this assessment of the limited direct
experience and excessive bookishness of Shirin's stories,
but argues that this is due to the restrictions placed
upon women in the society in which she wrote ("Mumtaz
Shirin ke afsane." ~. N. 32. pp. 197-208).
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mythology.100The last section comes out of the world of
myth into the present-day life of a businessman from
Iran, now living in Karachi.
In the first section, entitled Nil lomal, the
enchantment of art is shown in the person of a musician
who has seen the goddess Saraswati while playing a
on a moonlit night.

~

The musician, whose soul has entered

the strings of his sitar, gives the sitar to the goddess
in whom, a footnote tells us, are combined the Greek
goddess of love--Venus, and the god of art--Apollo.
The second section continues the story of
Saraswati who appears again, this time to a young fluteplayer named Shiyam while he is playing the LaSa Mesh
malhar on a moonlit night.

During this appearance she is

captured by a sorcerer and forced to take on human

lOOBecause of their use of myth, both n~
malhar n and ftKaffarah n have been described as nKafkaesque
in their treatment and symbolic content. n (Gopi Cand
Narang. nMajor Trends in the Urdu Short Story.n Indian
Literatyre. V. 16. N. 1-2. (1973), p. 126). The stories
share with Kafka a use of myth, and in nKaffarah n a
reference to guilt, but as both the story and the
novelette glorify beauty and music, and are sentimental
in tone and verbose in their use of language, they are
far removed from the ironic and dispassionate picture of
the alienated, neurotic and guilt-ridden victim, and
remote but merciless authority which Kafka depicts in
precise prose. "Kafkaesque" is thus not a term one would
use to describe the works of Mumtaz Shirin.
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form.lOlAs a consequence, all art dies from the world and
can only be restored if Saraswati is released from hUman
form by being sprinkled with a magic liquid.
releases her will then turn to stone.

The one who

Shiyam frees her,

feeling that he is freeing not only the goddess but also
art and beauty. Shiyam's fiancee Radhe l02 enters an .
ashram and on moonlit nights dreams that a stone Shiyam

is playing the

~ ~

malbar •. The musician of the

first section has sacrificed his sitar to the goddess:
Shiyam has sacrificed his life and his future with Radhe.
The love of Shiyam and Radhe is barely touched upon in
the second section, but the themes of love and music are
combined in the third section, which is a retelling of
the myth of Orpheus and Euridice.
lOlNoting with approval that Urdu writers are
becoming more mentally and spiritually balanced and are
recognizing that "the more delicate demands of life are
no less important than the material demands" (p. 5),
Gopal Hittal, long critical of the Progressives, hails
"~ malhar ft as an example of devotion to beauty taking
precedence over material ends. The sorcerer's
imprisonment of the goddess Saraswati in human form and
the consequent death of art in the world he interprets as
symbolizing that just as a goddess should not be forced
to take on the material existence of a woman, so art
should not be forced to serve practical ends (as he felt
the Progressives had done). (Hittal 1957, pp. 5-7).
l02 The allusion to Radha and Krishna (Shiyam) is
not developed further than the names of the characters,
although there is a reference to Sur Das, who is said to
have seen Saraswati while playing the LaSa ~ malhar.
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The water fairy Euridice appears on the water
like Venus (the Venus in Botticelli's painting, a
footnote reminds us).

The beauty and art which were

combined in Saraswati are now separate figures in the
Venus-like Euridice and in Orpheus, the son of Apollo and
the "soul of music."

Their married life ends abruptly

when Euridice is bitten by a snake and dies.
It is at this point that the story-line becomes
belabored and contrived.

Not content with footnotes to

alert the reader to related mythologies, the author
inserts Valery's poem "Le Serpent" and a reference to the
fall of Adam and Eve into the story itself (complete with
a footnote on the role of sin and innocence in the Greek,
Judaic, Christian and Islamic traditions).

Orpheus

sitting with the dead body of Euridice is compared with
Savitri sitting with the dead body of her husband, who
was also bitten by a snake. 103 The story of Savitri is

103According to Mumtaz Shirin. However, in the
version of the story given in Yohannan, Satyavan dies of
a sudden pain was if a threefold fork were plunged into
my brain." (John D. Yohannan, Ed. A Treasury of Asian
Literature. New York: Mentor, 1956. p. 100). I am
grateful to Dr. Leslie Flemmming for pointing out this
discrepancy between the two versions of the story.
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related as she asks Yama to return the life of her
husband.

The story-line then continues with the decision

of Orpheus to ask Pluto to return the life of Euridice.
His journeys to plead with the gods for her return
provide the author an opportunity to include several
additional stories with similar themes.
The legends of Paris and Helen, Leda and the
swan, Persephone and Pluto, poems of Byron and Marlowe,
two footnotes to Milton's Paradise Lost and one to
Virgil's Aeneid are not integrated into the plot, but
rather are added like annotations illustrating additional
instances of the theme.

These nunterous interpolations

from the point of view of the author rather than that of
the character make this section read more like a critical
study of myth and legend than like a story.

The
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critic here predominates over the story writer, as a
nurob er

0 f

..

cr~t~cs

h ave note d • 104

The last section begins in Iran.

It uses a

Persianized Urdu rather than the more Sanskritized
language of the sections Nil Komal and Saraswati.

The

third person narration of the first three sections now
alternates with the first person thoughts of the rich

l04 The dominance of the critic over the artist is
a frequent complaint in articles about ft~ malhar.ft
Muhammad Salim-ur Rahman writes that authors often have
trouble balancing their knowledge and their creative
faculties, and that Mumtaz Shirin consciously keeps in
mind the latest literary fashions as she writes. He
recommends that she try to separate the artist and the
critic in her. ("'~ malbar' ke afsane. ft Qand. Daur-i
sani, N. 8-9. pp. 80-81.) Salim Ahmad regrets that she
has forsaken her stories about the life of a happily
married middle class woman, a subject about which he
feels that she wrote moderately well, to attempt to write
great art. Her stories in "Hegh malbar," he says, are
not from her creative experiences but from the principles
she learned as a critic. (Review of "~malbar." ~
~. N. 31-32.
pp. 330-334.) In a rather vicious
attack Mahmud Aiyaz accuses her of indulging in literary
politics and writing for the sake of becoming famous. In
this case he is objecting more to the tone of her preface
than to the stories themselves. He considered he: overly
optimistic about the quality of her own stories in her
long preface to Mesh malbar. (Saughat. undated, pp. 328337.) Nazir Ahmad, whose well-reasoned article on her
stories includes the most analytical study of "~
malbar," comments that her attempt to make the story of
Orpheus and Euridice more sophisticated by relating it to
other legends has destroyed the simplicity and appeal of
the original. He adds that the numerous diversions have
made the plot so slow that it becomes boring. ("Mumtaz
Shirin ~ afsane. n FUDUD. Special Dumber 12. V. 7.
N. 3. (July, 1968): 253-265).
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businessman and music lover Yusuf Shirazi.

He had been

engaged to Shirin since childhood, but due to a family
quarrel she was suddenly married to Farhad instead.IOSHer
husband still allowed her to see Yusuf Shirazi, however,
and as the story begins she asks him to play the sitar so
that she might lose her existence in music.

The passage

narrating the result of his playing, in which the strings
of the sitar are broken and his fingers are bloodied,
uses the same phrases as were earlier applied to the
musician in Nil Komal, implicitly comparing the two.

The

comparison of Shirin with a water fairy, and her
statement that her soul is in his sitar, also relate her
to Euridice and the musician of Nil Komal. She dies l06
with a Mona Lisa-like smile on her lips while listening
to him play, and the narrator exclaims ·what a beautiful
death,"

echoing the author's description of the death of

Shiyam.
After her death Yusuf Shirazi moves to Karachi
where he enshrines the sitar in her memory and recalls

IOSAS was the case with Radhe and Shiyam in the
section Saraswati, the names Farhad and Shirin only hint
at Nizami's masnavi but do not develop the allusion to
the two rival lovers.
I06 No reason for her sudden death is given.
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how their souls had become one in music.
playing the sitar Echo enters the room.

While he is
Echo is in love

with him, but he rejects her and says that he is not
Narcissus but Orpheus, whose Euridice has been separated
from him forever.

In fact, Yusuf Shirazi shares with

Narcissus a self-absorption and ego-centrism which make
him an unsympathetic character, though this may not have
been the intention of the author.

Yusuf Shirazi, who

describes himself as having "an exceptionally sensitive
nature," is markedly insensitive not only to the feelings
of Echo but also to those of Farhad.

Although he admits

that Farhad loves Shirin, he dismisses Farhad's grief
with the statement that he could not be expected to
understand the beauty of her death as he has no deep
attachment to music.

He tells the weeping husband that

Shirin's body is his, but her soul belongs to the
narrator.
The main character is also excessively
sentimental and pedantically philosophical.

His language

is sprinkled with Roofs," exclamation points, and
repetitions, as though the reader will be convinced by
hearing the same thing many times and loudly.

After a

lengthy analysis of the myth of Narcissus, the Hindu and
Greek legends of the goddess of music, and his physical
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and astral selves, he decides that Shirin has not died
but is immortalized in music and is identifiable with the
goddess Saraswati.
n~h

malhar" does use myth and symbolism, and

does give a feeling of the inter-relationship between the
characters and themes of each of the four sections, but
after the seGtions Nil Komal and Saraswati, the use of
myth become,s increasingly stilted.

The story-line is

encumbered by arbitrary juxtapositions of related myths
which serve merely to annotate the story rather than to
advance it.

Her husband, Sahmad Shahin, whom she quotes

in the preface to "~ maJhar,nl07concurs in this
assessment of the novelette:
That which was at first an artistic thing has
become a weighty intellectual creation. Because
when you put together various cultures'
mythologies in order to show their common
characteristics, then the intellectual and critic
in you overpowered the artist, and therefore the
third section became intellectual and heavy, and
the fourth section lifeless.
This rather forced use of myth contrasts markedly
with the natural way it is incorporated into the
Modernist Intizar Husain's stories after 1958.

Although

l07Quoted in Salim Ahmad's review of n~
maJhar" in Naya paur, N. 31-32, p. 334).
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malhar" chronologically has a prior claim as a

"~

symbolic story, Intizar Husain's "Akhiri admi," read in
the
of

HalQah-~

n~

Arbab-i

~

a year after the publication

malhar,n is also multi-layered in meaning and

makes use of myth and symbolism.

Unlike

"Mesh malhar,"

it is not sentimental and romantic, and its use of myth
is not artificial and contrived.

It recreates, rather

than reiterates, the Quranic legend on which it is based.
Its

exploration of the nature of man and his attempt to

maintain his self-identity makes it Modern in tone, and
gives it claim to be the first truly Modernist Urdu short
story.

Among those who were to become known as

Modernists, however, Intizar Husain was alone in writing
Moaernist stories during the fifties.

The inward turn

and move away from realism which appear in the works of
the precursors scattered throughout the thirties,
forties, and fifties do not become a trend until the
decade of the sixties.

CHAPTER THREE
THE FIFTIES

Although the Modernist authors had before them
the examples of surrealism, stream of consciousness,
mythological and symbolic stories, and structural
experimentation in the works of Ahmed Ali, Askari,
Qurratulain Hyder, Manto and others whom later critics
seeking the origins of Modernism were to describe as
precursors, many of the Modernists' early stories were
not significantly different from the contemporary stories
of the Progressives.

As was discussed in Chapter One,

the authors felt themselves in a literary vacuum.

The

previous Progressive Movement no longer seemed viable,
and Intizar Husain's attempt (discussed below) to define
the sensibility of the age as based on the experience of
hijrat was too limited in appeal to form a movement.
With the notable exception of the stories of Intizar
Husain, the early stories of the Modernists frequently
give the impression that the authors were searching for
but had not yet found a style of their own.
180
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There were the inevitable Partition stories:

One

an essay thinly disguised as a story in the form of the
thoughts of the Muslim riders in a railway coach reserved
for the minority, all of whom protest the gap between the
minority and the majority and conclude that they are no
better off under freedom than they were under slavery
(Ash'ar 1948); another in which a character remembers his
love for a Hindu girl who disappeared during Partition
(Sajjad 1954); and in still another,

~

ci~piction

of how

the normal life of a college is disrupted when rival
Muslim League and Congress students compete in flying
their flags from a tree and cutting down the limbs of the
tree flying the flags of their opponents (Intizar Husain
Nov., 1952).
There were stories influenced by the style and
subjects made popular by Manto. In Enver Sajjad's
youthful story nAjnabi nl08 a boy brings home a young
prostitute but feels sorry for her and does no more than
talk with her.

The story is told in a sparse style quite

unlike the imagistic language used in his other works
from the fifties.

Balraj Mainra, who is an ardent

l08The manuscript for this story was supplied by
the author, and was without a date of publication.
However it appears to be from the early fifties.
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admirer of Manto, began writing near the end of the
decade.

His first story, "Bhagyati," published in

~

in 1957, is about a midwife/abortionist widow Bhagvati
who, in a surprise ending reminiscent of the technique of
Manto, discovers that her own daughter Dhanpati is
pregnant and is planning to have an abortion (Mainra
1957).

Feeling that his writing was overly influenced by

Manto, he waited two years before starting to write again
in 1959 in a semi-autobiographical traditional narrative
style.

"Atma

Lam" and "Lamhon ka ghulam," his two

stories published in 1959, exhibit the two themes which
dominate his 19 stories published between 1959 and 1964:
his preoccupation with

death~

and his discontent,

frustration and anger at life, and at his work in a
T.B. hospital.
There were also stories on social themes.
Surendra Prakash, who was then a Progressive, wrote on
such topics as the economic hardships of a widowed mother
and the difficulty of finding employment (Prakash 1956).
As in his stories in the early sixties, these works are
about an "interesting character" whom we see from the
point of view of a friend or neighbor who narrates the
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story, rather than about the narrator himself. 109
Surendra Prakash was born in Lyalpur, Pakistan in 1930,
and came to India after Partition.

Inspired by the

literary atmosphere of the Janpath Coffee House in Delhi,
he began writing short stories in 1949.

He stopped

writing when he left Delhi, but began again when he
returned to the city in 1962, and, encouraged by Devendar
Issar (Interview with Surendra Prakash, Delhi, Jan. 15,
1978) and in friendly competition with Balraj Mainra,
became part of the literary ferment of Modernism in
Delhi.
Balraj Mainra, Surendra Prakash and other
Modernists wrote only sparingly during the fifties. Enver
Sajjad, however, wrote nearly two dozen, and Intizar
Husain three dozen works during the fifties, and each
will be discussed separately.

Enver Sajjad
When a gra~n or sand gets into an oyster, in
its wish to spit it out, to obtain relief from

l09As in his n~ ka ghaLn published in Shahrah,
Dec., 1954: 27-30.
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its irritation, it attacks it with all its
viscous fluids. This is its method of selfdefense. The oyster does not know that this
action is producing something which is priceless.
This is the action, the creative action, by which
the oyster without any predetermined plan creates
a pearl. This is the result of its reflexes.
The oyster whose reflexes are sharp, whose
reaction in obtaining relief from the irritation
of the grain of sand is so violent that it
attacks madly with its viscous fluids, will bring
into existence a pearl as beautiful as the oyster
was mad. Insanity is necessary for creative
action. Schoel learning will only tell you how
to use paper, pen, ink and words. The pen, paper
and words are means, like color, brush and canvas
for the painter, or the materials for sculpting
for the sculptor or the instrument for the
musician. But for creation the man must be the
kind of oyster which has the capacity to do
battle with the grain of sand. There are several
kinds of oysters. Pearls can be cultured too,
but only the true pearl is the true creation.
Only the true creation is the true pearl, to
recognize which one needs that knowledge which is
not just the knowledge of words, but which goes
beyond words to the search for truth and reality,
to comprehend which, the manifesto of any
political party is absolutely unnecessary.
But this creative action starts later. First
of all there is the grain of sand, which becomes
a nightmarish reality (Enver Sajjad,"Jadid
takhlig," 1969a, pp.-lO-ll).

Biography
Enver Sajjad was born in 1935 in Lahore and began
publishing stories in 1953. He began painting about the same
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time and was also actively involved in drama. 110 While
his stories from the fifties are written in a traditional
narrative style, his painting was already abstract by the
end of the decade (Anis Nagi 1959, p.35). Although he
would have preferred to study art and drama, his father,
a renowned physician of Lahore, convinced him to study
medicine and he attended Punjab University, Medical
College Lahore, and in 1964-65 studied in Liverpool
University, England. When he returned he became an active
member of the Halgah-~ Arbab-i ~.lllAt the same time
he was also contributing to the fields of drama, art and

110 In a 1959 review of a show of his paintings in
the Pakistan Arts Council, he says" ••• but I am a story
writer, a painter, and at the same time a student of
medicine, and for the last seven years I have been
p~inting ••• n.
(Anis Nagi 1959, p. 35)
111yunus Javaid in the appendices to his
Arbab-i zauQ: Mugalah-i Imtihan baraye
H. A.
lS12 (Oriental College, Punjab University),
lists the participants for each year of the Halgah and
the numbers of stories, articles, poems, etc. which they
read (but unfortunately not the titles of the stories).
These show Enver Sajjad reading stories in the Halqah
from the year 1960-61 on.
thesis,Halgah-~
~
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fiction. Yusuf Kamran describes him as a rainbow in the
sky of literature in whose seven colors are poetry,
painting, story writing, writing dramas, acting,
criticism and dance (Yusuf Kamran 1978, p. 272). To this
list should be added politics, music and directing
dramas, as well as medicine.

Not surprisingly, the

characteristics most commonly attributed to him are
dynamic energy and personal involvement.

He became

Secretary of the Halgah-~ Arbab-i ~ in 1969,112 and

112Yusuf Kamran describes Enver Sajjad's
activities as Secretary of the Halgah:
On the literary and cultural fronts too,
Enver Sajjad's diligent activities tell the tale
of his administrative abilities and unique
vision. When Enver Sajjad was elected Secretary
of the Lahore branch of the Haloah-2i Arbab-i
~ in 1969, he became himself a herald of a new
esthetic vision. That year the subject of the
national and international problems which affect
every action in life became the dominant trend of
discussions in the Halgah. Having merely esthetic
considerations in literature became a symbol for
barrenness, and those people who considered the
Halgah a center for only literary and esthetic
discussions were faced with a crisis in this
situation. And then too, it was impossible to
mention matters which were against the ideology
of the martial law government, so the
steadfastness and courage in the Halgah during
Enver Sajjad's Secretaryship can only be
appreciated in the context of the atmosphere of
dictatorial violence of the timen(Yusuf Kamran
1978, pp. 275-276).
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in 1973 became the Chairman of the Pakistan Arts
Council. 113 He then became active in politics and was the
Secretary of the People's Party in the Punjab during the
Bhutto regime, and was later several times jailed under
the succeeding Martial Law regime. 114 At the same time he
has published the novels Rag-i sang (1956b)and Khushiyon
ka bagh

(198~),

and two collections of stories, Cauraha

(19643') and lsta 'are (1970c). A third collection, Ai, is
in press.
The conflict between his desire to follow the
arts and his father's insistence that he study medicine

113According to Yusuf Kamran:
Similarly, when Enver Sajjad was appointed
the Chairman of the Pakistan Arts Council, after
consulting with his Governing Council and
renowned personalities in every field of art, he
established an important program for the
popularization and progress of the fine arts.
The fine training in administrative matters which
he showed in laying the foundation for the
Pakistan Artists' Equity can not be forgotten. It
is another matter that Enver Sajjad's dynamic
personality did not please the men in authority
and he returned to his first path, as first and
last his commitment is to the service of art
(Yusuf Kamran 1978, pp. 275-276).
114lzhar, N. 4. gives the dates for two of the
four times he was jailed: 20 Dec., 1977 to 6 Jan., 1978;
and 7 March, 1978 to 24 April, 1978 (p. 174).
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is reflected in his stories and in descriptions of his
childhood.

M. Sharif relates that:

Enver Sajjad painted pictures hidden in the
bathroom of his house, because Enver Sajjad's
father is a Sufi-minded elder. If he should
catch sight of these depravities of his offspring
perhaps his maintenance allowance might be cut
off, so he would smoke cigarettes and paint in
freedom in the bathroom (M. Sharif 1978,
p. 283).
Enver Sajjad himself says" ••• if my mother had not been so
understanding, I might have died in my teens because of
the strict temperament (oppression) of my father."llS

11SEnver Sajjad. "Sailf portrait." Izhar. V. 4.
p. 175. A rather different picture of his father is
given by Yusuf Kamran:
His father, Dilawar Ali Shah, is counted
among the renowned physicians of the city. Dr.
Dilawar Ali Shah is not a man of wealth, but as a
pious and saintly-minded man he is master of
qualities of inestimable value. The devotion and
diligence with which he gave his continuous
attention to making Enver Sajjad a doctor, and
the story of the affection and strictness in his
effort, are known only to Enver Sajjad himself
(Yusuf Kamran 1978, pp. 275-276).
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Theme of Oppression
In his article ftJadid takblig" (1969a, pp. 10-11)
Enver Sajjad compares the creation of a work of art to
the action of an oyster which attacks a grain of sand
with layer upon layer of itself to save itself from
irritation and pain, and in the process produces a pearl.
The grain of sand which stimulates the creation of the
works of Enver Sajjad is oppression.

In the fifties this

oppression is on a very personal level, and is most often
that of children by their parents and particularly a boy
by his father, or of a would-be lover by his beloved, a
wife by her husband, or a husband by his wife.

The

settings for these stories are the horne and school, and
the characters are predominantly school boys and girls.
All of these stories are romantic, sentimental, and
highly emotional, perhaps as a result of the author'S
involvement with his subject.

The heroes also share an

underlying criminality, violence and rage, which is often
excused as being a result of their oppression by others.
In "Lapakte

~'aLe,

gbanalQDi yaden"

(195~),

for

instance, the narrator, an incredibly poor judge of
character, makes friends with a boy given to gratuitous
cruelties.

He excuses the boyls actions however, giving

appropriate quotes from Bertrand Russell and Dickens, on
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the grounds that it is not he but the bad atmosphere
created by the boy's father, who takes bribes and
encourages the boy's swearing, which is to blame.

His

first novel, Rag-i sang (l956b) ,tells the story of Saifi,
a boy whose father spends his time playing cards and
drinking in a restaurant.

When Saifi himself marries, he

kills his own child.
"Janam din" (l957a) is told from the point of view
of a young man whose father is a famous doctor.

He drops

out of medical school, tries to become a writer, is
spurned by a woman who "wants to be Dostoevsky's Mary"
(p. 42) when he is unsuccessful as a writer, and finally
shoots a political leader, saying "Father, your son's
name will be written in history" (p. 43).
In

".Ka,ka"

(l96CC) and "Ratta parchanvan" (l959g)

too, the characters want to destroy what they cannot
have.

The barren, just-divorced wife in "Kakg" tries to

throw a baby out of a train window.

The lover in "Ratta

parchanvan" say's his "Janti cannot throw me on the embers
and herself sleep on flowers.
wedding

~

Before she sits in the

she will have to pay the price of my love.

I will burn this flower" (p. 15).
An

"o~pression"

of a sort also comes from women

(from the viewpoint of the male character), particularly
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westernized women, who spurn the advances of the hero or
seduce a more innocent non-westernized boy and then
reject him.

There is a distinction drawn between the

victimizing westernized woman and the more traditional
innocent girl who is herself often the victim of a
westernized man.

In "Hatak" (1959f)a boy is seduced by a

westernized upper-class girl student who tells the lowerclass uneducated boy that he is like a Greek god, an
allusion which he obviously will not understand and which
emphasizes the discrepancy in their social positions.
The westernized girl toys with the innocent boy, then
drops him and claims that it was he who had attempted to
seduce her.

In "Manuji"ll6 a student with a long nose

who plays the part of Cyrano both in drama and in life
drowns his sorrows in Cointreau while listening to
"Spellbound" in the Barcelona bar after being insulted by
a girl who asks him if he hasn't taken off his make-up
yet.

A wife who is said to be living in the West even

while living in Pakistan plays tennis and goes to the
club while her husband lies sick at home in "Risht&"
(1958~.

Samina, who smokes and plays tennis, spurns the

116Manuscript provided by the author, undated,
but from early fifties (i959b).
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dark Jalil, calling him "Othello"

("~n

1958al

In

"Tisri takbjr"ll7 a woman spends her husband's wealth,
ruins his honor, and is now corrupting her daughters by
westernizing them in her attempt to make them snare rich
husbands.

The mother is compared with her daughter, a

girl nas pure as Miriam and as holy as Mirabai," who
resists her mother's efforts and runs off with the hero.
The victimized woman is shown in Rag-i sang
(1956b) and in "Suraj ke

Ba'~

men"

(l95~).

In both, the

women are left at home while their westernized husbands
go to clubs to dance and drink.

The latter is narrated

by a female bird who is, however, described in
anthropomorphic terms.

An essay-style story on methods

of slaughter includes women as well as the British as
experts in this occupation (nJbatka" 1958dl

Indeed, the

only times the relationship between men and women is
sympathetically described in these early stories are in
"Jjmmi"

(l95~)

in which the husband and wife are

contemplating divorce, and in "Piyare Jimmi" (l957b)in
which the husband is dead.

ll7Manuscript provided by the author, no date,
early fifties (1959d).
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Westernization
One notable aspect of these stories is the extent
of westernization in their characters and subject matter.
With the exception of "Jirnrni" and "Piyare Jirnrni," which
could have been actually set in the West, the milieu of
the stories is that of the upper middle class in
Pakistan.
class.

This class, however, is a very westernized

Westernization in these stories is depicted in

primarily negative terms.

Rather than an ideal of

material progress, westernization represents the
breakdown of traditional family ties and social
obligations, particularly when the westernized character
is a woman.

The westernization of the characters is

shown by their quoting western authors, engaging in
western sports, smoking, drinking and dancing in clubs.
The hero spends his time in bars named the Argentina, the
Barcelona and the Arizona.
student.

He drives a car, even as a

He plays badminton and tennis, goes horseback

riding and swimming; quotes Russell,Dickens, Dostoevsky
and Pound; compares a village to Mt. Olympus and a
village woman to the Mona Lisa, a man to Othello and the
hunchback of Notre Dame or to a Greek god.

In each case

the westernized character who goes to clubs to drink and
dance in some way victimizes or oppresses the more
traditional members of the family.
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Later Developments
These early stories are traditional in technique
and in subject.

Three aspects, however, foretell later

developments in the author's Modernist stories after
1960:

A violent hero whose excesses are blamed on

circumstances rather than on the hero himself1 the use of
similes~

and a circular structure to the story, which

ends where it began.
evident in WLapakte

The circular structure is most
ahQ'~,

gbana'gni yadenW which

begins and ends with the narrator burning a picture of
his wfriend" Shamim.

This frame provides a point of

reference for the events of the story, which fully
justify the action in the frame.

Later stories with less

emphasis on plot depend more heavily on the use of a
frame to achieve closure.
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Enver Sajjad's use of similes in the fifties is
occasionally aphoristic but usually purely decorative. llS
In the sixties these are developed into images with
symbolic significance.

Like those of Dosteovsky, Enver

Sajjad's stories in the early sixties are often a
depiction of the inner life of a criminal, without,
however, Dostoevsky's concern for the need for penance.
These stories in the early sixties make frequent use of
the stream of consciousness technique and of surrealism,
such as in "Jala vatan" (1960e).119

The

inward turn in Enver Sajjad's stories can be dated from
the year 1960 and will be discussed in Chapter Four.

llSsome examples from the story "Siyah jhaoda"
(Manuscript, undated, early fifties):
When the womb of the sky began to give birth
to darkness •••
Chammu was lying on the bed like a melted
candle and to one side Firozah, wrapped in a
quilt, was lying face down like an empty wine
bottle •
••• he felt as though all his smiles and joys
were hollow, like that poorly made grave which
caves in when there is too much rain
(1959c) .
119published as .~ yatao" in Kpmkol, V. 33.
(1960e): 25-39, and later as .~ ~ purani kahani" in
Sat rang V.l. N. 9. (Jan., 1951), and included in the
collection Cauraha.
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The stories of Intizar Husain, as described in
the next section, form a striking contrast to those of
Enver Sajjad.

Rather than in a car, a bar, dancing club

or on the tennis courts, the hero of the stories of
Intizar Husain spends his time in a courtyard around a
hUQQah or pandan, or on a roof flying kites.

He wanders

in the street playing gUlli danda, or in the jungle
looking for a jinn or curail.

He walks, or he rides in

ikkas Or tongas, and later in buses.

And when he quotes,

it is from folktales or the Shah Nameh, the Ramayana, or
from parables of the Sufi saints.

Both authors decry

westernization, but Intizar Husain is coming from within
the tradition he sees as threatened, while Enver Sajjad,
caught between tradition and modernism, is denied full
participation in either.

Perhaps this is why Enver

Sajjad's stories convey a feeling of bitter rage, and
Intizar Husain's a sense of overwhelming loss.
Intizar Husain
In fact there is a child inside every artist,
rather there is a child in every human. Once
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born the child does not die, unless its throat be
strangled. The human comes out of the heaven of
the mercy of the mother to become a child, and
becoming a child again he sets foot in the heaven
of death. During the time in between, for the
ordinary human the child is asleep. The artist
is he for whom the child is continually awake and
who continues to search for his lost heaven
("Khushbu ki hijrat" 1955).

Biography
Intizar Husain is a decade older than Enver
Sajjad and Balraj Mainra, but began writing at a later
stage in his life, only five years before Enver Sajjad
and nine years before Mainra.

These already mature

stories found immediate acceptance with the critics.
Intizar Husain has written more, and has been more
written about, than any other Modernist.

In his own

critical articles from 1948 on, he describes Urdu
literature as entering a new age which will supplant the
literature of the Progressive Movement.

He wrote both in

reaction against the older generation and in search of
the characteristics of the literature of the new
generation.

Both in his critical writings, which show

his concern with social disintegration and alienation,
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and which describe the need to internalize the external
experiences of the age, and in his fiction, which after
1953 uses the stream of consciousness technique to
describe mental journeys and the psychology of the
individual, Intizar Husain exemplifies the inward turn.
The inward turn in subject is combined with
experimentalism in technique in his 1958 story "Akhiri

Admi," which can be called the first truly Modernist
story.120
Intizar Husain was born in an orthodox Shi'a
family in the small town of Duba'i near Aligarh in the
district Buland Shahar about 1925.

He passed his

childhood in Duba'i where he was taught at home by his
father.

He learned Arabic and the Qur'an from his

father, and on his own he read the Urdu Bible and Alii
Laila

(~Nights)

which were in their family library.

The traditions of Hinduism he imbibed through the
festivals of Ram

~,

RQ1i, piyali and

~

asthami.

Today the author says of himself that he has been greatly
influenced by all three religious traditions since his

l20According to the author, "Akhiri Admi" was
read in the H'algah-~ Jlrbab-i ~ in 1958 (Interview,
Lahore, April 26, 1978) or 1959. It was published in
Nugush. V. 89. (Aug., 1961): 127-132.
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childhood, and that all became a part of his selfidentity.12lThe myths and symbols of all three religions
have found frequent expression in his writings,
particularly those of escape from a city of doom, hijrat
(migration) or ban haQ (exile), and the coming of the Day
of Judgement.

Recently a fourth South Asian religious

tradition has been added in his stories ftKachye" (1974),
npatte" (1977), and nYapas" (1977) which are based on
stories from the Jataka Tales of Buddhism.
He has also been inspired by Qasas-ul Arnbiya and
Kashf-ul Mahjub, and later by the western authors
D. H. Lawrence, Kafka and Joyce--all three of whom were
writers who were deeply concerned with spiritual issues
and who made extensive use of religious symbolism.

In

his critical articles Intizar Husain refers often to
D. H. Lawrence, with whom he shares a nostalgia for the
age of childhood, myth, and the established order of the
past, and a dislike of technology and industrial

l2lInterview, April 26, 1978. Unless otherwise
noted, biographical details are from this interview.
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civilization. 122 Both also make extensive use of history
and myth to endow individual experiences with historical
and human significance.

Most notably, in Intizar's work

after the 1971 war and Lawrence's writings after the
First World War, there is a similar apprehension that
impulses towards self-destruction in a degenerating
culture are leading to an impending universal
cataclysm. 123
The atmosphere of Duba'i, a small town of dusty
streets, slow moving horse drawn ikkas, closely knit
rnuhallas where neighbors congregated around the

~

and

milk shops to gossip, and woods of imli, nim and mango
trees where children roam is reflected in Intizar

l22He first mentions D. H. Lawrence in the
discussion "ULdY afsane ~ rivayat ~ tajribe" (Nagust.
v. 2. N. 53-54. Part 2. (Dec., 1955): 1027-1061.
Lawrence mentioned on p. 1043) in which he praises his
work on Mexico. In "Ijtima'i tahzib ~ afsanah" (read in
the HalQah-~ Arbab-i ~ in the year 1959-60, according
to Yunus Javaid (1972, p. 232), and published in ~
DauL. V. 15-16: 56-68) he notes that D. H. Lawrence
himself criticizes as superficial that education which
his country has sent to Pakistan and against which
Intizar is writing (p. 60), and in the same article also
mentions Lawrence's respect for the past (p. 65), and
says that his own models are D. H. Lawrence and Iqbal
(p.65).
l23 In this regard, Intizar Husain's Basti and
D. H. Lawrence's Women jn Loye could form the basis for a
comparative study.
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Husain's largely autobiographical fiction as the town of
Husnpur in his first novel Cand Gahan (1953e)and as Rup
Nagar in his latest novel Basti (1980).

This "bea"utiful

town" represents a pre-industrialized traditional world
in which man and nature are in harmony.

"All the

phenomena of social life were interconnected--the
phenomena of social life and the phenomena of nature"
(1959-60, p. 57).

It is a sacred world in which all

things have a mythic or religious as well as a secular
significance.

In his writings it becomes a symbol of an

idealized social order, the innocence of childhood, and
the fountainhead of creativity and the imagination.
When he was about ten years old the family moved
to Hapur, where another branch of the family lived.

His

friendship with Riyuti Saran Sharma in Hapur (to whom his
first book Gali Kuce (1952d)is dedicated) is discussed in
his interview with Muhammad Umar Memon, and is
fictionalized in the characters Ramesh in his story
"Ajlldhiya" (1948e) and as Surendra in Basti.

Hapur, which

was the inspiration for the town Vyaspur in Basti, was a
larger, faster moving town1 a market center where ikkas
were replaced by rubber tired tongas, and where the
railway tracks ran close to his house.

In a discussion

with Nasir Kazmi, Sheikh Salahuddin and Hanif Ramey, he
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contrasts the slow pace of the ikka in Duba'i with the
train and faster-paced life of Bapur:
In fact the train entered my life rather
late. When I think of the train then it seems to
me as though a period of my childhood has ended.
The station was very far from our muhallah,
outside of the town. And to make a journey we
first had to go from Duba'i to a nearby village
Danpur. The entire trip from Duba'i to Danpur is
still fresh in my mind. We sat in an ikka and
set out as though we were making a trip to
another country. This trip of about two and a
balf miles seemed to take months and years.
Sometimes the horse pulling the ikta would begin
to run quickly, and then would stop and stand,
then would go slowly, then would begin to run
fast. I first traveled in a train when I left
Duba'i. A period of my childhood ends and I
start a migration from my land to another soil
with the train. In Hapur the railway tracks ran
right in front of the building where we
stayed ••• There were no ikkas in Bapur. In this
regard this journey marks a boundary in my life.
Those days 'when we travelled in ikkas, and open
fields and thick orchards sometimes came towards
us and sometimes drew us towards them, that age
ended with the journey from Duba'i. Now there
was Hapur and rubber tired tongas and trains
(":r.aftar ka badan" 1957, p. 490).
He attended High School in Hapur, his first formal
schooling, and then went on to earn an M.A. in Urdu in
Meerut.

Be was preparing to do a Ph.D. in Urdu when the

country was partitioned and he came to Pakistan.
In Pakistan he was the editor of a weekly
magazine Nizam (previously published in Bombay) for two
years, and then became a journalist with the daily paper
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He later worked for the daily ALaQ, which

Imroze.

stopped publication after 1958, and was for a while
editor of the literary journal Adab-i Latif.

In 1963 he

joined the daily paper MashriQ where he now writes a
weekly column, the "Lahore namah," on the literary and
cultural life of Lahore.

Selections from his columns

from 1964 .to 1971 have been published in the collection
Zarre (1976).

His literary career began in 1948 when he

wrote his first story "Qiyyma ki dukan" which was read in
the

HalQah-~

Arbab- i

~

published in Adab-i Latif

the same year and later

(Inte~view,

April 26, 1978).

He became a member of the HalQah in 1949 and was actively
involved in literary activities in Lahore, taking part in
numerous discussions which have been published in Nugush,
Savera, Naya Daur, Adab-i Latjf, Mah-i nay, and later in
Ayrag.

In the early sixties he was Secretary of the

HalQah-~

Arbab-i

~

and edited Kuch to kahiye, a

collection of discussions held during meetings of the
Halgah in 1962.
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The Critics
During the fifties the critics lauded his
portrayal of a way of life now lost, the jOint HinduMuslim culture of a U. P. village before Partition.

They

credited him with searching for the cultural roots of
Pakistan in both South Asia and in the history of Islam.
In his own articles too, he lamented the separation of
man from nature and from the collective culture which he
located in the village of his childhood.

He advocated an

attempt to regain that sense of unity and collectivity,
and the cultural roots of both the individual and the
nation, by means of which literature used culturally
significant symbols to revive man's memory of his past.
Man can also establish his identity by internalizing the
characteristic experience of the age, which Intizar
identified as the experience of hijrat or migration, and
by linking it to similar experiences in his cultural
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past. 124 His stories in the fifties show three stages in
his search for cultural roots:

a portrait of a U. P.

village before Partition as seen through the eyes of a
child; a narration of the individual's reaction to the
hijrat from India to

Pakistan~

and an attempt to

revitalize the technique of the dastan.

There are also

stories which are not specifically about the hijrat but

124Intizar Husain tried to define the experience
of hijrat from the old land of India to the new country
of Pakistan as the pre-eminent subject of the literature
of the present in a 1962 article -Hamare'ahQ ka ~"
(Savera. v. 31. (Dec •• 1962): 8-17). This claim was
soon disputed by Fateh Muhammad Malik (1963, pp. 41-50)
who said that hijrat was the subject only of the works of
Intizar Husain, as he alone connected the events of 1947
with those of 1857 and previous periods of destruction in
Muslim history; The works of Qurratulain Hyder,
A. Hamid, Khadija Mastur and others whom Intizar had said
wrote on this subject were concerned not with hijrat but
with their memories of the past. Hijrat was given a more
sympathetic treatment by Muhammad Umar Memon who seems to
agree with Intizar that -a group of poets and prose
writers, however small, did consciously try to make this
experience the pivotal concern of its creative endeavor"
(Memon 1980, p. 378). In addition to Intizar himself,
Memon specifically mentions those authors Intizar had
earlier named in -Hamare'ahQ ka ~- as writing about
hijrat, that is, Qurratulain Hyder, A. Hamid and Nasir
Kazmi. Memon's longer article -Reclamation of Memory,
Fall, and the Death of the Creative Self: Three Moments
in the Fiction of Intizar Husain- (1981, pp. 73-91) also
briefly, and approvingly, discusses the concept of
hijrat. Perhaps the most important point (a pOint made
also by Intizar Husain and Mumtaz Shirin in articles in
the fifties·and early sixties) in regard to hijrat in
these two articles by Memon is that the creation of
Pakistan led to a search for cultural roots in the past,
including the revival of traditional forms of literature.
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which show the psychology of characters in U. P. or in
Pakistan after Partition.
His literary works were almost immediately given
critical acclaim.

As early as 1951, before his first

collection (Gali kuce; 1952:1) had even been published,
Mumtaz Shirin praised his story "Agilah khalah" (1950a)
for its characterization (Shirin 1963:t, p. 153).

"~lUll

likhi razmiyah," she said, although based on the communal
riots, took the whole age into its grasp in its many
layers of meaning (Shirin 1963a,p. 152).

She described

Intizar as the author most aware of the decline of South
Asian Muslim traditions, society and culture (Shirin
1963a,p.76).

In 1956 Vaqar Azim marveled at the speed

with which Intizar had been recognized as a major writer.
Unlike others of his generation (which included Ashfaq
Ahmad, Shaukat Siddiqi, A. Hamid, Devendar Issar and
Anvar Azeem) whose early stories had received little
attention and whose reputations developed slowly,
Intizar's stories had frem the beginning attracted the
attention of the critics.

Vaqar Azim attributed this to

his command of idiomatic speech and his ability to
present a complete and living picture of a particular
society (Vaqar Azim 1956, p. 88).

In the middle of the

decade Ahmad Nadim Qasmi acknowledged him as the most
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notable of the new writers (in

"~

afsane

men riYeyat

AUL tajtibe," p. 1054).

By the end of the decade Mumtaz Shirin, Ebadat
Brelvi and Muhammad Hasan all praised him as the best
story writer of his generation.

Dr. Brelvi noted that

his apparently simple stories were limited in subject,
yet managed to present many layers of the ebb and flow of
the emotional and mental life of characters uprooted from
centuries of tradition and existing in a cultural vacuum.
These characters "live through their sorrows and hug
their memories to their breasts· (Brelvi 1961, p. 11).
Although the stories are about individuals, "these
individuals represent the consciousness of an age"
(Brelvi 1961, p. 14).
Mumtaz Shirin credits him with having been
foremost in awakening the consciousness and awareness of
Pakistan's national identity.

Others had forgotten that

the roots of Pakistani literature could be connected with
a brilliant past and that the construction of the nation
should include the legacy of 800 years of Hindu-Muslim
culture and thirteen and a half centuries of historical
consciousness.

No one else had presented the sorrow of

the loss of this culture with such telling effect:
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Bis every work is immersed in nostalgia and
in this nostalgia there is not just mourning for
himself, lamentation for the shared culture, or.
the sorrow of leaving his past, his homeland, but
rather latent in it is a sense of the grandeur of
the past of the nation and the pain of the
.
nation, and there is no superficial
sentimentality in this pain (Shirin 1963 a ,p. 76).
The Indian critic Mohammad Hasan does not discuss
the author's role in attempting to define Pakistan's
national identity, but rather stresses that instead of
copying and adhering to western literature he has
bestowed his attention on his own culture and tradition
(Kohammad Basan 1959, p. 126).

Bowever Dr. Hasan, who is

a Progressive critic, also warns of the danger that a
preoccupation with tradition may lead him to love both
good and bad traditions, which could have the effect of
causing social deterioration rather than social progress
(I>1ohammad Basan 1959, p. 126).

Later Progressive critics

were to attack his preoccupation with the past, which
they saw as escapism and nostalgia rather than a creative
effort to give meaning to present events by making them
part of a continuous tradition. l25

l25Muhammad Umar Hernon quotes Sadat Sa'id in this
regard (Memon 1981, p. 76). Other examples include Anvar
Azeem's "Casbm zadan' k1 hat" (1977), and "Intizar Husain
k1 [uhani hijrat ~ nazariyati kamigahen" (1977).
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Articles
Another criticism given by the Progressives was
what they saw as a turn towards Pan-Islamism (and
implicit support for the two-nation theory) in Intizar
Husain's attempts in his articles to define hijrat as the
principal subject of Pakistani literature.

The germ of

this concept appears in his 1955 discussion "Kbysbbu ki
hijrat" in which Sheikh Salah-ud Din correlates the
hijrat of Adam from heaven, of the child from the womb of

the mother, and of the author from his emotions to the
act of creating, with the emigration from the heaven of
the motherland to Pakistan, where they are to build a new
heaven.

Intizar agrees with this creative interpretation

of hijrat and says that whenever man has left one heaven
he has built himself another.

"If you abandon me in the

desert I will build the Ka'bahn (Jan., 1955, p. 221).
Intizar further developed this concept in his
1962 article "Hamare 'aha Ka adab" in which he says that
the sensibility of every age is determined by an event
which changes our collective manner of thinking, seeing
and feeling:
One age passes and another age comes, and
every age is the product of some great
experience. ~his great experience can be war, or
the announcement of some new scientific theory.
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What we have to see is whether from this external
experience there has been some internal
experience as well. When the chain of action and
reaction to some incident begins, there comes a
modification in our likes and dislikes. Our pain
and sorrow become different. Our attitude
towards things changes. So a whole mode of
altered seeing, thinking and feeling is
established from which we determine the new age.
We call this the sensibility of the age (Intizar
Husain 1962, p. 8).
For the older writers the fundamental event for this age
was still the dislocation of Partition, but for the newer
generation, particularly for Qurratulain Hyder, A. Hamid
and Nasir Kazmi, Intizar Husain felt the fundamental
event was the experience of bijrat.

He said that there

had been a change in collective thinking.

Before

Partition authors bad revolted against tradition and had
considered external reality, particularly economics, the
determining factor in human life.

The new generation,

according to Intizar, gave more importance to the
spiritual and emotional life of man and was reviving
aspects of tradition; including the gbazal and religious
genres of poetry, in an effort to rediscover lost
elements of the self.

From the standpoint of Modernism,

the important point of this article is the emphasis on
the internalization of external experiences.

It is

through the inner life of the individual that we see and
interpret the events of external reality.
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According to Intizar, the inner life of the
individual reflects the spiritual life of the society as
a whole.

The individual is part of a collective culture,

a community which Intizar believes was once homogeneous
and cohesive, but which, when it entered "the age of
slavery to the British, the age of the rule of machines,"
began to lose its utopian state of harmony and become
fragmented and disjointed (Intizar Husain "Kahani Ki
kahani"

1956~

p. 274).

The Fall began when the Muslims

were vanquished in 1857.

With this defeat they lost

confidence in their own traditions, including the
possibility of inspiration from the unconscious or from
divine ecstasy (Intizar uses the terms junun and
diyanagi).

Under the influence of Sir Sayyid Ahmad Khan,

according to Intizar, they turned to the western emphasis
on rationality at the expense of the emotional and
spiritual life of man

("~

auL mufid

adab," pp. l3-l4j.

To counteract the disintegration of society he sees
resulting from westernization and industrialization
Intizar wants to revive those shared symbols and
collective memories from its past which can still unite
it.

By linking the events of the present age with

historical, ·mythic and religious events drawn from the
nation's past the author can add layers of meaning to the
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experience of the present event and produce a sense of
continuity with lost cultural roots which will aid in the
reconstruction of the cultural identity of both the
individual and the nation. 126 This Intizar does by
incorporating elements of mythology and the style of the
dastan into his stories in the late fifties and early
sixties. 127

l26 The theme of both "Ijtima'i tahzib" (1959
and "Alamatoo ka zaval" (Sept., 1961).

7)

l27This, according to Barry Slochower
(Mythopoesisj Mythic Patterns in the Literary ClassicR.
Detroit: Wayne State University Press, 1970) is
precisely why there was a western revival of myth in the
19th century when technology threatened to wipe out past
values (p. 17). Mythopoeic works, i.e. works in which
myths are used symbolically rather than as if they were
believed, arose "in periods of crisis, of cultural
transition, when faith in the authoritative structure was
waning. It is at this juncture that our great prophets
and artists would redeem the values of the past and
present in their symbolic form" (p. 15). According to
Slochower, "In the re-creation of the myth by outstanding
individual artists, the hero'S quest becomes a critique
of the existing social norms and points to a futuristic
order which is envisaged as integrating the valuable
residues of the past and present" (p. 34). Intizar's own
description of why he uses myth, written a decade before
Slochower's work, is markedly similar.
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Early Stories
Until 1958 his stories are an elegy for the
traditional man in harmony with nature and society and
sure of his cultural roots; a marsiya for the joint
Hindu-Muslim culture which died with Partition.

These

stories contrast the mythic harmony and sense of
community of traditional society with the westernized,
rootless and heartless society he found in both Pakistan
and India after Partition.

There is sorrow for the

culture which has been lost, dissillusionment with and
anger at the new society and its rulers, and a sense of
anomie and helplessness at his inability to change it.
Nearly two-thirds of the 31 stories, one novel
and two novelettes published during the fifties are set
entirely in the Uttar Pradesh of the author'S childhood,
before any hint of communal disturbances. 128 Although
these stories are based on memory they are told in the
narrative present. The remaining third of the stories

l28Those stories are: ".c..aJJ.k" (1948::); ".fb.i.I.
A'.e.gi" (1949D); "Agilah khalah" (1950a); "1Um nagar l i
savariyan" (1950b); "Pasmandagan" (1952:»; "Naukari"
(1952br, "KalA" (also published as "Lajla") (195~); "~"
(1953d); "S a tyan daL." (1954c); "Kankari II (195«1); "Majrna', n
"Islab," "Devala,""~ becan," "Jangal" (all published
between 1952 and 1953); "Dahljz" (1955b); Jtin (1957) ;
"Faslah" (1958b).
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from the fifties show the effects of the communal riots
and Partition. 129 These too are based in uttar Pradesh.
Unlike the fasadat stories of the Progressives, the
actual violence of Partition is never shown directly, and
the results of the violence are usually described by a
character removed from the scene rather than actually
shown.

Towards the end of the decade there is the

beginning of the dastan style which he develops further
in the sixties and which dominates the stories of the
seventies. 130 None of the stories before 1958 is set
entirely in Pakistan, and only five works show the
refugees after they have arrived in Pakistan.
Surprisingly, in view of the author's emphasis on hijrat,

129Stories showing the effects of riots and
Partition are: "Oiyuma l i dukan" (19481); "Kharid-Q halva
besin .ta" (194SJ); ".faia l i ap.be.t.j." (1948:1): "~.dhiya"
(1948e): "Rall ~ shauQ-i rnanzil-i magsud" (194gl); "n
lUn likhi uzrniyab" (195Oc); Il~d" (1951) ; "IAll ~ ~
.thll" (1952a); "Mabal ~" (1953:»; tand gahan (195~); and
"Akhiri rnornbatj" {1953a~
130"Am l i 9uthli JU. shahzadi" (1954e);
"EX. purani. kahani ,.

(195tsa):' Ghore, ki

Published in Naya daur, v. 11-12, no
date); "Akhjri Admi" (read in the Halqah-~ Arbab-i ~
in 1958, published in 1961). Only 3/8's of the over 80
works written between 1948 and 1980 are set in Pakistan.
In the 46 works published in the sixties and seventies,
half are set in Pakistan, and half in a mythical, dastanlike or non-specified universalized setting.

DAda" (?1958.
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only Cand gaban depicts the journey to Pakistan, and
nowhere do we see the actual arrival of the refugees in
Pakistan.
It took the author a decade to shift from India
to Pakistan as a subject.

It was as though, as the

author said, he was trying through his memories to call
those people he had left in the lanes and beneath the
earth of his home town to his new city that they might
again be gathered together and that he might experience
himself through them. 131 These stories based on his
memories of his childhood in Duba'i show the social
milieu, customs, and typical characters of a muhallah in
the Muslim section of a small town.

He creates a sense

of atmosphere through descriptions of social events,
character sketches p and sketches of "characters."

In the

early stories the characters are primarily types rather
than individuals, especially those types which can be
seen either in the extended family or gathered around the
neighborhood store.

They include the gossiping single

aunt who dominates the neighborhood marriage scene,
manipulates weddings and makes or breaks the reputation

l31Intizar Husain. ft~ kirdaron ~ ~ men,n
in Akhiri admi. Lahore: Kitabiyat, 1967: 185-192.
Reference to pp. 185-186.
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of marriagable girls (WAgllah khalah" 1950a)i the local
"jack of all trades" ("Naukari" 1952c); and local toughs
like the murderous hero Faja
~)

("~

ki

~ ~n

in

~

who laments the lack of unity among Muslims and the

decline of traditionl the old Ustad ("Ustad" in Gall
~)

who has declined with age and whose family has now

gone to Pakistanl the tough Pichwa in

"~bin

likhi

razmiyahn (in Gall kuee) who can fight the Jats in his
native U.P. but who loses his chance to be an epic hero
when he cannot fight unemployment and corruption in his
new home in Pakistanl and Kale Khan in Cand gahan, who
when he comes to Pakistan becomes the epic hero Pichwa
could not by leaving behind the unemployment, depression
and lack of purpose he suffers in Lahore, to go off to
die fighting in Kashmir.
The style in these early stories matches their
stylized characters and lack of psychological depth.

The

structure is a linear succession of loosely related
incidents and character sketches similar to the structure
of Ahmed Ali's "Hamari ~.w132The stories are narrated
by an omniscient and often intrusive narrator.

The

l32Ahmed Ali. "OUI Lane," in Mulk Raj Anand and
Iqbal Singh, Ed. Indian Short Stories. London: New
India Publishing Co. 1946: 79-93.
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emphasis on atmosphere and character sketches rather than
characters changes in the middle of the fifties to
psychological studies of a single character.

The style

then changes from the omniscient narrator and episodic
structure to a third person psycho-narration form of the
stream of consciousness technique which often adds depth
to the chronological development of the character through
the use of flashbacks in the memory of the character.
The stories of pre-Partition U.P. show a world
alive with myth and magic, in which dreams may foretell
the future, a falling star or an eclipse of the moon
portend a tragedy; in which a white pigeon may be a
Sayyid, and treasure move beneath the earth and callout
to be discovered.

In half these stories the world is

seen through the eyes of young boys who wander in search
of adventure through streets filled with kites and gulli
danda, with story tellers, medicine men, political
rallies; and through jungles filled with curail and linn:
jungles in which monkeys may suddenly grow as tall as
trees and as suddenly disappear.

The characters speak a

colorful local idiom, are actively involved in the life
of their muhallah, are constantly gossiping in the
neighborhood

~

and milk shops, in tongas, in courtyards

around a huggah or a pandan, or while attending a majlis
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or marching in Muharram.
harmony and unity.

There is a feeling of community

The most complete picture of this

world of childhood is given in the novelette nin (1957)
which centers on a young boy and his relationship with
his girl cousin, a story which is repeated in his recent
novel Basti.

Like the stories of Flannery O'Conner and

Isaac Bashevis Singer, these early works are stories of a
milieu, and particularly of a religious milieu, in which
the natural and supernatural are often inextricably
interwoven.
This world was left behind when the author came
to Pakistan.

What it was replaced with was expressed

with some irony in a conversation between father and son
in the story "Bah

~ shauQ-~

manzil-i maQsud" (1949a):

"Father, when we go to Pakistan we will see
the pillar of Qutb Sahib."
Afumiyan said, "Son, the pillar of Qutb Sahib
isn't in Pakistan. That is in Delhi."
"Well, father, we will see the tomb of Taj
Bibi,~ Mashan quickly retrenched.
But Afumiyan again answered shortly, "Taj
Bibi's tomb is in Agra."
Two defeats one after another had destroyed
Mashan's self-confidence and now he put the
entire burden on Afumiyan.
"Then father, what is in Pakistan?"
And Afumiyan said very lovingly, "Son, the
Qaid-i Azam is in Pakistan." (in Gali tuqe,
p. 114)
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It was primarily the riots rather than a belief
in the two-nation theory or a desire to preserve their
religion which brought the characters in these stories to
Pakistan.

Although some rough rustics like Faja and

Pichwa look forward to the chance to show their fighting
prowess against the Hindus, the more thoughtful hero of
RAjudhiya" at first thinks his friend Rashid is joking
when he says RFriend; even if there is nothing else here,
I say that at least the Faith will be preserved" (Dec.,
1955, in GaJi kuee p. 88).

This remark causes him to

ponder the meanings of the words -faith" and h 4 jrat.

He

prefers the word ban has and calls himself the Rama
Candra of his time.

The whole affair, he thinks, has

been caused by the slogan Hindu-Muslim

bha'~

bha'i as

brothers have fought each other from the time of Yusuf
(Joseph) and of Babil and Qabil (Abel and Cain) to the
present.
A rather different character is shown in the
portrayal of the touch Pichwa in REK biD likhi razmiyah,"
but his status changes drastically when he comes from
India to Pakistan.

In India he is a tough, fearless

fighter supremely confidant of his self-identity, his
prowess with the lathi, and his standing in the
community.

Even after Pakistan is formed, he overcomes

his disaPPointment that his own village is not part of
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it, and flies an Islamic flag of his own group.

When

Pichwa leaves India to come to Pakistan the narration
switches from a third person omniscient narrator to the
first person diary of the man from Pichwa's village who
had been writing the first half of the story as an epic
tale of Pichwa.

Now that the real Pichwa stands before

him in Pakistan he can no longer make him an epic hero,
because in Pakistan Pichwa is concerned not with his
honor and dignity but with getting a job and a house:
"Originally I thought I would cast him as a twentieth
century Tipu Sultan, but now that he's come to Pakistan
and wants a place to put his feet and something to fill
his belly, all the height and grandeur of his character
are destroyed" (m.s. Translated by Leslie Flemming).
The most detailed psychological description of
the state of those who came from India to Pakistan is
given in Intizar's first novel Cand Gahan.

It is an

almost clinical study of the effect of stress.

The main

character Fiyaz Khan feels a burden on his chest which
stops his breath and slows his pulse.

He is subject to

uncontrollable weeping and is losing his sense of time.
External objects lose their separate existence in a cloud
of dust

whic~

is slowly taking everything into its

embrace, and he himself is being eclipsed as he feels his
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body slowly turning to stone (pp. 258-263).

Mumtaz

Shirin aptly compared his sensation of anomie and inertia
to the state which Sartre called "nausea" (Shirin, 1963a,
p. 59).
Cand gaban ("Eclipse of the moon") also includes
the most striking early reference to the coming of
Doomsday, a theme which recurs in his'stories after 1967
and which is especially characteristic of his
descriptions of the 1971 war (as described in Chapter
Four).

Cand gahan begins with Biblical quotations from
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~133and Isaiah 134 describing the day when the sun will

become dark and the moon red.

The symbol of the eclipse

of the moon is repeated throughout the novel, implicitly
comparing the fall of Delhi with the fall of Jerusalem

133
••• your old men shall dream dreams, and your
young men shall see visions ••• And I will give
portents in the heavens and on the earth, blood
and fire and columns of smoke. The sun shall be
turned to darkness, and the moon to blood [before
the great and terrible day of the Lord comes.]
~. 2. 28, 30-31. (Revised Standard)
Quoted in Urdu at the beginning of Cand gaban.
134
Listen, an uproar on the mountains as of a
great multitude! Listen, an uproar of kingdoms,
of nations assemblingl ••• Wail, for the day of the
Lord is at handi as destruction from the Almighty
will it corne. Therefore all hands shall hang
helpless, and every man's heart will grow weak
with fear. They will become dismayed; pangs and
agonies will seize them; they will writhe like a
woman in travail. One will gaze in amazement at
another, with their faces aflame ••• For the stars
of heaven and its constellations shall not give
their lighti the sun shall be dark at its rising
and the moon shall not send out its light.
Isaiah. 13. 4, 6-8, 10. (Modern Language)
(Quoted in Urdu at the beginning of tand gaban.) (I would
like to thank Dr. Leslie Flemming for help in identifying
these Biblical quotes).
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prophesized in the Biblical accounts. 135 Buji's dream of
the eclipse of the moon which predicts the coming of
communal riots is compared with similar dreams which
predicted the war of 1857.

Gandhi is said to have been

born during an eclipse, and there was an eclipse after
Husain was killed at Karbala.

Fiyaz, when he sees the

Red Fort, describes it as looking like an eclipsed moon.
While he is at the Red Fort he is told by a fagir that
there will be an eclipse, and Partition follows.
Finally, the novel ends with Fiyaz Khan's statement that
he is himself being eclipsed.
Although Cand gahan is unified in its use of the
central symbol of the eclipse of the moon, its narrative
technique varies greatly from the beginning to the end of
the novel.

At the beginning of the novel, as in several

of his short stories, an omniscient, intrusive narrator
depicts a series of anecdotal, loosely related incidents
and character sketches which seem arbitrarily joined
together and abrupt in their transitions.

The focus

shifts in the middle of the novel from Sabtain and his

135 rhe author says he was haunted by the Biblical
accounts of the fall of Jerusalem while observing the
plight of Delhi during Partition. (Interview, April 26,
1978, Lahore)
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family to his friend Fiyaz Khan, who describes Delhi
during Partition in a first person diary format.
Although the psychological study of Fiyaz Khan at the end
of the novel is both moving and convincing, the novel as
a whole is less well integrated than his later novelette
~

(published as part of Din aut dastan) and his recent

novel Basti.

Psychological Depth
From 1953 on, Intizar Husain's stories go deeper
into the character, switching from superficial, anecdotal
sketches of a number of characters to a psychological
study of a single character, often involving the
supernatural and sexuality.

When a young man dies

suddenly of fever in the earlier (l952b)"Pasmandagan" his
neighbors speculate that it was because he shot a deer at
twilight, a time when shooting is prohibited because it
disturbs the rest of trees.

The incident forms the

starting point for a wide-ranging discussion which
includes a debate on the relative merits of the poets Mir
Anis and Mirza Dabir, but which does not provide any
psychological depth to the characters.

The psychological

reaction of the character is the subject of WKankati"
(l954d)in which a man disobeys the injunction against
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shooting at twilight, and then feels himself dissolving
and seems to see his face wavering and lengthening in the
mirror.

The same subject is given a more psychological

treatment in the later story.
Three separate views of a woman alone show how
the psychological depth of his stories increases from
1950 to 1955.

The aging woman without a husband in the

early "Agilah khalah" (1950a)is shown meddling in the
affairs of the neighborhood through a series of
anecdotes, but we learn nothing about her inner life.
There is more interest in the psychology of the woman in
"~"

(195~)

in which we see the conflict between a

widow's desire for wealth and her overwhelming devotion
to her only son.

The story shows in stages her

increasing involvement with the "other world."

At first

she hears only the jingling of the treasure and sees a
wedding procession.

As she spends more time praying for

the welfare of her son, the other-worldly condition she
experiences in prayer begins to follow her when she rises
from the prayer carpet.

She hears the jingling coins

move beneath the earth and dreams of a wedding in which
her son is wearing the garlands of the groom and she
herself is dressed as a bride, a subtle indication of her
complex relationship with her son.

Hoping that the
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treasure may prove harmless, yet fearing that it may
curse her son, after much hesitation she begins to dig it
up.

As she digs, the jingling sound becomes a voice

which says "Take the
the son" (p. 308).

~

("treasure," "illusion"), give

She stops digging, falls ill, and

later sees herself as a bride protected by the two snakes
which had guarded the treasure, disappearing into
darkness.

It should be noted that, though the pot of

coins is said to have risen to the surface through the
roots of the tree, she is the only one to see it or hear
it.
"Dahliz" (1955b)uses evocative symbolism to give

a more complex and moving psychological portrait of a
woman doomed to be an old maid by showing her changing
relationship with a dark storeroom in which a snake is
rumored to live.

As a child she had played fearlessly in

the dark storeroom with the cousin she might presumably
some day marry, and "The darkness began to enter their
bodies, began to leave their bodies, and a relationship
was born between inside and outside" (p. 50).136 A
symbolic tie is established between a woman's hair, her

136page numbers refer to version included in
Shahar-j afsos.
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youth, and snakes, by a tale which she hears in her
childhood of a snake which touches the gray hair of an
old woman and turns the hair black and the woman into a
young bride.

Her life is a reversal of this tale, as her

long black hair which hung down her back "waving like a
snake" (p. 51) gradually turns gray, and the snake whose
track she once saw in the dirt of the storeroom
disappears.

The cousin she might have married dies, and

she no longer visits the storeroom.

When finally she

goes there once more to get a hair ribbon which hangs
there:
Lost, she was as though walking in a dream,
or as though someone had bewitched her. Stepping
on the threshold she opened the latch. She gave
a jerk to the double doors and pushed them open.
As she entered she started1 she felt this the
edge of darkness. She remembered the waving line
which had twisted past the box and reached the
large round pot. Her heart began to slowly
throb. Was she setting foot inside darkness or
descending down, disappearing into the earth?
Another intoxicating wave carne and began to
spread over her consciousness. A world of
inebriation, an ambiguous fear as though some
great crisis was about to take place, a feeling
of suspense, not knowing what might happen. As
she walked she felt the warm dirt beneath her
feet, the dirt she used to walk on barefoot and
there would emerge the marks of her feet perfect
in every line. She looked at the dirt near her
feet, at the floor covered with dirt. Where was
that waving line? Had it been wiped away, or had
it never been there at all? She stretched her
hand towards the hooki took down the ribbon. The
ribbon was covered with dust and dirt. She put
it back on the hook.
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When she came back out of the storeroom the
intoxication and fragrance which had entered her
mind had already flown away, and her dry,
lifeless hair was covering her like a colorless
cloud of dust (pp. 60-61).
The symbolism of the snake which no longer goes towards
the round pot (often used as a symbol for the womb in
South Asia), and the dusty ribbon and dry hair subtly and
powerfully evoke her age and lost fertility.
Symbolism, and a third person psycho-narration
technique like that used in MPahliz," occur in other
stories from this period also, most notably in "Thandi

as" (1953f), "Ka..t£ hu'.a.dLb,a" (1954:» and

"Sirhiyan."

The

latter two also vary the chronology of the story with the
use of flashbacks through the memories of the main
character.

"Thandi

as" aptly uses a hot fire to

symbolize the rekindling of the long cold fire of
sexuality which begins to glow again in the middle-aged
Mukhtar and the postmaster's wife as he puts out a real
fire on her sleeve.

n~

hu'.a diba" and "Sirbiyan" both

use the thoughts of the main character, given in 3rd
person psycho-narration, to present past events which
reveal the psychology of the character.

The

juxtaposition of past and present also shows social
change and the characters' attempts to recapture a part
of their cultural identity which has been

lost~

a concern
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which the author expresses in his articles from the same
period as well. 137
The story of

"~

hu'A

~"

is of four men,

Bandu Miyan, Mirza Sahib, Shujat Ali and Manzur Husain,
who are sitting around a huggah telling tales of travel.
Bandu Miyan has just finished his story, and Mirza Sahib,
whom Intizar Husain identifies13B as representing that
human experience which is the legacy of the entire human
race, describes travel as it used to be when not only
rulers but even the coinage of the realm would change
during the course of the journey, and the traveler would
fear lions, ghosts, and shooting stars.

Shujat Ali, who

according to the author symbolizes the experience of the
Muslims of South Asia, tells of the age of the railroad
and of Partition.

Manzur Husain does not tell his story

aloud, but in fact it is the only story which we learn in

l37 This is a common theme in
1955 on, most notably i~ "Khushbu ki
"Kaha~ Ai kahani" (1956b)i "Ijtima'~
(1959?); "'Alamaton ka zayal" (196l)~
afsanah" (1962).

his articles from
hijrat" (1955)~
tahzib AU4 afsanah"
and "Hamare '£hg K2

l3Blntizar Husain analyzes this story in his
article "Kahani Ai kahani" (included in the collection
Shahar-i afsos), identifying the characters as
representing the past of the human race, the past of the
Muslims of South Asia, and the past of the individual.
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full.

It represents the past of the individual and is

his remembrance of a wcman whom he saw but did not speak
with during a journey by train.

It is the 3rd person

paraphrased psycho-narration of Manzur Husain's memories
about which the story revolves, and though the narration
continues after he has recalled the incident, it is his
satisfaction in the act of remembering which is the
climax of the story:

"The dim corners and half-dark

hollows had become illuminated and the pictures had each
joined with the others to take on the shape of a tightly
knit event.
Husain.

A brilliance was born in the mind of Manzur

A thing forgotten became for him a fresh and

luminous reality (p. 39).

In "Sirhiyao n as well, the

character Saiyad's effort to remember his own past is the
focus of the story.

Muhammad Umar Memon has described

·Sirhiyao" in the context of Shi'i messianism (1981, pp.
75-80).

As Memon relates, it is the mention of the

appearance of the 'alam in Razi's house which opens the
floodgate of memories in Saiyad's mind, restores his
ability to dream, and by giving him back his past, makes
him psychologically whole.

The emphasis on memory and

the greater chronologieal depth of these stories, and
their focus on the mental life of a single character,
reflect the inward turn in Intizar Husain's works towards
the end of the fifties.
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Intizar

Husain~s

earlier stories present all

characters as of roughly equal importance and do not
enter into the minds of any.

We know them only by their

overheard conversations and through their actions as
reported by and occasionally commented upon by the
omniscient narrator.

Their actions, furthermore, take

place at one period in time, or in chronological order,
and are in the narrative present rather than as recalled
events.

The "present" is the "past" of the author, who

was writing about the U. P. of his childhood while living
in Pakistan: writing about events in memory as though
they were the living present.

When the author begins to

write about events in his own present, his stories take
on an additional dimension in time and myth, as his
characters remember first their own past, and later the
past of the cultural heritage of the community in
parables, tales and myths.
Structure
The structure of his stories develops from a
linear succession of episodes related by their occurrence
in one area (as in
both in

Gal]

"~"

and "Xharid-Q halva besin ka,"

kuce) or by being described by a single

character (as in "Qiyuma ki dukan" and "EajA ki

~ ~"

in Gali kuce) to a linear succession of incidents in the
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present of one character, punctuated at intervals by the
3rd person paraphrased psycho- narration of the
character's memories

("~ ~'a ~,"

"Sirhiyan"), and

occasionally by directly quoted 1st person thoughts in
stories published during the sixties ("Akhiri
(196k),

"~~"

(196~),

and "Tangen"

~"

(196~».

After

1958 the interpolated thoughts of the main character
increasingly include quotes or parables from dastans,
myths or Sufi tales which are illustrative of the story.
The story of the prince filled with needles behind the
seventh door, and the fly that forgot its name, for
instance, are tales which appear in several stories in
the sixties, as does mention of Data Ganj Bakhsh and of
the faQir who can die at will.

In stories in the late

sixties and in the seventies the interpolated
illustrative passages often become surrealistic.
The transition from the linear succession of
events to the memory or tale is gradual in the early
stories.

In"~ ~'a ~"

and "Sirhiyao" the

transition from main story line to memory is made clear
by an anticipatory phrase which alerts the reader to the
coming change.
as well) the

In both stories (and in some later works

~ransitional

phrase describes a ray of light

which illuminates the past; a light which the author has
referred to as the light of individual revelation:
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At first that entire dream was seen dimly,
save one point which was light, and which was
becoming more light. A nut-brown face. The
point of light began to spread. From its'
reflection a half-dark corner was illuminated.
("XAta hY'a ~,w p. 33 My translation.)
Saiyad, too, turned in his bed and faced
them. His eyes were fully open, a tiny aperture
slowly forming in the darkness of his mind. A
streak of light filtered in through the aperture.
("Sirhiyan," Tr. Memon, p. 9~Indian Literature, 1976).
In later stories the transition becomes more abrupt,
forcing the readers themselves to make the connection
between the main story line and the interpolated
illustrative passages.

This gives these stories the more

broken plot line characteristic of Modernist works by
other authors in the sixties and seventies, but the
underlying structure of Intizar Husain's stories is still
the linear succession of events of the main story line,
to which the narrative inevitably returns.

Giving the

events of the main story line letters of the alphabet,
and the interpolated events numbers, this structure may
be schematized as follows:
line one:
line two:

ABC
I

D E
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etc.
etc.

The focus of the story may be in either line one
or line two.

In the latter part of the novel Basti, for

instance, the interest of the story is in the narrator's
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voyages into the Delhi of 1857 and into the worlds of
dastan and myth, rather than in the frame (line one) of
the days of the 1971 war.

In this it is similar to the

narrative structure of the gissa and dastan in which, as
Frances Pritchett has described:

"Events in the dastan

world consist of adventures which the heroes and their
allies encounter.

The details of life between

adventures, and the process of getting from one adventure
to the next, are treated cavalierly (1979, p. 1,7).

Line

one is often, though not always, a (usually short)
journey.

The peripatetic main character or narrator may

walk, or ride a tonga, ikka, bus, train or even a camel.
Line two is what he sees, thinks, experiences or says
along the way.

In the early fifties, for instance, line

one is often a small boy wandering through a woods or in
the streets of his rnuhallah.

Line two consists of the

incidents he witnesses along the way (as in "Majrna 'n and
"Jangal," both in the collection Kankari).

In the

sixties and seventies we often see a reflective adult
wandering the streets of Lahore, his perambulations
punctuated by thoughts or by recollections of appropriate
scenes from tales or myths (as in
in the collection Akhiri adrni).

"Parcha'~,"

included

If he is wandering with

a companion, line two represents their conversations
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("AQiL" (1974».

Line one is not necessarily a journey.

It may be a conversation, and line two the interpolated
thoughts of the main character.

In"~

bY'a

~"

for

instance, the narrative switches back and forth between
the thoughts of Manzur Husain and the story Shujat Ali is
telling.

In "Sirhiyan" too, the narration alternates

between Saiyad's memories and the conversation between
Akhtar and Bashir Bhai.

The great strength of Intizar

Husain's fiction comes when he is able to make the
separate incidents on both levels reflect and build on
each other, often through the repetition with variations
of a key symbol or phrase which gains added meaning with
each occurrence and unifies the work. The great defect is
when these separate incidents either are too random to
coalesce (as in "HaOiyon ka Ohane"

(196~»,

or are so

repetitious of each other as to become monotonous (as in
"Dusr i Oiyar" (197 Sb»

•

(These strengths and weaknesses,

and further examples of this structure, will be discussed
in Chapter Four.)
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Dastan
This structure, as was noted above, is similar to
that of the dastan.

In addition to this episodic

structure, which Inti2ar Husain seems to have
unconsciously adopted, he begins to make conscious use of
events from, and the styles of, the dastan, folktales and
myth towards the end of the fifties.
shahzadi" (1954e),

In "Am ki guthli ki

and in "Ek purani

kahani" (l958a) he merely retells star ies from dastans
with a modern moral added.

In"Et purani kahani" for

instance, he retells the tale of the king who wanted to
put a tax on milk after enjoying the hospitality of a
peasant and seeing his prosperity (a tale he used in "Et
bin likhi razmiyah" too, with pomegranate juice rather

than milk).

The story goes on to show the

ineffectiveness of wage-price controls and the economic
effect of overtaxation--a supply-sider's delight!

In

"Ghore Ki nada,n139written to commemorate the lOOth
anniversary of the war of 1857, a modern-day character
retells a tale he had heard in his youth from a person

l39published in Naya daur, v. 11-12: 19-45.
Naya dayr is undated, but this issue appears to be from
about 1958 or 1959.
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who had lived through that era.

The story is notable for

the characters' expressed nostalgia for the age of
dastans and gissas, and for the narrator's use of rhymed
prose to introduce his tale.

Intizar Husain's use of

these styles after 1958 however, is quite different.

Modernism
Like many other writers in Pakistan, Intizar was
affected by the declaration of Martial Law in 1958.

In

an interview with Karnil-ul Qadari, Intizar said of this
period:

"The stories I wrote after the 7th of October,

1958, are different from the earlier stories.

Both a

study of Kafka and the situation which we had entered as
a nation changed my direction.
those days.

"Akhiri Admi" too is from

I am now a different writer from the writer

I was from 1947 to 1958" (Qadari, 1972, p. 45).
Before 1958 his stories reconstruct the past
world of his childhood, explore the effects of hijrat,
and peer into the psychology of the individual,
particularly the sexual psychology.

These stories

reminisce, recreate, gently probe and contemplate.
are told by a detached observer who not

onl~

They

stands apart

from his subject but paraphrases the thoughts of his main
character rather than letting us hear them directly.

The
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events of 1958 provide a shock which abruptly jolts the
narrator out of nostalgia for the past into dismay at the
present.

True to his own dictum in his 1962 article

"Hamate

'aha ka Adab" that the sensibility of the age

should be reflected in an altered way of seeing, thinking
and feeling, his narration turns away from realism;
becomes more inward and more first person.

The passive,

detached, largely impersonal observer becomes an active,
involved (and didactic) questioner of individual and
community morality; a seeker of moral truths who feels
compelled to bear witness to the moral decline in himself
as well as in society as a whole.

While the protagonist

struggles to maintain his better self against his lower
self, his human nature against his animal nature, he is
surrounded by those who have surrendered to, or even
sought, the lower, animal nature of man.

He tries to

maintain his self-identity in separation from his
fellows, but paradoxically, while he cannot remain hUman
amongst those who are less than human, neither can he
remain human without them.

"To remain a man it is

necessary to be among men ••• man by himself is incomplete,
for man is tied to his fellow men" ("Akhiri aWni,"
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p. 11).l40Intizar Husain's works from 1958 through the
early sixties convey the message that the inner life of
the individual reflects the spiritual life of the society
as a whole.

The individual is part of a collective

culture, and the individual is himself responsible for
the actions taken by the community as a whole.

If the

actions of the community are wrong, the guilt lies as
much with the individual as with the society.

Intizar's

works during this period combine the typically Modernist
theme of the search for self-identity with an Islamic
emphasis on the bond of the individual to the community.
His first story to reflect this dual concern, and also
his first story to combine the inward turn with a move
beyond realism, the two most distinctive characteristics

l40 page numbers refer to the version of the story
in the collection Akbiri admi.
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of Modernism, is "AkbiLi admi."141Whi1e several stories
before 1958 incorporated tales and legends, "Akhiri

~n

is the first to recreate rather than merely reiterate its
source.

It draws on an incident related in the Quran in

which the inhabitants of a sea-side town (perhaps
'Aqabah) dug canals with sluices to catch fish on the
Sabbath, a day on which it is forbidden to fish.

The

Quranic passage also includes an admonition that it is
the duty of a man who sees evil to witness against it and

141some critics have mistakenly assumed nAkhiri
Admin to have been influenced by Ionesco's play
Rhinoceros. The author himself says that he was not
familiar with Rhinocerus at the time he wrote nAkhiri
Admi," and a comparison of the dates of the two works
shows that it would have been impossible for him to have
known of it then. "Akhiri~" was read in the Halgah~ Arbab-i ~ in 1958 and published in HUQush in 1961.
Although Rhinoceros was published in French as a story in
1957 (Richard Coe. Ionesco; A Study of His Plays.
London: Methuen, 1961, 1971, p. 180) its first
performance as a play was August, 1959 on the BBC
(Rondald Hayman. Contemporary Playwrights; Eugene
Ionesco. London: Heinemann, 1972, p. xxi.) and it was
first produced on stage in Paris the 25th of January,
1960 (Eugene Ionesco. Rhinoceros and Other Plays. New
York: Grove Press, 1960, p. 3.). Any influence of
Rhinoceros upon "Akhiri Admi" was thus impossible. A
more credible reason for the similarity between the two
works is that both were influenced by Kafka's
"Metamorphosis." Intizar Husain referred to the impact
of Kafka's "Metamorphosis" on his own thinking in his
interview with Kamil-u1 Qadari, quoted above. Hayman
discusses the influence of Kafka's Metamorphoses on
Ionesco (p. 70).
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for the truth, the theme of the nearly contemporary story
"Shahadat" (1959):
And ask them (0 Muhammad) of the township
that was by the sea, how they did break the
sabbath, how their big fish carne unto them
visibly upon their sabbath day and on a day when
they did not keep sabbath came they not unto
them. Thus did we try them for that they were
evildoers.
And when a community among them said: "Why
preach ye to a folk whom Allah is about to
destroy and punish with an awful doom, they said:
In order to be free from guilt before your Lord,
and that haply they may ward off (evil).
And when they forgot that whereof they had
been reminded, We rescued those who forbade
wrong, and visited those who did wrong with
dreadful punishment because they were evillivers.
So when they took pride in that which they
had been forbidden, We said unto them: Be ye
apes despised and loathedll42
"Akhiri-admi" develops this kernel of story through
the point of view of a single character, Alyasef, who

142The Meaning of the Glorious Out'an: Text and
Explanatory Translation, by Marmaduke Pickthall.
Karachi: Taj Company, Ltd. n. d. Quote is S. vii. 163166.
Maulana Abdul Majid in his commentary to this
section (The Holy Qur'an. Karachi: Taj Co., 1971, V. 1.)
states that "the Jews cut canals from the sea for the
fish to enter, with sluices, which they shut on the
sabbath, to· prevent their return to the sea,· and adds
that the city by the sea refers to the "port of ancient
Ailah (Elath) or modern 'Aqaba, in the north-east of the
Red Sea" (p.159-A).
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mentally struggles to remain human while seeing his
fellows turn animal, perhaps an allegory for the
situation of man in a corrupt society.

As in Intizar's

other works in which man is a mixture of good and evil
rather than purely good, Alyasef too is as guilty as his
fellows, and must fight his own self-deception and fear
within as well as deception without.

Because he is so

human, the reader sympathizes with his suffering and his
struggle, while realizing the inevitability of his
downfall, which is presented through a series of ironic
transformations of the very means by which he had sinned.
The story is told in the third person with both
psycho-narration and direct quotation of Alyasef's
thoughts.

Although the narration occasionally goes

beyond the mind of Alyasef to give omniscient commentary
(for example, "And as Alyasef was a clever man ••• " p. 6),
the tale is presented mainly through his present mental
struggle, with interpolated memories of the events which
led up to it.

In this case the focus of the story is in

the inner life of the character (line one, in the diagram
above) rather than in the memories of past events (line
two).
nAkhiri Admin

begins in media

the last man in the village.

~

with Alyasef

Ironically, he vows upon
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the name of God that wI was born in the form of a man and
I will die in the form of a man. n

Ironically, because we

learn that he had earlier vowed upon the name of God that
he would not fish upon the Sabbath.

He himself broke the

first vow, and God will break his second.

The ironic

deception or trick is a theme throughout the story.

The

monkeys disappear from the town and the people rejoice.
When the man who had forbidden them to fish on the
Sabbath tells them,

n •••

the monkeys exist among you, but

you see them not, ••• n (p. 1), they think he jokes, but
within three days they have themselves become monkeys,
proving him correct.
his oath.

Alyasef deceives words by breaking

Words then deceive Alyasef:

first when his

words warning the people of danger themselves bring on
the danger as the people turn into monkeys from fear;
second, when he loses the ability to communicate with his
fellows and his words become garbled.

Alyasef uses his

intellect to keep the letter of his oath while breaking
the spirit of it, thus making the words of his oath as
meaningless as his later words are to become:
And as Alyasef was a clever man, he dug a
pool a little way in from the sea, then dug a
canal from it, leading back to the sea. On the
Sabbath, when the fish came up to the surface,
they swam into the canal and then into the pool,
and the day after the Sabbath Alyasef caught many
fish in the pool. When the person who had
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forbidden catching fish on the Sabbath saw this,
he said, ·Verily, God will deceive anyone who
deceives Him. And God is surely the greater
Deceiver" (Translation by Leslie Flemming,
m. s.).
Seeing that the people of the town become monkeys
whenever they express any human emotion (not merely
negative emotions, as Sajjad Baqar Rizvi suggests (Rizvi
1968, p. z ), he uses his intellect to avoid any
expression of emotion.

He takes refuge inside his self

(zat) and becomes like an island.

Just as he had dug a

pool and a canal to bring in the waters of the sea, in an
ironic reversal he now builds an island and dikes to keep
~

the waters of the sea of emotions.

Having disdained

all human emotions, love and hate, anger and pity, sorrow
and joy, he considers himself an island of that which is
human.

He looks at the disfigured faces of his fellows

with a feeling of superiority and renounces all ties with
them.

Ironically, again, once he has made himself an

island and built dikes to keep back the emotions which
might change him from without, he feels a rock growing
inside him and realizes he is changing from within.

He

cannot remain human with emotions, nor can he remain
human without them.
intellect.

As words had failed him, so too does

The greatest irony is that, having repudiated

all bonds with his fellows in his effort to remain human,
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he realizes that he cannot know that he is human unless
there is a fellow human to witness to his humanness.
cannot be human with his fellows nor without them.

He
At

last Alyasef sees his face in a lake, knows that he has
changed, and, perhaps involuntarily, goes to rejoin his
beloved and his fellows.
He sat down at the edge of the lake, drank
some water, and rested. Just then, staring at
the pearl-like water, he was startled. "Is this
me?" he cried, seeing his face in the water.
Then he screamed. And his scream took hold of
him and he started to run.
Alyasef's scream took hold of him. And he
ran and ran, heedlessly, as if the lake were
pursuing him. After a while, the soles of his
feet and his side began to hurt. Still he ran,
although the pain in his side grew even greater.
And then he felt the impulse to bend over and put
his hands on the ground very naturally. Alyasef
bent down and put his hands on the ground, and,
smelling Bint al-Khizr, took off like a shot on
all fours. (Translation by Leslie Flemming,
m. s.)

The above passage illustrates one of the
techniques the author uses to differentiate this work
from realistic fiction, that is, the repetition of the
last line of a paragraph at the beginning of the next
paragraph.

By thus drawing attention to "how" rather

than "what" is said, he focuses on the literariness of
the form rather than its reference to a context.
Roman Jakobsen has suggested, this emphasizes the

As
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"poetic" rather than the "realistic" aspect of the story
(Jakobsen

1972, pp. 85-122).

Intizar uses repetition

and contrast in the transformation of the villagers into
monkeys as well.

Six individual instances of this

metamorphosis are shown, but each is sufficiently
different from the others so that their effect upon the
reader is cumulative rather than monotonous.
example:

For

"Ibn Zablun came out of himself in anger, and

Ilyab shrank into himself in fear" (p. 2 in the
collection Akhiri admi).

The contrast in the ways in

which they change (shrinking inward or expanding outward)
and the variety of the emotions which trigger the
alteration, build up the reader's expectation of the
inevitability of the metamorphosis, as well as his
appreciation of the tension in Alyasef's efforts to
resist the change.

Alyasef himself repeats each of the

emotions and actions already experienced by the others.
He tries to avoid fear and anger, love and hate; and he
feels himself alternately contracting within himself,
becoming like a rock, or expanding outward as though his
limbs were becoming elongated.

There is a particular

tension between the line " ••• and he considered his
fellows

(ham~)

to be strangers (na

jinQ)

and became

indifferent to them ••• ," and his longing for his beloved
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Bint al-Khizr.

The line is repeated twice in this exact

form, and variations of it occur several times more,
alternating with his expressions of love for the daughter
of Ilakhizrk.

For Alyasef though, neither intellect nor

love nor repentance can redeem him from the fate he has
brought upon himself by his denial of his sworn world.
~Akhir~ admi~

marks a turn away from the mimetic,

representational stories of the"fifties to illustrative
narratives which use elements of myth and later
incorporate surrealism.

In addition to the stylistic

devices he uses to distinguish this story from realistic
fiction, the act of transformation itself takes it out of
the real world and into the world of folklore and myth.
In an article he read in the

HalQah-~

Arbab-i

~

in

1959, Intizar Husain regrets the passing of the age of
dastans, when men could realistically be shown taking on
the form of other creatures such as trees or animals, as
in Jan-i Alam in which the man becomes a monkey, then a
parrot, and then again a man (referred to in his
ftIjtima'i tahzjb

~

afsanah,n p. 58).

Now, however, the

man who becomes a monkey has lost this ability to return
to the form of a man.
The"man who is too weak to maintain his human
identity in ftAkhirj Admin is too weak to witness to his
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identity in "Sbahadat.-

"Ahiri

~n

is an excellent

piece of fiction, masterful in its use of irony, and
along with the later -zaxg kutta,- among his best-known
and most highly regarded works. The less famous
nSbahadat n also, however, has much to recommend it, both
for its implications for the moral consequences of every
day actions and for its insightful portrait of selfdeception and its effect upon self-identity.
Scholes and Kellogg have noted that illustrative
fiction is often didactic or allegorical (1969, pp. 87,
109), and this is true of "Sbahadat n and "Akhiri ~n as
well as of Intizar Husain's other stories after 1958
which warn of the moral decline and loss of identity of
both man and society through their capitulation to their
baser instincts.

The last man falls through

greed~

Ali

Ahmad in "Sbahadat" turns from the Truth out of fear.
Sajjad Baqar Rizvi notes:

As

nAnother sign of spiritual and

moral decline is that man refuses (munkar) to testify
(Sbahadat) to the Truth (Hag), and he who refuses to
testify to the Truth refuses his own existence , and he
who refuses his own existence breaks apartn (Preface to
Akhiri admi, pp. k-l).

The words munkar, shahadat and

hag, which are used in the story as well, can mean

refusing to testify to the truth, but can also imply a
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refusal of martyrdom for the Truth of God.

·Shahadat"

combines the secular level with the religious dimension.
The very commonplace act of saying one's name becomes the
equivalent, for the protagonist, of al-Hallaj's fatal act
of announcing

"Ana'~

hag£" ("I am the Truth").

The

protagonist's recollections of religious events draw a
parallel between his act of omission--he did n2t say his
name--and both Peter's denial of Christ, and the refusal
of the man who left the caravan under the cover of
darkness to die with Ali.

He contrasts his own actions

with those of Ali, who proclaimed " ••• better than living
a hundred years as a jackal is it to live a single day as
a lion" (p. l72).143 Ali Ahmad, however, unlike his
namesake, rationalizes " ••• after all, what's in a name,
and anyway, suicide is forbidden in Islam" (p. 172).
Like most of Intizar Husain's fiction, "Shahadat"
too can be diagrammed as a story in two layers.

In this

case line one is the narrative line in the protagonist's
present, in which he waits with Sharif for their turn at
the claimant's office.

The protagonist is to testify to

the identity of Sharif, whom he does not seem to know

l43 page numbers refer to the version in Akhiri
AWni.
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very well, as Sharif must coach him on his full name, his
father's name, and the description of the house which he
is claiming he left behind in India, a hint, in fact,
that he may be bearing false witness in this testimony.
The only actions in this layer of the story are that he
and Sharif go out of the office to stand in the shade of
a bus stand.

Be waits there for Sharif's turn in the

office until they finally give up for the day and leave
in a tonga.

The sequence of events in this secular,

materialistically oriented level of the story is in
strict chronofogical order.

The real focus of the story

is in the second layer of the thoughts of Ali Ahmad, and
this layer is considerably more complex.

It includes

both his memory of a day in his personal history and his
recollections of events in religious history.

Be

remembers a truck ride he took back to his home on an Eid
day during the riots before Partition.

The chronological

sequence of events is that he dressed in an achkan;
decided the achkan was too obviously Muslim and changed
to pants and a shirt: took a seat in the truck: saw that
the driver was Sikh and his fellow passengers Hindu;
somewhat later saw a Sikh with a long beard and
prominently d.isplayed knife sit behind him; after a
lengthy mental debate decided that he would give his true
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name if asked; inwardly writhed in anger while listening
to the Hindu passengers berate the role of Muslim
students during recent communal riots; was given a chance
to witness to his religious identity when a Hindu
passenger asked him how many "Muhammedan" students there
were in his class; noticed that the Sikh had left his
seat; evaded the Hindu's questions and thus failed to
witness for the Truth; left the truck and went to his
home in a tonga.
The second line does not follow a simple
chronological sequence of events however.

The story

begins abruptly, without any prefatory statement, with an
(unattributed) quotation from Luke 22:

55-62, in which
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Peter thrice denies his relationship with Christ. 144
Without any transitional phrase, it then switches
suddenly within the same paragraph to a narrative present
account of the scene in which he sees a Sikh sitting
behind him in the truck; a scene that chronologically
occurs a third of the way into his remembered journey.
Again with no transition save an elipsis, the story comes
at once into the present with his conversation with
Sharif.

This more broken narrative, as well as the much

greater emphasis on internal rather than external events,
are characteristics of Modernist fiction.

144The section the story quotes is:
••• and when they had kindled a fire in the
middle of the courtyard and sat down together,
Peter sat among· them. Then a maid, seeing him as
he sat in the light and gazing at him, said,
"This man also was with him." But he denied it,
saying, "Woman, I do not know him." And a little
later some one else saw him and said, "You also
are one of them." But Peter said, "Man, I am
not." And after an interval of about an hour
still another insisted, saying, "Certainly this
man also was with him; for he is a Galilean."
But Peter said, "Man, I do not know what you are
saying." And immediately, while he was still
speaking, the cock crowed. And the Lord turned
and looked at Peter. And Peter remembered the
word of the Lord, how he had said to him, "Before
the cock crows today you will deny me three
times." And he went out and wept bitterly.
(Revised Standard)
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The story operates in three realms:

the secular,

materialistic one of the protagonist's present at the
claimant

office~

the psychological and philosophical one

of the character's mental struggle during an event of his
personal

history~

and the cultural and religious one of

events from Shi'i and Christian religious history, as
well as one tale from the world of dastans (that of the
fly which forgets its name).

These three realms are

joined by the action, repeated in each realm, of
witnessing (Ali, and the protagonist in the present) or
failing to witness (Peter, the man who left the caravan,
and the protagonist in the past).

The subsidiary action

of announcing a name links the primary theme of
witnessing with the secondary theme of self-identity.
Naming and witnessing are tied through the protagonist's
willingness to testify to Sharif's name in the present
and through his fear of testifying to his own name in the
past--an action which would be equivalent to witnessing
for his religion, as his name would show him to be a
Muslim.

The importance of a name for self-identity is

shown in the folktale of the fly's distress at forgetting
its name, and more importantly, in the twice repeated
formula, wBecause I ••• , therefore I am."

This formula is

first given as wBecause I have a name, therefore I am,
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and if I had no name ••• • (p. 166), and then as -I give
witness, therefore I am· (p. 168), further linking naming
and witnessing.

The actions of failing to witness are

linked by the phrase • ••• and when he thought upon it ••• R
which concludes each action of denial.

Peter, • ••• when

he thought upon it, wept bitterly ••• • (p. 159); the
people of Damascus, having seen the Truth on the point of
a spear (the heads of Ali and his followers) and having
failed to witness to the Truth, • ••• when they thought
upon it, bowed their heads in shame ••• ·(p. 168); and the
protagonist, having failed to witness to his name and
religious identity, " ••• when he thought upon it, wondered
if he had forgotten his own name" (p. 173). This
connection of religious identity and self-identity is a
modern touch.

The search for or loss of identity is a

common theme through-out Modernist Urdu fiction of the
early sixties.

Intizar Husain is unique, however, in

giving it a moral dimension and linking it to man's
struggle against his own as well as external forces of
disintegration.
Ali Ahmad's failure to witness, like that of
Peter and the man who left the caravan, is due to fear.
The comparison of the rather commonplace event of his
failure to give his name with Peter's denial of Christ
and with the events at Karbala is not as farfetched as it
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might at first Seem.

Though they differ in degree, the

situation in each case is similar:

denying one's

religious identity under circumstances in which an act of
witnessing to it might lead to death.

Though Ali Ahmad's

danger is less certain than that of Peter or the caravan,
his fear is very real:

ftSomeone had grabbed his

throbbing heart from inside.

He was frozen on his seat

and sweat was running down his neck and creeping down his
back.

He felt as though the truck had descended into a

chasm and, slowly swimming in the vacuum, was descending
downwards ft (p. 172). His palpable fear makes all the
more human his attempts to justify to himself his
repeated denials of his self-identity.
Like the novels of Henry James, this is a story
of conscience and morality in its depiction of a
character who is partially aware, as the author and
reader are fully, of the extent of his self-deception and
its effect on his self-identity.

The following section

describing his decision to change from the too obviously
Muslim achkan to the religiously neutral pants and shirt
subtly shows the contrast between his real reason for the
change, and the reason he expresses to himself:
The day was BaQar~. Wearing his achkan he
thought, today he could easily catch the first
truck. There weren't any courts open today so no
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litigants would be coming out of their houses.
And then the Muslims would not be traveling. At
least one could not expect to see any Muslim
before the time of prayers. This made him think
how circumspect Muslims had become in traveling
nowadays.
Who would travel alone now. And if anyone
did then he was careful that his manner and
clothes did not give away his identity. He
buttoned up the achkan, combed his hair, picked
up the handkerchief from the table and put it in
his pocket. As he was going out of the room he
turned again and looked at the collar of the
achkan in the mirror, then stepped back from the
mirror and looked directly at the achkan. He was
thinking, was it really necessary to wear an
achkan on Bagar~? If it was dirty then why
not take it off and wear pants and a shirt. But
he could not see any stains or spots anywhere and
he closed the door and went outside. The sun had
come out. The morning coolness which had been in
the air until then had left and the heat was
beginning to spread with the rising sun. He
looked at his achkan again and thought that
sitting in the truck would spoil the achkan. Why
not wear pants and shirt after all. He quickly
went inside. Quickly changed clothes, and
dressed in pants and a shirt came out and set off
in the direction of the truck stand (pp. 161162) •
As much as he tries to convince himself
otherwise, he is at least unconsciously aware of his
self-deception.

Despite his stated conviction that:

"Now he was free from the net of its results and effects.
Who knew what he said or didn't say during a trip in a
truck.

And what difference did it make

~

he said.

What a man is he will remain, and the truth does not
depend on anyone's announcement of it" (pp. 172-173).
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Still be feels as though he is breaking apart, and as
though an unknown sorrow has encircled his self.
While the conscious layer of the character's
personality rationalizes his actions, a less conscious
level throws up memories of events in religious and
cultural history which belie his attempts at selfjustification.

This -layering" is evident in the

structure of the story and the realms of its subjects as
well as in the personality of its character.

·Shahadat"

is a good example of a story in which Intizar Husain's
typical layered structure operates successfully; the
incidents in each layer inter-relating, reflecting on and
adding symbolic meaning to events in the other.

Ali

Ahmad's wrestling with his fear and his desire to witness
resonate with significance because we are reminded of
that other Ali and the events at Karbala.

This use of

interacting layers or levels of meaning, usually
presented as two lines of a linear series of events one
of which serves as a frame for the other, remains typical
of Intizar's fiction throughout the sixties and
seventies.

His concern with man's attempt to maintain

his self-identity in the face of his own baser instincts
is characteristic of his work in the early sixties.
Intizar Husain's self-identity is, as Hernon has
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described, a ·spiritual individuality" (Memon 1981,
p. 82).

Other aspects of the search for or attempt to

maintain one's self-identity, as well as the inward turn
in subject and move away from realism in style which
start with Intizar's "Akhiri admi" predominate in the
fiction of the sixties.
The inward turn appears in stories in the early
sixties which focus on a single individual, usually
identifiable as the persona of the author.

This

protagonist is to varying degrees alienated from or
discontented with his surroundings.

The search for self

and the question "Who am I?ft is a constant refrain during
this period.

Some stories in the first years of the

decade of the sixties show an obvious influence of the
French existentialists, and several make reference to
Dostoevsky and other Western authors.

This direct

Western influence is less obvious later in the decade
when there appears a greater emphasis on purely formal
properties of the story such as the repetition of key
phrases, complex imagery, a more broken narrative in
which the elements of the story are linked by association
rather than chronology or causal relationship, and more
use of fantasy and surrealism.

The leaders in both the

inward turn in subject and the experimentalism in

259

technique were Intizar Husain and Enver Sajjad in
Pakistan, and Surendra Prakash and Balraj Mainra in
"

In d 1a.

145

145

Intizar Husain, Enver Sajjad, Surendra Prakash
and Balraj Mainra have remained the leaders in technical
innovations in the story even into the late sixties and
the seventies, as succeeding generations of Urdu
Modernists have largely copied the standards set by
the first four Modernists.

CHAPTER FOUR
MODERNISM

Modernist fiction, then, is experimental or
innovatory in form, displaying marked deviations
from preexisting modes of discourse, literary and
non-literary. Modernist fiction is concerned
with consciousness, and also with the
subconscious and unconscious workings of the
human mind ••• [in Modernist fiction) alternative
methods of aesthetic ordering become more
prominent, such as allusion to or imitation of
literary models or mythical archetypes, and the
repetition-with-variation of motifs, images,
symbols--a technique variously described as
'rhythm,' 'Leitmotif' and 'spatial form.' (David
Lodge. The Modes of Modern Writing: Metap~
Metonymy. and the Typology of Modern Literature.
1977, pp. 45-46.
The features of Modernist Western fiction
described by David Lodge are markedly similar to the
characteristics of Modernism in Urdu. In Modern Urdu
fiction too, there has been an inward turn of the
narrative--a concern for the inner mental and spiritual
life of the characteri and a greater attention to form-particularly an interest in styles other than the
realistic, representational style which had been part of
the formula of the Progressives and which was considered
260
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less able to reflect the inner life of the character.
The inward turn in the subject of the story dominates in
the first half of the sixties; the intense
experimentation with form prevails in the latter half of
the decade. In the seventies Modernism had become an
established Movement.

The techniques introduced in the

sixties were no longer experimental, but a developed and
accepted repertoire which could be freely drawn upon to
express a variety of subjects, including social and
political as well as "existential" themes.
The Precursors and the Modernists

Subjects
The stories of the precursors of Modernism
foreshadowed many aspects of both the subjects and
techniques of the Modernists.

The inward turn had begun

in those works of the precursors which focused on an
individual character and his thoughts, visions, dreams,
and hallucinations as expressed through an internal
monologue or stream of consciousness technique.

These

stories exploring the psychology of a character were
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forerunners of the Modernist stories of the sixties. They
differ from most works of the Modernists, however, in
that they more often see this character as a reflection
of various social and political factors rather than as
being of interest in his or her own right ( perhaps
because the character is usually a "character" rather
than a persona of the author).
The stories of the Modernists delve more deeply
into the conscious and subconscious of a highly
individualized character (often in some way identifiable
with the author) than did those of their precursors.

The

protagonist of the Modernist story in the early sixties
was frequently dissatisfied or alienated, either because
of his perception of the decline of traditional values or
his certainty of the lack of any present values or
meaning to existence.

The questioning characters in

these usually first person stories constantly search for
the self and for the meaning of

existence~

little touched upon by their precursors.

both themes
In Manto's
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"Fjrishtah", for example, the images we see in the
hallucinations Ataullah suffers while in the hospital
metaphorically express the world's ill-treatment of him
and his family.

In Enver Sajjad's "Djyar

~

daryazah"

we see another character hallucinating in a hospital, but
now his concerns are his identity and the meaning of his
existence. The search for self becomes sufistic in the
stories of Intizar Husain and takes on mythic overtones
of birth and rebirth in the works of Surendra Prakash.
In the fiction of Balraj Mainra the character's defiant
assertion of the self is an act of bravado against the
conventional and prosaic world.
The depiction of a decline of values in Manto's
"Phungne" is much closer to the use of this theme in the
works of the Modernists.

"Phundne's" portrayal of the

disintegration of family ties and the decay of values
leading to a world of moral anarchy and ultimate
meaninglessness is truly Modern in tone. Nearly every
Modernist author has written similar stories depicting
either the decline of values or the sense of
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meaninglessness resulting from a loss of values.
Husain, whose stories "Akhirj aQmi" and

Intizar

~Shahadat"

(discussed in Chapter Three) had focused on this topic in
the late fifties, has made this a dominant theme in
nearly all his works.

In Intizar Husain's fiction from

the late fifties and early sixties we see an individual
and societal decline in values expressed symbolically
through the metamorphosis of the hUman into the animal
(as in "Akhjri
"~~,"

~,"

"eadiyon Ka dhanc,"

and "Tangen").

"~kutta,"

From the late sixties to the

present the decline has increasingly become a universal
fall of man, culminating in the apocalyptic vision in his
latest novel Bastj.
In Enver Sajjad's stories from the beginning of
the decade the decline of values is presented through a
character who is a criminal or insane, or who has become
alienated from life and nauseated by its absurdity.

This

character's bitterness, frustration, jealousy and greed
for material wealth lead him to attempt to smuggle gold
("~

ki talash") and to murder or attempt to murder

(due to greed in
~,"

"J~

vatan," to jealousy in "Ng marne

and to drug-induced obsessive dreams and

265

hallucinations in -Ankh

~

sayah-).

In his stories from

1964 on, his character finds an answer to alienation and
meaninglessness in the struggle for an ideal and against
oppression.

The themes of struggle and protest in his

stories continue from 1964 to the present and are
predominantly social and political in tone.
Surendra Prakash's main character is constantly
concerned with questions of guilt and social
responsibility, isolation and alienation, and after 1969,
with the inability of either rulers or divinities to
alleviate individual or social problems.

The character's

conviction of the meaninglessness of existence is perhaps
at its zenith in the works of Balraj Mainra, whose
protagonists in the early sixties die or commit sUicide
at the rate of nearly one a story.

Techniques
The attempt to portray something more than the
mere surface of external reality led the precursors to
experiment with a number of techniques, including the use
of myth, surrealism, internal monologue, stream of
consciousne~s,

and the repetition and juxtaposition of

key phrases and images (examples of
in Chapter Two).

~hich

were discussed

These early technical experiments of
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the -new literature" authors of the thirties, forties and
fifties were much further developed in the works of the
Modernists in the sixties.
Mumtaz Shirin had made use of a rather stilted
and arbitrary comparison of related myths in her 1957
Megb malbaIe

Intizar Husain's layered structure in which

incidents from myth, history or the past of the character
are juxtaposed with the present through the memory or
thoughts of the protagonist, however, allows a natural
juxtaposition of past and present in which there is -the
fusion of an instant of the present with an instant of
the past.- 146 surendra Prakash also incorporates myths
into his stories, but rather than joining events in the
areal- world with recalled (or later, surreal) incidents
from the world of myth, as in the stories of Intizar
Husain, he creates a world wholly in the realm of
fantasy.

In the stories of Surendra Prakash, the

elements of traditional myth are distorted and

l46 Sa id by Gerard Genette of Proust in his
Figures, (Paris, 1966), p. 40. Quoted by Joseph Frank.
-Spatial Form: An ~~swer to Critics. Critical InQuiry.
V. 4. N. 2. (Winter, 1977): p. 234. That a description
of the works of Proust applies so well to the works of
Intizar Husain may explain why Intizar himself chose to
quote Proust in his article -Hamare 'AhQ kA Adab(Sayera. V. 31. (Dec., 1962): 8-17. Quote from p. 8.)
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disturbing_

The dissillusioned characters wait for gods

or prophets who remain absent (Rama and Sita in -Ban
and Noah in

RKhasht-~ ~R)

~"

or discover old Gods to be

decayed and powerless (RJipizanR) or at war with each
other (RKhasht-Q gylR).
Enver Sajjad and Balraj Mainra use mythic
references far less than do Intizar Husain and Surendra
Prakash.

Enver Sajjad's stories occasionally. mention

incidents from the Islamic past such as Abraham's
willingness to sacrifice his son Isaac (in -Ankh AYX
sayah R) and the Imam Mehdi (in R~, ha2a ~ lunja~ and
Khushiyon ka bagh), but more often use Greek myths (such
as the cyclops in "Divar aur darvazah" and Prometheus in
-PrQmithi'~·)

or historical and artistic allusions (such

as Pavlov in "Divar

~

and ·Sazashi (2),R

and the Hieronymus Bosch painting

darvazah," Mohenjo Daro in "Sazashi"

·The Garden of Delights" in two stories and a novel with
RKhushiyon ta hash R in their titles). Mainra's allusions
are primarily literary or cultural and include Manto,
Camus (his story

R~R

is dedicated to Camus),

Dostoevsky, Qurratulain Hyder's character Gotam Nilambar
(in ·Kampozishan
Dean.

~R)

and the American film star James
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Ahmed Ali had experimented with surrealism in his
"aut se pah1e in 1932, but Enver Sajjad, the first of the
Modernist authors of the sixties to use surrealism, has
made much more extensive use of this technique in his
stories after 1960. Bis ·Ba marne

~ft

(1960d)and later

stories oscillate between the surreal and the
hallucinatory in settings which begin in a "real,n or at
least a possible world, and which, through the viewpoint
of the protagonist, we see defamiliarized 147 into a world
of the absurd and fantastic.

Other stories set

completely in a world of fantasy are illustrative
fictions in which the setting, events, and even images
are symbolic of ideas or of current (usually political)
events. Enver Sajjad has been notably successful in using
actions to construct readily visualizable images which
function as symbols, as in his ·Pathar, lahY, kutta,n in
which the shape made in the air by a whip held by a
"cowboy" and the action of the whip's descending handle
form a dollar sign.

147Shklovsky believed that the purpose of art was
to make the familiar unfamiliar, a practice he called
ostranenie. Bis theory and examples of its application
have been well described by R. B. Stacy in his
Defamiliarization in Language and Literature. (Syracuse:
Syracuse University Press, 1977)0
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Most of Balraj Mainra's stories are given
realistic settings in a coffee house, a T. B. Hospital,
Connaught Place, Model Town, and the roads and buses
which run between them.

in blaik aind

~,-

Bowever his -Magtal,· ·Portrajt

·Sahil Ki zjllat,- and the second,

fifth and last of the stories in his ·composition n series
make use of a world of fantasy.

There is little use of

surrealism in Surendra Prakash's works before 1966, but
from 1966 to the present his stories have been set almost
wholly in a world of surrealism and fantasy. Several of
Intizar Husain's fictions which recreate the feeling of a
dastan are set in a world of fantasy, and in others (most
notably in Basti) his protagonist's digressions into
worlds of the past or of myth are presented as real (and
hence as surreal) rather than as merely the recollections
of the character.

A non-mimetic, surreal or fantastic

setting which forces a symbolic interpretation of the
events of the stories is one of the favorite forms of the
Modernists, and one which has been extensively followed
by later generations of authors in the seventies.
A number of Modernist stories have experimented
with the order of the narrative units in the work,
arranging them according to association or an externally
determined pattern rather than by the temporal or causal
sequence of events in the ·story.- This type of deviation
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from the traditional structure of the story is what some
Urdu critics refer to as an "abstract" story, and what
Western critics would call ·spatial form."

The stream of

consciousness technique, one way in which a work can be
given a spatial rather than a temporal form, was
significantly developed by the Modernist authors. The
narration stayed fairly close to the surface of the
consciousness of the narrator in the stories by Muhammad
Hasan Askari, Qurratulain Hyder, Sajjad Zaheer and Ahmed
Ali which used internal monologue and stream of
consciousness techniques. In Surendra Prakash's 1968
story "Talgarmas,· however, the varied scenes of death
and procreation are joined on a level of association
below that of conscious thought. In the earlier works
there is a clear story line which can be separated from
its form and retold apart from any consideration of the
manner in which it was presented in the story.

In

"Talgarmas· the form and content are inseparable, and it
is impossible to paraphrase a ·plot" of the story without
a discussion of the technique by which the "plot" is
built. As the events in the story are joined by
association rather than because one incident causes or
temporally precedes the next, all the actions of the
story are, in effect, simultaneously present.
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Surendra Prakash's ·Talgarmas· goes further than
most Modernist fiction in the degree to which it links
the incidents in the story solely by association.
Intizar Busain, Enver Sajjad and Balraj Mainra more often
use an internal monologue which is closer to the level of
consciousness to present the first person thoughts of
their protagonists.

In the multi-layered structure

typical of Intizar Husain's works, a second level of the
story is frequently the associations or memories of the
character.

The internal monologue of the protagonist in

most of Enver Sajjad's stories from the early sixties
takes us into a world of hallucinations and insanity.
His more experimental 1963 story "13" uses association to
join various disparate real and surreal sequences replete
with vivid images of death and decay.

In Balraj Mainra's

fiction the internal monologue allows a contrast between
the cynical, cool, detached and usually silent
protagonist and the more emotional characters who serve
as his foil.
Other techniques by which the story takes on the
characteristics of spatial form include the repetition of
motifs, images and symbols, and the imposition of an
externally-determined structure or pattern. The
repetition of symbols and descriptive phrases is found in
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several stories of the precursorsJ the subordination of
the story line to a specific pattern was developed by the
Modernists.
The images of imprisonment repeated throughout
Ahmed Ali's "Qaig khanah" give that story unity through
its varied settings of an English pub, a "monkey" cage, a
jungle tribe, and the India of 1857 and of today.

Mumtaz

Shirin attempts to tie together Greek and Hindu myth with
modern day Iran and Karachi through the repetition of
musical motifs.

Among the stories of the precursors,

Manto's "Phundne" is the most successful and the most
innovative in its use of the repetition of both key
phrases and of bundles of related images.

Mainra's use

of the phrase "slanted oblique" as an adjective for a
variety of different objects throughout his story
"Magtal" is very similar to the technique used by Manto,
and as did the repetition of the word "tassels" in
"Phundne," it forces the reader to consider each of the
objects so described as in some way related to the
others.
Enver Sajjad both repeats phrases, sentences, or
even paragraphs within the body of the work, and also
frames the story and provides a sense of an ending either
by returning at the end to the action or setting used at
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the beginning of the story (as in -Kekar" and

-~

Ai

talash") or by actually repeating several of the
sentences used at the beginning of the story.

(The

latter technique was one which Manto had used in his 1953
story "Firishtah.") An early example of such a frame of
repeated sentences is Enver Sajjad's "Lapakte
ghana'Yni yaden ,- published in 1953.

Most of his framed

stories are more recent, including "Pathar,
"~

stori,- "Ban

"Khushiyon ka

~ ~,"

Ah21~,

~Kansar,·

~,

kutta,"

and most notably,

~."

Surendra Prakash rarely repeats phrases within
the body of the work as do Enver Sajjad and Balraj
Mainra, but he does utilize a frame of repeated actions
at the beginning and end of the story in "Khasht-Q gul"
and "Manadi," and a repetition with variations of a key
action in "Jangal

~

kati bY'i lakriyan." Intizar Husain

often uses the repetition of a key symbol or phrase to
make the separate incidents in his typically two-layered
stories reflect and build on each other.

Bis works in

the sixties and seventies continue the technique he had
developed in "Akhiri

~.

and "Shahadat" (discussed in

Chapter Three).
Another method by which the Modernist story goes
beyond the limitations of the traditional linear plot is
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by the combination of several parallel plots.

An example

of such a multiple-plot story is Enver Sajjad's
RKaunpal. R This work continually shifts between the
description of a picture precariously dangling on a wall,
the torture of a poet, a flashback to his arrest, scenes
of a gathering storm, and the care with which his young
son protects a just-sprouted seedling.
The story can also take on the characteristics of
spatial form through the imposition of an externally
determined structure such as that in Balraj Mainra's
RKampozishan

~R

in which a single paragraph, with

significant additions and deletions, is repeated
throughout the story. In Mainra's RKampozishan mausam-i
sarma 'AJ R the author replicates the movements of
customers in a cafe by physically positioning the
snatches of conversation on the page as though the
portions of text were arranged at fttables,R and by
providing arrows and dotted lines to indicate the entry
or exit of the characters.
Another example of spatial form is Enver Sajjad's
RKhushiyon £a

~,R

which, inspired by Hieronymus

Bosch's triptych The Garden of Earthly Delights, deemphasizes the linear succession of events in time
characteristic of narrative fiction and reproduces the
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simultaneous presence of elements in a painting (and the
circular movement of the eye viewing these elements) by
the use of the present imperfect tense, convoluted
sentences, and a frame of key phrases repeated at the
beginning and end of the story.
These more innovative techniques which developed
in the late sixties for rearranging the order of
narrative units were the result of several years of
experimentation with the non-realistic, illustrative
story. From 1958 to 1970 the referents for the symbolism
in these stories becomes increasingly diffuse and less
easily assigned a specific meaning.

Intizar Husain's

"dastan" stories ("Akhiri admi," "Z£LQ kutta,·
~,.

"~

and ·Suiyan") use a straightforward chronological

sequence of events and draw on traditional imagery and
symbolism to which the context of the story adds a new
layer of meaning.

The symbolism in Enver Sajjad's

surrealistic stories is original and individualistic but
still often clearly referable to a specific social
condition or political event.

Surendra Prakash's

fantasies from 1966 through 1970 use symbolism which,
though based on Hindu religious tradition, is extremely
idiosyncratic and, as the attempts of various critics
show, capable of a wide range of interpretations.

This
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use of increasingly wdifficult" symbolism, which goes
beyond anything attempted by the precursors, reflects
these authors' efforts to use Wtechnique as discovery" to
explore more deeply the subjects of a decline of values
and a search for self which were first approached through
fairly traditional style stories in the early sixties.
The Decline of Values and the Search. for Self
Moss grows on the walls and doors, slowly,
slowly.
The city empties of voices, slowly, slowly.
The glitter of gold has at last brought it into
the house of dust.
The snake has built its home in bodies, slowly,
slowly.
Munir, is there the shadow of evil on this land
or what is there?
That the pace is ever faster, and the journey
slowly, slowly.
Munir Niyazi
(Quoted in
Zarre, 1976, p. 12)
Modernist literature in the West lamented ·the
decline in traditional values" (Spender 1963, p. 19) and
instituted a ·search for lasting beliefs in the midst of
confusion w (Cowley 1961, p. S8) in a wasteland in which
·civilization is destroyed and human nature changed"
(Spears 1970, p. 33).

The individual in the West was

said to be suffering from a wloss of meaning, of inner
security, the feeling of forsakenness, anxiety and
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alienation" (Kahler 1957, p. 146) due to the loss of
those permanent values which had at one time been ·valid
for a human community· (Kahler 1957, p. 187).
efforts to understand this

.
loss

The

led to an increasing

·internalization of events" (Kahler 1973, p. 5) and a
·stretching of consciousness" (Kahler 1973, p. 5) which
was expressed through an inward turn of the narrative.
In Urdu Modernism too, "as was described in
Chapter One, the critics felt that the old world of
tradition was dying, the old values were lost, and the
lack of new values had left man in a moral vacuum. (Issar
1967, p. 14).

Man was in danger of losing his sense of

community and his sense of self, and the attempt to
maintain or regain them resulted in an increasingly
inward-looking literature.
In the works of Intizar Husain and Surendra
Prakash this loss is expressed as a loss of community, of
communication, of individual morality, and of the
strength of traditional religions. For Enver Sajjad and
Balraj Mainra it is shown in the degradation of the
individual and in his fight to keep his sense of selfworth in a world of material profit and status.
alienation," anger and despair in the works of the
Pakistani authors often closely reflects current,

The
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especially political, events: that in the stories of the
Indian authors is more general. universal, and
metaphysical.
Intizar Husain
That day Prince Azad Bakht passed the morning
in the form of a fly--and that was a tyrannous
morning, as that which was apparent became hidden
and that which was hidden became apparent. That
was a morning such that what a person had, was
taken from him, and what a person was. emerged,
and Prince Azad Bakht became a fly (p. 93) •.• He
looked at himself again and again and said, "I am
not a man. then am I a fly?" But at that moment
he was not a fly either. "So I am neither a man
nor a fly. then what am I? Perhaps I am nothing
at all." With this thought he broke into a
sweat. and he thought that it was better to be a
fly than not to be (I. Husain 1962c, p. 104).
The works of Intizar Husain. in which the inner
life of the individual reflects the spiritual life of
societY,as a whole. combine the themes of the search for
self and the search for the values of the community. The
religious and cultural ideal he has continually sought in
his fiction is that of harmony: harmony between man and
his self; harmony between man and man; and harmony
between man and nature.

A world in harmony is his

utopia: a world of disharmony is a world approaching
Doomsday.

This utopian state of harmony and community

was symbolized by the small town or pre-industrial city
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he described so often in his fiction written during the
fifties.

Significantly, this world of myth and wonder

exists only in memory, and is seen solely through the
eyes of childhood.

While he seeks in a remembered past

the community of the village, he finds in the reality of
the present the anomie of the modern city torn by war and
civil strife. The harmony of man and nature in the
village is destroyed by the world of the machine in the
city.

The harmony of man and man within the community

gives way first to corruption (in the early sixties) and
the~

to riots and civil war (in the late sixties and in

the 1971 war). Man himself is split into a moral self and
an animalistic self.

In the early sixties the

protagonist fights to maintain his moral self and his
belief in the community. During the 1971 war both the
moral self and the possibility of community harmony are
no longer merely in decline: they are dead.

All actions,

all attempts at communication, and even all efforts to
escape are futile, and his memories of a childhood utopia
are replaced by predictions of a coming apocalypse. This
death of hope, and of the (moral) self, is reflected in a
new terse, minimalist, often repetitive diction.

The

growing sense of futility which results is shown through
changes in his use of the themes of communication, a
journey, and the fall of the city.
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There are three levels to this decline from a
remembered utopia to an imminent apocalypse.

The first,

and most superficial level, is that of the
industrialization and westernization which results in the
loss of old traditions and customs.

Several stories from

the early sixties satirize both the semi-westernized
youth in their attempts to modernize love and religion,
and the reactions of their more traditional elders.

The

opinions of relatives and neighbors when a girl becomes a
nurse (ftSamjhQta,ft

196~)

CftRhansahab yalon ki
gentle humor.

or starts to work for the radio

~,ft

1965b)are treated with a

A young man who tries to -modernize- his

love affair by running it according to the calendar

Cft~,

March,ft 1965a)and the semi-westernized characters of
ftOadamat pasand larkift who call themselves "oldfashioned" and adopt traditional customs because they are
part of "culture" rather than because they believe in
them are made to look rather more foolish.

The feeling

of dissonance (and humorJ) in the description of a majlis
in which an abstract painting is decorated with western
flowers and made part of the ceremonies C-Oadamat pasand
larki,· 1963b)is matched by a "west-struck" mulla and the
young man who is his secretary who, instead of feeding
the poor, undertake the "more constructive- work of
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starting a mission to convert Europeans

(·~·miLi

tam,"

1963).
Similar criticisms of aspects of the
industrialization and westernization of Pakistani society
appear in his "Lahore namah" columns from this period
(collected in Zarre). There too he laments the loss of
fragrant South Asian flowers which have been replaced by
the gaudy, scent-less flowers of the West, or worse, by
plastic (Zarre, p. 60. Column from 1964).

Bis columns

from 1964 and 1965 are all concerned with those aspects
of the past which have been lost and replaced by Western
substitutes.

Trees have given way to roads,

~

grass

to fans, and the cry of the lover to the horn of the
scooter.
These relatively light-weight, satirical stories
and columns have a tone of gentle nostalgia and bemused
melancholy.

There is none of the frustration and

struggle, the questioning and guilt, and the eventual
despair of his more serious works, nor is there any
significant change in diction or any use of the themes of
a lack of communication, a journey, or the fall of a
city.

The loss of values due to industrialization and

westernization is secondary to the decline in individual
and community morality which is the second, more serious,
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level of the decline of values portrayed in Intizar
Husain's fiction.
This second level includes some of his best known
stories: "Akhiri Admi" (discussed in Chapter Three),

".z..su..g kytta" (l962b), ·Tangen II (l963el, and

"~

.talp"

(l962c), as well as the less famous "Hadiyon ~ dhanc.,,148
These works combine a search for the self with a concern
for the decline of that morality by which he defines the
self.

The protagonist in these stories does battle with

the forces of corruption within society and within
himself.

In this struggle to maintain his moral self

while living in the midst of a corrupt society (which he
is both dependent on and himself responsible for) he
turns to the asceticism of Kashf-ul Mahjub and to a
widening search for the roots of his personal and
cultural identity which in his later stories goes beyond
the shared Hindu-Muslim culture of the subcontinent to
embrace the traditions of the Biblical and Islamic Middle
East.
The asceticism of these stories from the early
sixties contrasts man and animals, and attempts to reject

l48AII page numbers given for quotes from these
stories refer to the versions of the stories in the
collection Akhiri admi.
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those emotions which lower man from the ideal of Man:
fear, sex, hunger, greed, and desire for worldly
pleasures of the flesh.

The least successful of these

stories is the one based on hunger and eating, "Hadiyon
As dhanc."

This story, like many others by Intizar,

carries the message that the protagonist, who at first
thinks himself superior to his animalistic fellow
citizens (as did Alyasef in "Akhiri Admi,· discussed in
Chapter Three), in fact shares with them the
characteristics which he condemns in them.

The story

begins on the level of remembered tales and incidents
from the protagonist's boyhood, with occasional shifts to
a second level in the present in which he does little
more than state that he is remembering these incidents.
The second half of the story is set almost entirely in
the protagonist's present as he sits in a restaurant,
eating and watching others eat, and recalling the tales
and incidents introduced in the first half.
The story lacks integration, both between the two
halves of the remembered tales and the scenes in the
restaurant, and between the tales themselves.

The first

tale, for instance, is the story of a man who dies
unattended by any of his fellow citizens and is then
inhabited by a j1nn who continually demands food from the
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town until the town faces starvation.

This tale is

successful in implying that the community is being
punished for its
dying man.

neglige~ce

of its duties towards the

The next recalled incident, however, is of

boys stating their disgust at the idea of gypsies eating
lizards and snakes.

.

Though the author intended it

\

ser10usly as a statement about the lengths to which
people will go to fill their stomachs, it recalls the
sorts of jokes one might see in regard to an American
rustic seeing a Frenchman eat snails and frogs.

This may

be why the serious sections on hunger do not coalesce
with and build on those on eating to produce the typical
multi-layered, self-reflexive symbols of his more
successful fictions in which the separate recalled tales
each reinforce each other as well as add meaning to the
incidents on the level of the protagonist's present (as
for instance, in ·Shahadat,·
Three).

discussed in Chapter

The voracious eating of the characters in the

restaurant of the second half of the story also does r.ct
seem sufficient cause for the protagonist to picture
ft • • •

their faces growing long and their jaws spreading ••• ft

(p. 69), nor does his perception that he himself is
eating voraciously seem a serious enough matter to
warrant his questioning of his self-identity:

~Is

this
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me?

That person who is now at this table eating, is that

me?" (p. 69);· ••• Who am I?

Am I me?" (p. 74).

Perhaps

"eating" is simply a subject more suitable to farce than
to high seriousness.
"Tangen R also has the two level structure typical
of much of 1ntizar's fiction, but in this story the
separate levels successfully relate to and build on each
other.

The primary level of the ·story is the

protagonist's ride home in a tonga.

The account of the

ride is interrupted by the occasional appearance of other
passengers and by the conversation of the tonga driver
Yasin who, in rustic Vrdu, recounts his dissillusioning
experiences of human nature along with his recollections
of encounters with ghosts and spirits.

The corruption of

society and the loss of traditional values are shown
through Yasin's complaints that a person from his own
village has stolen his horse, that his friends who have
moved to Karachi have become crooks, and that a girl whom
he had often given a ride to her college has become a
prostitute (which last observation impels him to declare
that Doomsday is approaching).

Contemporary society's

loss of human values is summed up by Yasin's assertion
that all men and women have become like evil spirits:
R'Sahib, bad times have come.' Be sighed, and then began
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to speak again, 'No one can be trusted, neither man nor
woman.

Whatever woman you see has her feet on backwards

and the men, those bastards, the legs of all of them have
become goats' legs'W (p. 122).149
As the story progresses, Yasin's comments and the
account of the tonga ride are increasingly juxtaposed
with a second layer of the story given through the first
person thoughts of the protagonist.

Yasin's discussion

of tonga drivers who act as pimps had led the protagonist
to ask, only half in jest, what Yasin's reaction would be
if he, the protagonist, were to ask for such a favor.
Now he begins to question his motives in making this
WjokeR and to doubt his own self-identity:
This question alarmed him.
he wasl

·Who am I?

Be tried hard to decide who

But he could not decide who he was, and he began

to suspect that he had some of the same kinds of doubts
about himself as he had about Yasin and as Yasin had
about others R (p. 127). The questioning of his own
identity which his half-perceived willingness to sin has
caused is linked through his thoughts to excerpts from
religious works and to tales in which man's form has

149Feet which are backwards and legs which are
goats' legs are signs by which one may identify an evil
spirit.
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metamorphosed into that of an animal.

He remembers the

fagir who can die at will, an incident which he quotes in
several other stories from the sixties and seventies, and
which reveals his desire to escape the corrupt society he
finds himself living in.

His thoughts take him to an

island inhabitated by men whom a sorceror has turned into
pigs, goats and dogs (in the same way that the corrupt
society in Karachi has turned Yasin's friends into
criminals) (p. 129).

He wonders how long he can maintain

his own form while walking among pigs, dogs and goats
(just as he had wondered how long he could remain a human
while living among monkeys in -Akhiri Admi R ) and recalls
the story of Chung Tze who dreamed that he was a flylSO
and for the rest of his life could not decide if he was
in fact a fly or a man (p. 129).
Finally, when he arrives home he finds that he,
like Chung Tze, cannot decide if he is still human or
not:
-He went into the back room where the light
was dim and began to change clothes. While he
changed he glanced at his bare legs and stopped

150 In the original story Chung Tze dreams he is a
butterfly, but Intizar has substituted a fly, perhaps
because his stories frequently use a fly to symbolize
corruption.
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short. He looked at his bare legs again with
some suspicion but the suspicion remained just
that. He could not decide if these bare legs
were his own or those of a goatn (p.132).
The theme of the decline of social values has
been introduced and developed through Yasin's
conversation on the primary level of the story, and has
been symbolized through the repeated use of images of
humans who turn into animals, both in Yasin's anecdotes
and on the secondary level of the protagonist's thoughts.
Concurrent with this theme of a corrupt, animalistic
society is the theme of the protagonist's questioning of
his own identity which is engendered by his realization
that he may himself be corrupt.

The corruption of

society and the corruption of the individual are joined
to the theme of the individual's loss of identity through
the image of his loss of humanness as the protagonist's
~

legs seem to be turning into goat's legs.
In "ZALd kutta" too, the less than admirable (in

the view of the ascetic protagonist) characteristics of
humans are symbolized by an animal.

The lower nature of

man is given concrete form as a yellow dog with which the
protagonist continually struggles.

The story begins with

the disciple Abu Qasim Khizri listening to Sheikh Usman
Kabutar recite a number of parables which illustrate
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society's failure to discriminate between a genuine
saint, a good poet, a wise man, a true scholar and the
imposters and ignoramuses who write for profit and trade
in knowledge.

A beggar arrives and warns the sheikh that

it is time to die before his own hands begin to seek
profit, and the sheikh dies. l5l After a period of mourning
in isolation the protagonist visits the

sheikh'~

former

disciples and finds that they have all fallen away from
their

~'s

the flesh.

teachings and are enjoying the pleasures of
When he begins to find himself drawn to their

life of luxury a small object falls out of his mouth and
in a few days becomes a yellow dog which jumps at him and
disappears into him.

He realizes that he had himself

begun to contemplate using his knowledge for material
gain, leaves the temptations of the city, and at the end
of the story, still continues to fight the yellow dog
within him.
Like "Akhiri Admi" and "Tangen,"

"~

kytta,"

(which Mahrnud Hashmi has described as " •••• a struggle

l5l The ability to die at will to escape evil is a
symbol of piety in a number of Intizar Husain's stories.
Conversely; the man who witnesses or commits an evil act
but stays alive (or, as in "Shahar-i afsos," does not
realize that he has died) is a representative of a
corrupt society.
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against man's spiritual isolation ••• "

(1963, p. 12»

raises the question of how a person may remain human in a
corrupt society:

n •••

and the yellow dog says when

everyone becomes a yellow dog then it is worse to remain
a man than to be a dog ••• " (p. 34).

Here it is those who

should be the leaders in this struggle, the former
followers of the sheikh and the protagonist himself, who
no longer have the fortitude to conquer their baser
natures.

The baser self they struggle against, however,

does not have the emotive power, at least for a western
reader, of that portrayed in "Shahadat" or

"~~."

Like his 1977 " Patte," which is essentially "ZaLd kutta"
rewritten with a Buddhistic setting, the ascetic's
struggle against the pull of the flesh is less convincing
than the more powerful images of fear and guilt in
"Shahadat" and

"~~."

Furthermore, the emphasis on

sensual pleasures in the second half of the story, while
it does provide a motivation for Khizri's momentarily
considering publishing his

sheikh'~

teachings for profit,

ultimately distracts from the themes of a false use of
knowledge and an inability to distinguish the scholar
from the charlatan, true knowledge and art from false,
which are the most frequent subjects of the anecdotes of
the sheikh in the first half of the story.
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In

R~

kutta n the protagonist is aware of his

own shortcomings and able to continue the struggle
against the animal side of his nature.

In"~~"

Prince Azad Bakht, perhaps more realistically, is at
first unaware of, and eventually acquiesces in, his
metamorphosis.

His descent from man to fly is depicted

with convincing psychological details which make this
story (along with "Akhiri

~"

and "Sbabadat") one of

Husain's best works of short fiction.
The story begins where it ends, with the
statement that Prince Azad Bakht passed the morning in
the form of a fly (p. 93 and p. 105).

And

••• that was a tyrannous morning, as that
which was apparent became hidden and that which
was hidden became apparent. That was a morning
such that what a person had, was taken from him,
and what a person v was; emerged 1 and Prince Azad
Bakht became a fly ••• (p. 93).
The fly which, as Sajjad Baqar Rizvi notes in his Preface
to Akbiri admi, is hidden in all of us (p. n) became
visible, and his apparent human form was lost.

It is not

the metamorphosis itself however, but Prince Azad Bakht's
transformation from a human who resists this
metamorphosis to a creature who accepts, finds relief in,
and eventually cannot be other than a fly which is the
subject of the story.

It is the psychological change and
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the loss of his human identity which occur during the
course of the story that give force to the second,
closing repetition of the line, "Prince Azad Bakht passed
the morning in the form of a fly" (p. 105).
The plot of

"~ ~"

is that a prince has corne

to rescue a princess from the fort of the white giant.
When he enters the domain of the white giant, however,
both his love for the princess and his desire for the
luxuries of the giant's castle ensnare him and deflect
him from his purpose.

Without his knowledge, the

princess casts a spell on him and turns him into a fly at
night to protect him from the giant.

The princess tells

the giant thGre is no human there, and ironically, she is
eventually proved correct.

When the prince discovers her

spell he contrasts his glorious past, now lost, with his
present helplessness, and wonders if he was always a fly
within himself and had not realized it (p. 96).
By degrees he becomes more like a fly.

He hovers

over the delicacies of the giant's table, loses himself
in the princess's embraces, fears the dangers of being in
his human form, and begins to appreciate the safety of
his disguise as a fly.

As he loses himself in sensuality

and creature comforts he also loses consciousness of his
self.

Living as a man by day and a fly by night, he
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wonders:

" ••• am I a man or a fly?

This was the first

time this question had entered his mind.

He was very

upset.

At first he thought, "I am a man first, and then

a fly.

My real life is in my days. My nights are an

illusion" (pp. 98-99).
Soon, however, he cannot tell which was his real
being, his human form or his guise as a fly.

He decides

he is both a man and a fly (p. 99) He lives a dual,
compromising life out of fear of the giant and desire for
the princess (p. 100), becomes cut off from his memories
of his homeland and from the outside world (p. 101), and
loses all power of action and all courage.
remember his original identity.

He cannot

He remembers the

folktale of the fly which forgets its name (quoted in
several other stories as well) and tries to remember his
own name, but " ••• he could not remember his name and he
lost his reality" (p. 102).
Without his memories of his past and without his
name he decides that his identity is what he is now (p.
102), but now he is in a state of limbo, caught between
that part of him which is human and that which is a fly.
He cannot decide what he is, and fears he may be nothing
at all:
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He looked at himself again and again and
said, "I am not a man, then am I a fly?" But at
that moment he was not a fly either. "So I am
neither a man nor a fly, then what am I? Perhaps
I am nothing at all." with this thought he broke
into a sweat, and he thought that it was better
to be a fly than not to be (p. 104).
Finally, the night the princess feels guilty at his sorry
state and refrains from casting the spell he turns into a
fly without the spell and cannot be brought back to a
human form.
By his own lack of will he has lost his humanity.
His desires for the pleasures of the flesh, his fear of
bodily harm, and finally his fear of losing any selfidentity (which makes him decide it is better to have an
identity as a fly than to be without any identity at all)
have caused him to acquiesce in his own metamorphosis.
It is a measure of

"~ ~'~"

effectiveness as

a symbolic story that it can be read on several levels.
Like other stories by Intizar Husain it shows the
individual's decline and loss of self through his lacK of
courage and his inability to resist those forces which
would lower him from the ideal of Man.

In "Shahadat n the

individual lacked the courage to witness for his faith
and so lost a part of his self-identity.

Similarly,

Prince Azad Bakht lacks the will to fight the white giant
and rescue the princess.

Ali Ahmad chooses to live as a
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jackal rather than to die as a lion (p. 172); Prince Azad
Bakht chooses to live as a fly rather than fight as a
man.

In "Tangen" and in "laLd kutta" the protagonists

are drawn towards a compromise of their moral standards
through desires of the flesh, and in

n~ ~"

as

w~ll

the prince foregoes his noble purpose for the sake of the
embraces of the princess and the food of the giant's
table.

Man thus compromises his ideals and conforms to

the exigencies of his situation for the sake of his
material well-being.
On another level,
political allegory.

"~ ~n

can be read as a

The prince, whose past was glorious

and renowned throughout the world, may be said to
symbolize the world of Islam or the pre-colonial history
of India.

The white giant, whose soul resides in a

parrot across the seven seas and who thus may represent
the west and its colonial emissaries, possesses material
wealth in abundance.

The princess, who if not in

collusion with the white giant, is at any rate not eager
to escape his luxurious prison, may be those individuals
or governments in the colonized countries who give lip
service to freedom and nationalism but who are loath to
give up the material benefits of association with the
West.

The prince himself is enthralled as much by the
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material wealth of the giant as by the spell of the
princess.

He forgets his own (and his national) identity

and his glorious ancestry for the sake of the momentary
pleasures offered by the princess (but which still belong
to the giant).

The East gives up its soul for the sake

of the materialism of the West.
A third level of the decline of values depicted
in Intizar Husain's fiction, and the one which comprises
the greatest number of his works in the sixties and
seventies, is one which reflects social and political
events, particularly wars.

In these works the struggle

of the individual to maintain his moral self-identity in
the face of his own weaknesses gives way to the decline
of the shared moral standards and cultural identity of
society as a whole.

In the stories of the second level,

the protagonist loses his sense of self because he lacks
the courage to witness for and uphold the Truth and
because he is ensnared in the pleasures of the flesh.

In

the stories of the 3rd level, the entire society loses
its "self" when its people lose their will or their
ability to defend the community (as in "Sharrn-UL Haram,"
and "Kana Dajal") and worse, when they turn against each
other through mutual suspicion and civil war (as in
"Mashkuk 129," "ARni as ki taraf,"
jQ diyar KQ

na

~

"Dusra rastah," "YQ

aake," "Shahar-i afsos,"

and Basti) •
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Throughout his career Intizar Husain has said
that the goal of the writer must be to absorb and
internalize the events (vardat) of his age, and through
literature to transform them into a creative experience
which expresses the character, spirit and sensibility of
that age.

The events the author has experienced and

interpreted in his fiction since 1948 encompass the
history of Pakistan and chronicle the three decades
preceding the end of the fourteenth century of the
Islamic calendar, the century traditionally expected to
end in Apocalypse.

The partition of India, the

declaration of martial law in October, 1958, and the
Bangladesh war are the events which have had the greatest
impact on his fiction, but the battle for Kashmir in 1948
(as was discussed in Chapter Three), the Algerian war of
Independence, the 1965 war with India, the 6-day war in
1967, the riots in the winter of 1968, and later martial
laws are also reflected in his writings.

Each of these

events has made more distant his goal of cultural
continuity, harmony and brotherhood, and has brought
closer the cultural disintegration which the Hadjth
describe as preceding apocalypse.
The mood of his stories inspired by wars during
the decade from 1961 to 1971 changes from a call to

29B
battle to a growing pessimism and despair.

In the early

"Daman ki ag" (196la), a journalistic story based on the
Algerian War of Independence, he remembers (and
glorifies) previous battles for freedom from Uhd and
Karbala to 1857, the Khilafat Movement, and 1947.

He

eulogizes the dead Hamzah and the child in Karbala whose
lap was filled with fire.

He praises the Muslims who

break the sheath of their swords when they go into
battle, and who, when one battlefield grows cold, seek
out another.
The fighting spirit of nDaman ki ag,n (which is
also found in those of his stories from the same period
which depict a moral struggle within the individual)
tUrns into withdrawal in "sut ke taL" (1966a).

The prince

of the dastan-stylensy,~"152reappears in nsut ke ~n
and wanders the streets of Lahore after the 1965 war.

He

observes the disbelief with which the people receive the

l52"BY'~n (1964) is based on a folktale in
which a princess is forbidden to open the seventh door in
a castle (or in an alternate version of the tale, a
person is forbidden to travel in a fourth direction).
When she does, she finds a prince whose body is covered
with needles. In Intizar's version of the story, as she
pulls out the needles, the prince begins to awaken. When
she realizes something within her is also awakening she
stops in fear, loses her chance to release the prince,
and is doomed to be forever alone.
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news of the cease fire.

The question of what happened to

Kashmir is like a needle in him, and he quotes the
passage from Nehemiah which asks what happened to those
still in captivity in Jerusalem (p. 178).153He hears of
the young men who have been shot and the young women who
have been "left alive" and recalls the phrase "if you are
true, then wish to die," and he returns to the castle. As
he entered " ••• he said "I had not left," then he lay
down.

And with his burning eyes and aching body he said

"All of the needles are in me, I am not alive.

I have

stated it and have given witness." Then he closed his
eyes and he died" (p. 184).
"Sharm-.w. Haram"

(1967c) and ".Ka.n..a Dajal"

(1967~154again refer to the fall of Jerusalem, one of

1ntizar's most frequently used images, but with a greater
feeling of dismay.
which like "Daman ki

The "purpose" of "Sharm-.w. Haram,"
~"

is a story with a message, is to

convince those who believe themselves unaffected by
events as far away as the 6-day war in 1967 that they too

153page numbers refer to the story included in
Akhiri admi

154page numbers for these two stories refer to
the versions included in the collection Akbjri admj.
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share responsibility for the defeat and are involved in
the fall.

The narrator at the beginning of the story

claims that only the Arabs have been disgraced by the
defeat because it was they who were there, and he was
not.

He observes a soldier from the fallen city in a

series of surrealistic voyages, wonders "Who am I?

Am

I

not one of them?" and becomes convinced that he too is a
member of the community which is suffering.
Signs of the approach of Doomsday abound in
"Sharrn-.11l. Hararn. " The soldier in bloody clothes tells us
that this is "the day of Doorn which the Prophet foretold
'whereon men will be like moths scattered about,.nl55 0ne
of the bedouins relates the Hadith that a one-eyed man
with a patch over his other eye will arrive at the gates
of Jerusalem and destroy the city.

Others swear by the

day when mountains will "fly up like cotton and rivers
and oceans be aflame" (p. 133) that they will not again

155A reference to the passage in the Quran, nAnd
what will explain to thee what the (Day) of Noise and
Clamour is? (It is) a Day whereon men will be like moths
scattered about" (CI. 3-4).
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sheathe their swords. 156 warnings of the corning of the
Apocalypse are often combined with references to the fall
of Jerusalem in the fiction of Intizar Husain.

The

soldier who witnessed the fall of Jerusalem describes the
city in words which paraphrase those of the Lamentation

156 Sal im-ur Rahman says of the collection in
which this story appears:
Doomsday is already here in the stories of
Intizar Husain. Now what will happen? Will the
heavens fly apart like balls of cotton, the
mountains turn to powder, springs of sulpher boil
over? Will everything be drowned in the deluge
of Noah?
Muhammad Salim-ur Rahman. "£Ana ka afsanah," Mi'yar.
V.I. (March, 1977): 156-158. Quote from p. 158.
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of Jeremiah. 157 The theme of the character's preference of
death to dishonor reappears.
~,"

Like the prince in "sut ke

and the characters in the later nShahar-i afsos,"

the soldier wonders if he is dead or is still living in
disgrace.

When the old man asks if he could see all this

and still live the soldier asserts that this is a day
like the Day of Doom when men will envy those who are
already dead, "for it is better to be dead than to live
and be disgraced," (p. 126) and he dies.
When the narration returns to the present in
"Sharrn-~

Hararn," the characters half-seriously consider

whether Moshe Dayan might not be the one-eyed Muse Dajal
who is expected to come at Doomsday.

In the more

l57 The reference is to a passage which Intizar
also quoted at the beginning of his 1952 Gali kuee:
How lonely sits the city that was full of
people! How like a widow has she become, she
that was great among the nations! She that was a
princess among the cities has become a vassal.
She weeps bitterly in the night, tears on her
cheeks; among all her lovers she has none to
comfort her; all her friends have dealt
treacherously with her, they have become her
enemies ••• The roads to Zion mourn, for none come
to the appointed feasts; all her gates are
desolate, her priests groan; her maidens have
been dragged away, and she herself suffers
bitterly. The Lamentations of Jeremiah. 1. 1-2,
4.
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traditional narration of

n~

Dajal n too Muhsin and his

father and mother discuss the similarities of Moshe Dayan
and Dajal, and the father says in a pain-filled voice,
"What is there lacking now for it to be Doomsday"
(p. 140).158He goes on to say that Dajal will spread his
ear wax on bread and people will think it halwah and
follow him, and that the wheat which the Americans give
is the wax of their ears (p. 142).

He reminds Muhsin

that Jerusalem was the last place Muhammad set foot on
earth before being raised up to heaven (the mi'Lai) and
sighs, "Where Muhammad was raised up, there we have
fallen K (p. 143).
The dismay with which Intizar Husain views the
defeats suffered by Muslims at the hands of non-Muslims
during the 1965 war between India and Pakistan and in the
six-day war of 1967 deepens into a growing horror,
despair, and above all a sense of futility when the
battles are of Muslims against Muslims, particularly of
Pakistanis against Pakistanis.

Throughout his works, the

values his characters extol are individual morality and
responsibility, cultural harmony and brotherhood. It is

158page numbers for "Kana Dajal n refer to the
collection Shahar-i afsos.
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with sorrow, therefore, that the narrators in his stories
from 1967 to 1971 describe the increasing civil disorder,
mutual suspicions and recriminations, and destruction
preceding the 1971 war.
"Mashkuk

~,"

like "Sharrn-YL Hararn," begins with

the protagonist attempting to deny his responsibility for
the actions of his fellows by claiming that he " ••• is not
one of them" ••• (p. 99).159 In an excellent replication of
a coffee house conversation, the protagonist hears Shafiq
cast doubt on the motives of one after another of those
who have taken part in a street demonstration, claiming
that they have " ••• all been bought ••• " (p. 99).

The

protagonist regrets their lack of trust, their mutual
suspicions, and the divisiveness and uncertainty it gives
rise to.

He congratulates himself on being better than

they, for " ••• one will be raised up with those whom one
is among ••• " (p. 112) and he does not want to be judged

among them.

Later in the day, he listens to his elders

gathered around a huggah describe their doubts as to
whether a person is a human or a jinn and sarcastically
comments that if Shafiq had lived in an earlier age he

l59 page numbers refer to the version of the story
in the collection Shahar-i afsos.

305

would have considered everyone a ghost.

Although this

scene with his elders is meant to ridicule Shafiq's
suspicions by showing them to be as groundless as the
elders' belief in ghosts, it also indicates that this
pattern of doubt and recrimination is a part of human
nature as well as a characteristic of this particular
period of history.

Any hope of reform is therefore

futile, and in fact when the protagonist, who had
previously considered himself to be honest and free of
all faults (p. 112) finds himself wondering about people
on the street and in the coffee house and decides that he
is himself becoming like Shafiq (p 118), his reaction is
to withdraw into sleep rather than to try to defend
himself against Shafiq (p. 120).

Shafiq's desire to

escape or withdraw from society and from his own (guilty)
self through sleep becomes stronger in the stories of the
1971 war and its

afterm~th

as the events the protagonist

witnesses, participates in, and bears responsibility for,
become ever more horrifying.
Like the characters in the earlier moral tales
"~

kutta," and "Tangen,"

Shafiq suspects he may

himself be as guilty as those he has condemned.
incidents in those tales too, the "evil deeds" in
"Mashkuk

~"

are relatively mild (though they do

Like the
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indicate a disintegration of society) in comparison with
those which are to come.

The lack of social integration

shown by the mutual suspicions of "Mashkuk
out as riots and civil unrest in
(l968 b)and "YQ

in diyar

kQ na

"~

~~"

Q9

~"

breaks

ki taraf"

(l970 a ). Both of

these stories make a plea for the restoration of
community harmony and an end to internal violence and
disunity, whether within West Pakistan, or between East
and West Pakistan.
The first person narrator of

"~as

ki taraf"

(1968b)watches with a friend while the building in which
the friend had lived burns (like Pakistan itself during
the riots of that year).

The residents of the building

do not inform the building's owner of the fire.

They

dislike the owner, and some even suspect that the owner,
or one of his former henchmen, has caused the fire.

The

author uses the conversations of spectators in a nearby
tea stall to repeatedly lament what the people are doing
to each other.

One of those sitting nearby says, "May

God have mercy on us," to which his friend replies, "When
we don't have mercy on each other why would God have
mercy on us?" (p. 195).l6°Another reminisces about a

l60 page numbers refer to the version in Shahar-i
afsos.

307
yellow mansion which had withstood the ravages of the war
of 1857 but which was later burned by its own people (as
India and Pakistan were burned during Partition and as
Pakistan is burning now), " ••• the mansion which the
British could not destroy our own people have set on
fire" (p. 197).

Still another ponders, "What is it that

wherever there are Muslims they are fighting each other?"
(p. 200).

Despite all this, however, the friend whose

house is burning does not want to leave it.

He remembers

the story of the mouse which died when it ran out of the
burning mountain 16l and, saying that he does not want to
die, loyally returns " ••• towards his home, towards his
fire" (p. 206).
There is a similar message two years later in the
story "YQ jQ diyar kQ na

~~"

Dajal," "YQ jQ diyar kQ na

(1970a). Like "Kana

~ ~"

makes use of

mythological characters whose actions foretell the coming
of Doomsday.

Yajuj and Majuj (the Biblical Gog and

Magog) lick a wall which every night becomes thin from
their labor but which again stands tall and thick each

16lA Data Ganj Bakhsh tale which Intizar Husain
uses in several stories to show the citizen's loyalty to
the home which has nurtured him, even though that home
has become uncomfortable, because leaving that home would
be worse than continuing to suffer in it~
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morning.

At Doomsday they will break through the wall.

In this story though, it is not their labor but the
quarrels among their two tribes which concern the author.
The tribes will not reach the green fields and sweet
springs outside the wall until they have licked through
the wall, but nevertheless, instead of working together
to lick the wall they begin to fight over who will reach
the springs and find water, and who will be left behind
and find the springs dry, an allegory for the quarrels of
East and west Pakistan.

The story asks, " ••• Oh children

of the children of my grandfather, are you not part of us
and we not part of you?

How can you treat us so?" (p.

222)162 But instead of working together for a common goal,
even Yajuj and Majuj begin to fight each other rather
than lick the wall which binds them all.

A wise elder,

speaking for the author, tells them they are equally
guilty for each has the blood of the other upon his
tongue (p. 225), a statement which seems to prophesize
the 1971 war.
Another story the same year, "Safar manzil
also eerily forecasts what is to corne.

~,"

Just before

162page numbers refer to the version of the story
in Shahar-i afsos.
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another migration, another exile, another part of the
author's history and of his country is to be lost, the
exiled characters in this story feel that they have lost
someone or something. 163n safar manzi1 ahaQ,n better known
as "yg jQ
jungle.

khQl~ £a'~,"

shows four men wandering lost in a

Each in turn counts and finds that they are

missing one person.

As they try to recall who is missing

they realize that they do not remember his name, his
face, whether he was a man or a woman, or even if he was
human.

Nor can they remember what city they have fled

from or what city they are going to:

"We had left

everything behind, but have we left our memories behind
also?n

~1972c, p. 15).164

One by one they count each other again and again,
always with the same result.

The terse, minimalist,

repetitive language they use to count each other will
become the style of diction used in Intizar Husain's
stories throughout the seventies, as though the author is
purposefully maintaining a distance from a subject matter

l63 Also published later under the title "YQ i2
It has been discussed by Memon in his
article "The Lost Ones,n (1978).

KhQ'~ ga'~."

l64 page numbers refer to the version in Shahar-i
afsos.
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which has become too horrifying to describe more closely.
The sparse prose; the nameless, flat characters
identified only as the bearded one or the one with a
wounded head1 the featureless, vague, universalized
setting; the unknown city from which they have come; and
their lack of meaningful action or a known goal
throughout the course of the story combine to present a
static story in a vague, unspecified present, with
indeterminate, "hollow men n who have become numb: nIf
the wound is too severe the mind becomes numb and for a
while memory is suspended n (p. 19). They have no past,
no memories to give them individuality or self-identity
or to enliven their speech or provide them with a goal.
Instead, they wander without result in first one
direction and then another, following the barking of a
dog whom they think may be near that which (or who) is
missing (even though they cannot decide if anyone, or
anything,

These nameless, characterless,
uncertain exiles prefigure the "heroes n of nShahar-i
afsQs n two years later.
~

missing).

In "Shahar-i afsQs" too the nameless characters
are in exile, homeless, after fleeing from a city of
death.

In "Shahar-i afsos," though, we learn what has

transpired in the city.

Like a gissah or dastan, the
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story begins with several men sitting together telling
tales of what has befallen them, but these men are not
darvesh, and their tales are not of magic and
enchantment, travel and adventure.
are already dead.

Two of the three men

The third man, who is only missing,

serves as a foil to the tales of the other two and gives
expression to the horror which they are too numbed to
feel.

After each incident is related, the third man

asks, "And then you died?", but unlike the faQir who died
before committing a sin, these characters sin and do not
realize that they have killed their own selves.

The

first man's story is that he has forced a browncomplexioned Hindu to strip his sister, then has seen
that brother force a father-in-law to strip his burQahclad daughter-in-law.

The brother recognized the first

man and compelled the first man to strip his own sister.
Only when the first man's father and mother tell him that
he is dead, however, does he realize that he has died.
The second man, afraid that the pregnant girl whom he had
earlier raped will turn him in, tries to escape the city
of evil, but every alley is a blind alley.

He finds

himself in the city of sorrow, a refugee camp filled with
those homeless ones who had come here from far away,
thinking it a place of sanctuary, only to be oppressed by
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those they had thought to be their own (that is, those
who carne to Pakistan at the time of Partition are now
oppressed by other Pakistanis).

"Those who are separated

from their own land are then not accepted by any land ••• "
(p. 258) as " ••• all lands are oppressive ••• ," even the
land where one is born:
"Yes, the land which gives one birth and the
land which becomes a sanctuary. I was born in
Gaya and that disciple of Gaya [the Buddha]
learned that there is nothing but sorrow in the
world and there is no nirvana, and all lands
oppress."
"And the sky?"
"Everything under the sky is false." (l~72a, p. 258).
The events of the story (and of the 1971 war) reflect the
Quranic passage:
nAnd
effect):
your own
solemnly
witness.
who slay
you from

remember We took your Covenant (to this
Shed no blood amongst you, nor turn out
people from your homes: and this ye
ratified, and to this ye can bear
After this it is ye, the same people,
among yourselves, and banish a partr6gf
their homes ••• "(Qurao. II. 84-85.).

There is no place of refuge now for the homeless who have
been banished from the land where they sought sanctuary.
The first and second man tell the third it is futile for

165Quoted in "SYt ~ ~,n and Basti, and
paraphrased in nShahar-~ afsos."
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him to try to find out where he is missing from so that
he may escape and return here (that is, to Pakistan), for
there is no sanctuary here, not even for his corpse.

The

first man, who has brought his corpse along with him,
must carry it about on his shoulders as the land has no
room for him to bury it.
In the face of the total nihilism produced by the
events of 1971 there can only be meaningless action,
retreat, and a futile effort to escape.

The characters

withdraw into silence, sleep, and the past, or engage in
action which is without purpose, and flight which is
without hope of success.

The sense of numbed futility

and despair, and the Beckett-like minimalist diction by
which the author maintains a distance from the horror of
his subject, continue in his works from 1971 to the
present.
A number of relatively short stories following
the 1971 war illustrate the futility of efforts to
communicate, to act, or to escape.

Characters wander

alone or with a single friend whose words they seem not
to hear and to whom they have nothing left to say.

In

the 1971 story "Lamba gissah" two friends look forward to
sitting together to talk about the love affair of one of
them, but each becomes lost in his own thoughts and the
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story is never told.

Two friends, one who stayed in

Lahore throughout the 1971 war and one who has returned
from Bangladesh after a two year absence, talk without
communicating in ftAaiL ft (1974a). While the friend who
remained in Lahore tells the newcomer about the riots and
arrests of the years following the war, the newcomer
looks at a magazine, at billboards and movie
advertisements, and at passing 'girls, and seems to have
not really heard what his friend has said.

In ftNinQn

(1973b)it is the man who has returned from Bangladesh who
is unable to tell the circle of friends gathered to hear
him what he has gone through.

When it is time for him to

speak he says he is unable to remember anything.

His

friends argue among themselves and he falls asleep.

He

wakes and once more attempts to recount an incident in
Dacca, and once again says that he cannot remember it,
but that he could not sleep after that night.

His

friends again begin to argue with each other, and he
again begins to fall asleep, escaping from both past
memories and present dissension.
The lack of communication in the stories
following the 1971 war continues in his most recent
fiction.

In the 1981 story

ft~

aUt,at, ft as in ftLamba

qissah ft a decade before, the characters sit without
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speaking, each lost in thought.

When another friend

enters the restaurant they ask if there is any news, but
there is neither news nor rumor, nor even scandal.

In

wBh2L" (l979a)too, the characters wait to hear some news
but hear none.

There is nOise, but not news; sound

without significance.

They look for a place to sit and

talk but everywhere there is the distraction of noise.
When they finally find a silent place they have nothing
to say.

In both

"~

aurat" and

ft~"

there is both a

lack of communication and a feeling of confusion, as
though no one understands what is happening or has
anything to say about it.
one knows what or why.

Something is happening but no

The characters after the 1971 war

had something to say but were too overwhelmed to express
it.

Now there is uncertainty, confusion, a lack of

knowledge, a lack of direction, and a sense of
meaninglessness.
Actions too are futile and without meaning.
Yajuj and Majuj of
"Cakkar"

(1978a~.

"~

jQ divar kQ

na

~~"

The

return in

They complain that their tongues are

not put to their proper use, for speech, but instead are
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continually wounded by their work in licking the wall. 166
They discuss the futility of their labor of licking a
wall which becomes thin at night but which again stands
as thick and upright as before every morning. 167 Although
they agree there is no point to their efforts, Yajuj
says, "Friend, now absolutely everything seems useless
and meaningless to me.
idleness.

But better forced labor than

At least it is a way to pass the night."168

166A dearth of speaking is frequently referred to
in stories from 1977 and later. The disciple in "Kachye"
laments, "Those who should not speak are speaking a great
deal. He who should speak has become silent" (p. 73 in
collection Kachye). In the 1980 story "Khyab ~ tagdir"
those who dare to speak are thrown to their deaths from
the walls of the city, and i~ his novel Basti the
speaking of those who should not speak and the silence of
those who should speak becomes a major theme.
167Another wall becomes a symbol of futile
efforts to remove an obstacle in "Pusri diyar," published
in the same year as "Cakkar." In "Pusri diyar" his
characters' attempts to climb the wall of laughter (which
makes them break into hysterical laughter when they try
to look over it) are described as meaningless, because
there is nothing on the other side, perhaps a hint that
efforts to change society (to climb the wall in "Pusrj
diyar" or to lick the wall in "Cakkar") are useless
because there is no future left to fight for. ("Pusrj
diyar" is published in the collection KachYe with the
title "Pjyar.")
l68p • 119, in the collection Kachye.
is given the title "Rat" in Kacbye.

The story
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The protagonist retreats into a personal past by
trying to remember an inconclusive love affair in "Lamba
gissah,"

n~,n

and

"~

aurat," but, as was described

above, is unable to communicate his thoughts.

The

settings of nKachye" (1974b), "Patten (l977a), and nYapas"
(1977b) flee even further into the past to a time when the
wisdom of the Buddha was still followed. 169
The protagonists sought refuge from a suspicious
society in sleep in "Mashkuk 199" and from memories of
Bangladesh in "Nind."
and Na'im in "Andhi

Like the hero of "NinQ," Arshad

salin

(1972~

have escaped from

Bangladesh and are searching for Arshad's former home in
India. 17 0Arshad learns that his relative has died and his

169"Patte," like the earlier nZaLQ kutta," shows
a disciple struggling against an entanglement with a
woman. "Kachye" contains a series of Jataka tales told
by the disciple Vidya Sagar (similar to the series of
parables told by the sheikh in "~ kutta") which
provide the moral that it is sometimes more wise to
remain silent than to speak (a drastic change from the
philosophy of the author's earlier story "Shahadat"l).
"Yapas n returns to the theme of the animal nature of man
when a Buddhist disciple laments that those who were dogs
at the time of the Jataka tales became hUmans but now,
"Man has not remained man. Externally he appears to be
human, but inside ••• " (p. 108 in the collection Kachye).
170There is a very moving description of an
escaping Pakistani's visit to his former home from the
point of view of his Indian relative in the 1973
nHjndustan ae ~ khat." The story recounts the family's
history from the time of Humayun to its present dispersal
among three countries and three graveyards.
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former home has fallen down.

After wandering lost,

confused, and fearful of discovery, Arshad falls asleep
by the stump of the tree which used to grow by his
childhood home.

Arshad's flight into sleep; like that in

"Mashkuk 19s" and in "HinQ," and like the flight of other
characters into the past, must ultimately prove temporary
and self-deceptive, because escape is no longer possible.
Even death is not an escape.

Now those fagirs who could

die at will to avoid the taint of evil and corruption are
gone, and the living dead cannot escape through death but
must carry the burden of their corpses about with them
(as in "Shahar-i afsos").
The change from fight to flight, from a creative
struggle to futile efforts to escape, is most evident in
the changing use of the theme of a journey.
is basic to Intizar Husain's stories.

The journey

He has discussed

the positive instructional value of the journey as a
method of education for characters in the dastans in
numerous articles in the fifties and early sixties.

He

has used changing methods of transportation to symbolize
the passing eras through a comparison of the belgari and
train or the horse-drawn ikka and the motor rickshaw.
Even the structure of his fiction reflects the theme of
the journey through its use of a peripatetic narrator or
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protagonist who witnesses, overhears, recollects, or
undergoes real or legendary incidents which relate to and
illustrate the main theme of the story.
The most prominent aspect of the journey in his
stories during the fifties was hijrat.

Although hijrat

had a melancholy and tragic aspect in the loss of what
was left behind, its outcome was expected to be creative
and positive.

As Intizar said in the 1955 discussion

"Khushby ki hijrat" (quoted in Chapter Three), man takes
his heaven with him and creates a new heaven.

The

positive, goal-oriented hijrat of the fifties becomes
merely an attempt to escape in the stories of the sixties
and seventies.

In these later stories his characters

have corne out of a city of doorn, be it the Delhi of 1947
or of 1857, Granada or the Dome of the Rock, the
Jerusalem of Jeremiah or of the 1967 war, or the Dacca of
1971, but they have no place to go.

The stories

frequently paraphrase the Quranic passage "He who
forsakes his horne in the cause of Allah, finds in the
earth many a refuge, wide and spacious" (IV. 98-101), but
now those who flee the city can find no refuge.

They

wander lost in a forest, following the barking of a dog
in one direction after another, ("YQ jQ

khQ'~ ~,~n);

flee through the town where they were born but which is

320

now strange to them and become lost in its blind alleys
("Aodhi salin); or escape with their own corpses and
distorted faces only to find that there is no room for
them in the land to which they fled for refuge ("Shahar-i
a£sos").

In the 1980 "Khyab

longer even leave the city.

~

tagdjr" they can no

When Kufa is conquered by

Ziyad (the story is based on a historical incident in
which the people of Kufa mistook 'Ubayd Allah b. Ziyad,
the governor of Basra, for Husain, for whom they had been
waiting) those within circle about as though in a
mousetrap, in fear and in silence.

They attempt to flee

to Mecca, the city of peace, but outside the city they
circle about in the night and again find themselves
before the gates of Kufa.

Kufa is their fate and Mecca

only their dream.
The loss of the goal of hjjrat and the goal of
the journey (by implication the journey of the country of
Pakistan since 1947) can be seen in a series of stories
from 1961 through 1979 in which the protagonist first
questions the appropriateness of the goal, and then
whether there is any goal at all.

In "Hamsafar" (1961b)

the protagonist finds he is riding on the wrong bus, a
bus (or country) that is going towards a Model Town which
is not the destination the protagonist had wanted.

He
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decides then that "The routes and stops and terminus of
buses are fixed.
routes.

All buses are traveling along their own

It is the passengers who are right or wrong [for

that particular route]" (p. 85 in Akhiri admi).

Despite

the fact that the bus is going in a direction he does not
want, he decides to stay with it until the end.

In the

1969 "Dusra rastah" he is again sitting in a bus, but
this time it is the bus itself which is on a wrong route,
derailed from its planned path by a riot.

"When this bus

started out it had a number and we knew what it was.
who knows what its number is?n
afsos).

Now

(p. 180 in Shahar-i

Now no one knows what direction the bus might

take, or whether it even has a goal at all (p. 180).
nNow we are at the mercy of the driver," a driver who has
already caused several accidents (p. 181).
route and the goal are lost.

Both the

Soon the driver will be

lost too.

The protagonist boards Noah's ark in the 1979
story "Kishti n only to find that Noah has disappeared and
that he and others are being pulled through dark waters
in an unknown direction without any guide.

In another

story the same year he is a passenger on a train which
has stopped in the middle of a dangerous jungle and he
envies those .who were left behind, unable to board the
motionless train (nSUbh ~ khush nasib n ). Not only is
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there no goal, no route, and no driver, there is no
longer even a journey.
The hijrat of the fifties has become a different
sort of journey.

When Muhammad Umar Memon asked him what

new experience might replace the experience of hijrat in
his fiction, lntizar Husain replied that it was one for
which he as yet had no name, but which reminded him of
the lines from the Duran describing those lost people who
are given light for a short while so that they can see
their way, and then the light is withdrawn and they
stumble in the darkness.

This refers to the passage

describing the hypocrites who:
When it is said to them, RDo not corruption
in the land," they say, "We are only ones that
put things right." Truly they are the workers of
corruption but they are not aware ••• The likeness
of them is as the likeness of a man who kindled a
fire, and when it lit all about him God took away
their light, and left them in darkness unseeing,
deaf, dumb, blind--so they shall not return; or
as a cloudburst out of heaven in which is
darkness, and thunder, and lightning--they put
their fingers in their ears against the
thunderclaps, fearful of death~ and God
encompasses the unbelieversl the lightning
wellnigh snatches away their sightl whensoever it
gives them light, they walk in it, and when the
darkness is over them, they halt ••• ll. 10-11, 1720.

The journey now is of those who have lost their way and
are on the wrong path, but are hypocrites and deceive
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themselves and others that their path is right and their
goal the true goal.
The decline from a remembered utopia to an
imminent doom has been a journey from the creative goal
of hijrat to the aimless, blind and self-deceptive
wandering of the present; from people rooted in place and
tradition to homeless refugees without memories of their
past; from the story-telling, gossiping villagers
gathered about a hugga to those who are afraid or unable
to speak or who have nothing to say; from the moralistic,
thoughtful protagonist struggling against his own baser
self to the nihilistic, numbed and nameless character who
has destroyed every social and moral value; and from the
harmony and community of the village of his childhood to
the anomie, the disenchantment and the horror of the
modern city torn by war and civil strife.

This rather

pessimistic picture is given its ultimate expression in
the novel Basti (1980), a work which reiterates and
summarizes the author's previous fiction from 1948 to the
present (and also the history of Pakistan from its
inception in 1947 to the present), and says

~

the

individual (and the country) has fallen.
Each of the major historical events which has had
an impact on the writing of Intizar Husain has been
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symbolized by the fall of a city.
Cand Gahan

(1953~),

In his first novel,

the devastation wrought by Partition

is symbolized in the fall of Delhi, which is compared
with the Delhi of 1857.
Gali kuce

(1952d~

His first collection of stories,

impliCitly compares the Delhi of 1947

with the Jerusalem of the Lamentations Qf Jeremiah, which
the author said haunted him throughout the communal riots
and the destruction of Partition. The city of Lahore
during the 1965 war between Pakistan and India and the
capture of Jerusalem in the 6-day war between Israel and
Egypt are compared to the desolation of Jerusalem as
described in Nehemiah (in

"~ ~ ~")

and in

Lamentations Qf Jeremiah (in "Sharm-YL Haram").

~

Basti is

based on the effects in Lahore of the Bangladesh war and
the fall of the city of Dacca.
The aptly named Basti ("an inhabited place,"17I
which can mean a village as well as a city) encompasses
cities of the present, of memory and of myth.

The

narrative present is set in Lahore before and after the
Bangladesh war (1971), but flashbacks add the main
character's memories of his childhood in a small town in

I7~ohn T. PLatts. A Dictionary of Urdu.
Classical Hindi and English. (London: Oxford University
Press, 1968), p. 155.
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pre-Partition India, and include the history of Pakistan
from its founding to the present.

Through surrealistic

voyages into worlds of history, dastan, and myth, the
author shows us parallels with cities from the Jerusalem
of Nehemiah to the Delhi of 1857, and from the Dwarka of
Krishna to the Kufa of Imam Husain.

The fallen cities,

filled with portents of apocalypse, are made more
poignant by their contrast with- the idyllic, sacred world
172
of his childhood in the "beautiful cityn Rupnagar.
The
harmonious world of the beautiful city becomes the
nihilistic world of the city of doom because of man's
growing greed, his hypocrisy, and his failure to speak
out, witness and warn.

Basti does give warning in its

complementary themes of the fall of man and the approach
of Doomsday as they are witnessed by its main character
Zakir who is, as his name indicates, the nchronicler n of
his age.
Basti moves from the particular to the universal;
from history to myth1 from memory to nightmare1 from
Utopia to Apocalypse.

Centering on the fall of Dacca and

17~upnagar translates as nbeautiful city.n In
the earlier Cand gahan, the city Husnpur also means the
same. All cities representing the author'S childhood are
beautiful.
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its effect on Zakir, it begins with the life history of
Zakir, who grew up in a village in northern India and
migrated to Pakistan at the time of Partition.

It uses

fantasy, myth and religious history to universalize both
the biography of a particular person and the historical
fall of Dacca to represent the more general theme of the
fall of man, and ends with a comparison of the fall of
man's city to the fall of man.
The story is narrated from the pOint of view of
Zakir, a professor of history in West Pakistan, just
before the 1971 war.

In the quarter of a century since

he came to Pakistan, Zakir has forgotten his past.

Now

he tries to remember it, both in order to search for his
self-identity through his personal history, and to seek
the cause of the decline of a city, a cultural tradition,
and of humanity itself, as "the days pass and the purity
of the first day wanes with the revolution of daysn (p.
83) •

The book begins with the main character's
memories of his early childhood in Rupnagar, a village in
Uttar Pradesh.

It is at first an idyllic, mythic time of

wonder, "when the world was new and the sky fresh and the
earth not yet soiled" (p. 9), a description which is
later applied to his first day in Pakistan as well.

When
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he is old enough to read, however, this sense of wonder
becomes tinged with fear as he learns the story of Habil
and Qabil (Abel and Cain).

He asks his grandmother how a

man could kill his own brother.

She answers that his

blood became white; that he forgot the ties of blood.
This same phrase is used later to explain the change
Zakir perceives in Pakistan after Partition.

At first

every home was open to receive the refugees, but then
people became greedy, the room in their hearts became
less, and the spacious buildings became cramped.

While

trying to recall his first days in Pakistan, he thinks:
Those days were good, good and true. I
should remember those days. In fact, I should
write them down lest they again be forgotten.
And the days later? Those too, so we will know
how days have lost their truth and goodness; why
days have become bound to evil and nights to
terror. How before our eyes Shamnagar's
buildings, which were spacious, have become
cramped, and hearts have become narrow (pp. 8586) •

Both the pristine world of childhood and the new nation
of Pakistan are filled with hope and harmony, but both
fall from grace when they forget the ties of blood and
community, and give in to greed.
Man's growing inhumanity and loss of brotherly
love becomes one of the two dominant themes of the book.
The second theme, the approach of Doomsday, is introduced
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immediately after Zakir hears his grandmother's
explanation of Habil's murder by his brother Qabil.

He

rises and goes to the room where his father is talking
with Hakim Bande Ali and Musib Husain.

His father is

relating the signs of the coming of Doomsday:

·When

those who recite the Word will become silent and the
thongs of shoes will speak ••• When the rulers will become
tyrants and the people will eat dust n (p. 13).

As the

narrative leaves his childhood Utopia, both the real and
the surreal scenes Zakir witnesses become metaphors for
the fulfillment of the signs of Doomsday.
In Rupnagar, Zakir learns both Hindu and Muslim
religious history, lives through a plague, sees the
introduction of electricity to the village, and mourns
the death of his grandmother.

He experiences a slowly

growing love for his cousin Sabrah, who, like Tahsina in

llin (1957 ) and Munni in

·Satvan~·

playmate and a childhood sweetheart.

(1954c), is both a
When he leaves

behind his childhood and the age of myth in Rupnagar and
moves to Vyaspur, he enters the age of rubber-tired
tongas, motor cars and trains.
to college in Meerut.

From Vyaspur he goes on

When he returns to Rupnagar on

holiday from Meerut, he finds it has lost the sense of
mystery and wonder it had in his childhood.

That feeling
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is still present in his relationship with Sabrah, but the
relationship is broken when riots force Zakir to move to
Pakistan at the time of Partition.

When he begins to

remember the pasti Sabrah is ftthat wave [of memory] which
was present in every other wave and which illuminated the
entire surge of waves ft (p. 88). Sabrah comes to embody
that feeling of love and harmony which permeated his
childhood in the beautiful village, but which is
conspicuously absent from the modern city of war and
riot.

Throughout the novel he considers trying to re-

establish his ties with Sabrah but he vacillates and
communicates with her indirectly through his friend
Surendra instead.

At the end of the novel he still

clings to the tenuous hope that he may yet write to
Sabrah and escape a fall into despair.
In subject and technique, Basti is divided into
three parts.

The long first section is based on history

as it is recorded in Zakir's jungle of memories.

It

alternates between Zakir's present in the days just
before the 1971 war, and his memory of the past--from his
childhood in Rupnagar through Partition and the era of
Ayub Khan.
narrative

Both the events Zakir witnesses in the
pr~sent

and the events he recalls through his

memories are presented in chronological order.

By the
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end of the fourth chapter the flashbacks have completed
the biography of Zakir, and the narration is wholly in
the present.

The narration in this first section is in

realistic style, with the exception of a single incident
at the end of the fifth chapter which foretells the
surrealism which will dominate the second and third
sections.

The plague Zakir lived through in his

childhood was preceded by the appearance of a cat which
first stared silently at the maidservant Sharifan, and
then cried like a woman.

Now as Zakir walks the streets

filled with slogans and posters calling for war, he sees
a cat staring at him from the side of the street.

He

hears the sound of gnawing rats coming from all sides,
finds the way ahead blocked, and knocks at the door of a
large mansion.

The door, symbolising the future, is

opened by a cat standing on two legs who stares at him,
and slams the door in his face.

The future is war.

The short second section presents the twelve days
of the 1971 war in diary form.

Realistic depictions of

events in Zakir's present now alternate with surrealistic
representations of scenes from history and myth.

The

narration frequently jumps from the Lahore of the 1971
war to parables from the Mahabharata and Shah Narnah, and
to historical sequences from the war of 1857.

In Zakir's
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first mental journey into the realm of the dastans, he
sees two cities, one uninhabited, the other full of
people.

The first city has become desolate because of

two brothers who demand more than their right.

In an

obvious allegory for the war between East and West
Pakistan, tbe brothers use the knowledge left them as a
legacy by their father to curse each other to become an
elephant and a turtle which wili fight each other in a
lake until the lake becomes a swamp, and then dries, and
its dust rises over the earth.

The second city, though

outwardly prosperous and thriving, is no better off than
the first, for its king, the Zahhak of the Shah Namah,
demands that the skulls of the wise be fed to the
serpents which grow out of his shoulders.

The desolate

city, like the story of Habil and Qabil, shows the result
of the loss of brotherly love.

The inhabited city, with

its allusion to censorship and political suppression,
fulfills the signs of the coming of Doomsday when the
wise will be silent and the populace eat dust.
The actual fall of Dacca is not directly shown.
Those days in his diary of the war which according to
their dates should describe the final days of Dacca are
set instead· in the Delhi of 1857.

In this it is similar

to the diary portion of his first novel, Cand gahan, in
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which the hero Fayaz Khan mentally compares the Delhi of
the 1947 riots with the Delhi of the 1857 War of
Independence.

In Basti the Lahore of the 1971 war is

compared with the Delhi of 1857, but the technique used
now is surrealism, as Zakir slips with ease between past
and present.

In both Cand gahan and Bastj a mysterious

fagir warns of the imminent fall of the Red Fort.

In

both too, the hero laments the disunity of the Muslims
and their lack of fighting heroes like the Bakht Khan of
1857.

The parables in this second section offer causes

for the fall of Dacca, the historical sequences
implicitly compare the fall of the Mughal Empire with the
disintegration of united Pakistan.
The third section is set in an indeterminate time
after the fall of Dacca.

Zakir's mother waits anxiously

for news of her sister Batul, and Khvaja Sahab, a friend
of Zakir's father, tries desparately to find news of his
son Karamat who, like Batul, was lost in Dacca.

Stunned

by the result of the war, Zakir searches for an
explanation of the fall in a series of mental journeys to
other fallen cities in history, myth and fantasy.

These

images of apocalypse are interspersed with scenes in his
horne, in the .tea-house Shiraz (which symbolizes the Pak
Tea House in Lahore), and in the streets of Lahore
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(called Shamnagar in the novel).

The most striking

aspect of lntizar Husain's fiction is his ability to
juxtapose analogous events and parables so that our
understanding of each is deepened by the comparison.
final section of Basti is a

~ ~

The

force in its

exploration of the implications of the similarities
between past, present and mythical instances of
destruction, censorship and oppression.

Lahore after the

fall of Dacca is compared to Ghalib's description of
Delhi after the war of l857;173to Nehemiah's account of

17~e inserts verbatim (pp. 184-185) the
following pasage from one of Ghalib's letters to Tufta:
Do not think I am exaggerating: everyone,
rich and poor alike, has left the city, and those
who did not leave of their own accord have been
expelled. Nobles, grant-holders, wealthy men,
artisans--none are left. I am afraid to write
you a detailed account. Those who were in the
service Qf the Fort are being drastically dealt
with and are harassed with interrogations and
arrests ••• l stay in the house and cannot as much
as step outside the door ••• As for anyone corning
to see me, who is there left in the city?
(Trs. Ralph Russell and Khurshidul Islam. GhaJib: Life
and Letters. (Cambridge: Harvard University Press,
1969), pp. 150-151.)
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Jerusalem, its gates burned by fire;174 to the burning
tents of Karbala; to the fall of Dwarka and the death of
Krishna; and to those cities which have been taken by
water or wind or fire, and those which will be taken by
the blast of the Angel on the Day of Judgement. The ripe
grapevines of Revelation 175are compared with 1857 when it
is said that trees were laden with decapitated heads
hanging like ripe fruit.

The scene of the heads of those

who witnessed to Imam Husain, cut off at Karbala and

174

The passage quoted is (p. 184):

I was in Shushan ••• when Hanani, one of my
brothers, came to me, accompanied by a few men
from Judah, and I asked them concerning the
escaped Jews, who were left from the captivity,
and concerning Jerusalem. They answered me that
the remnant of the province who remained from the
captivity were being severely afflicted and held
in reproach, the wall of Jerusalem having been
broken down and the gates destroyed by fire.
(Nehemiah. I. 1-3. Modern Language verson.)
175
••• ftThrust in your sharp scythe, and harvest
the clusters of earth's grapevines, for its
grapes are overripe. ft So the angel swung his
scythe on the earth and gathered the fruit of the
earth's grapevine, and threw it into the great
wine press of God's wrath.
Revelation.(14. 18-19).
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presented on plates in Damascus, recalls the heads of the
wise fed to the serpents of Zahhak, and is juxtaposed
with the heads of the princes presented on plates to
Bahadur Shah Zafar after the war of 1857 in Delhi:
The grapevines are laden with grapes and the
harvest of heads has ripened. Speak not lest you
be recognized ••• When the wise become silent and
the thongs of shoes speak. This is the time for
the thongs of shoes to speak. So speak not lest
you be recognized. He spoke and was recognized,
and the crop of heads began to be harvested (p.
222).

With increasing frequency the coming of Doomsday
is presaged by images of the speaking of those who should
not speak and the silence of those who should speak.
is the time for the thongs of shoes to talk;

It

176

for the

scooter to speak with the horn of a truck; for brothers
to curse each other to become animals; for the skulls of
the wise to be fed to serpents, and the heads of those
with minds and tongues, who speak and are recognized, to
be cut off and presented on plates in the court of
Damascus; for the future written on the wall to be hidden

176

A symbol of Doomsday, for according to the
Hadith, R • • • the last hour will not come before ••• the end
of a man's whip and the thong of his sandal speak to
him ••• (in James Robson, tr. Mishkat AI-Masabih. (Lahore:
She Muhammad Ashraf, 1964), Vol. III, p. 1411).
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under the dead words of posters and slogansi for people
to walk in a typhoon of inhuman cries.

It is the time

for dogs to bark, and jackals to howl, and the lion to
remain silent.

The fall of cities, through its

association with the signs of the coming of Doomsday, is
equated with the fall of man.

The fall of man is seen in

man's inhumanity to man, and in brothers who ask for more
than their share, from the time of Habil and Qabil to the
present.
From the first to the third section, the main
character becomes progressively more involved in the
events described.

This is reflected in the author's use

of first and third person narration.

Zakir's memories of

his childhood presented in Chapter One are entirely in
the third person.

He stands beside the boy Zakir rather

than inside him.

In contrast, the narrative present

makes extensive use of first person interior monologue,
and his later journeys to the Delhi of 1857 and the world
of the dastan are entirely in the first person.

The

events of Zakir's childhood are now so far removed from
him that he can no longer be a direct participant in
them.

He looks at his own past as an outsider.

Zakir's

thoughts in the narrative present, however, are directly
quoted (as are the extensive dialogues used throughout
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the book), and the amount of the narrative which is
interior monologue increases as the narration leaves his
childhood and the time immediately after Partition.

The

increase in interior monologue, and in mental journeys in
quest of situations parallel to those in the narrative
present, illustrates Zakir's active search for a cause
for the decline he perceives in man and society after the
fall of Dacca.

The use of the first person gives the

reader, as well, a sense of immediacy and direct
involvement in this quest.
Basti simultaneously describes the personal
history of an individual--Zakir's love for his childhood
sweetheart Sabrah, the death of his grandmother and
father: and the history of a bastj--which in the end is
universalized to represent the cultural history of the
South Asian Muslim tradition.

The author ties the

present history of a particular individual and a
particular incident--the fall of Dacca--to the universal
themes of the moral fall of man and the approach of
Doomsday.
He does this by a skillful juxtaposition of
parallel incidents in which he compares events in the
narrator's present to events in the narrator's past: to
events in the past history of Islam in South Asia; and to
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events from mythic and religious history.

He deftly

weaves a fugue of repeated images and motifs which gain
additional layers of meaning from each appearance.

The

associations each image carries with it refer the reader
back to the contexts within which it was previously used,
and contribute to the impressive feeling of artistic
unity of the work.

The parallels he develops between

events in the personal history of Zakir with events in
history and myth thematically enlarge the scope of the
novel beyond the history of a single individual or a
particular country, and make the novel coherent in
structure and universal in theme.
Zakir has come from a childhood which he
remembers as Utopia to a time which is described as near
Apocalypse.

With his friend Afzal, he comes back from

his father's grave to see that even Shiraz, which had
survived the preceding periods of civil strife, is no
longer a refuge.
torn down.

Its windows are

broken~

its signboard

Irfan, another friend, joins them and the

three sit silently amidst the bricks and broken glass.
The perennially optimistic Afzal, who wanted to make
Pakistan beautiful by planting rose gardens, thinks he is
about to have a vision.

Zakir, who bas procrastinated

throughout the book, thinks he may finally write a letter
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to his childhood sweetheart Sabrah.

But these notes of

cautious optimism only accentuate the feeling of doom,
for the days when visions and love could bring peace are
gone.

The degeneration of society and the imminence of

the cataclysm are universal:
"Oh my son, how have you found the cities?"
"My father, I found the cities uneasy. I
went in all directions in search of peace and
joy, to the North, the South, the East and the
west. In every direction I found the son of Adam
troubled and sorrowful."
"My son, you searched for that which is not
to be found beneath this blue sphere of the
heavens."
"Then my father, what can you tell me?"
"I tell you that which the son of David told
his son: 'Oh my son, the clouds which have once
scattered do not corne together again. The cloud
which has once rained, does not rain again'" (p.
225).

In this interpretation of the events of his age,
Intizar Husain has traveled from Utopia to Apocalypse.
The days of Utopia when man was in harmony with himself,
with others and with nature are lost forever.

They have

been destroyed by the age of the machine, by wars, and by
man himself, who has broken his covenant not to fight
with his brother.

Innumerable cities of doom have fallen

in Intizar Husain's works from 1948 to the present:
Kufa, the Jerusalem of Nehemiah, Dwarka, and the Delhi of
1857 and 1947.

Dacca has been besieged by its brothers
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and Lahore is wrapped in violence and riots.
prevails.

Hypocrisy

The wise must be silent lest their heads be

presented on plates in Damascus.

Jackals and the thongs

of shoes speak, and the lion is silent.

"The grapevines

are laden with grapes and the harvest of heads is ripen
(p. 221-222) and there is curfew in Kufa.
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Enver Sajjad
Enver Sajjad is the author who has done most to
promote attention to style and experimentation in
technique in the Modern Urdu short story.

Intizar Husain

had begun the use of the dastan technique earlier with
"Akhiri admi," but: it was Enver Sajjad's stories in the
early sixties (written while Balraj Mainra and Surendra
Prakash were still using a traditional narrative style)
which popularized the surrealism and fantasy that became
typical of the works by both the first generation of
Modernists and their followers in the late sixties and
throughout the seventies.
Enver Sajjad's experimentations with surrealism
begin with the psychologically-oriented stories "Na
vala"

(1960d), "Jala vatan"

(1960f), "Ankh

~

sayah"

~e

(1960e), "Sone ki talash"

(196lb), and "Divar aur darvazah"

(1964g) in the early sixties in which we see the "real"
world "defamiliarized" into one of fantasy and surrealism
through the hallucinations of the protagonists.

Each of

these stories shares a reference to imprisonment and the
character's desire to be free, a theme which reappears
throughout EnVer Sajjad's corp'L.s and which particularly
dominates his most recent works.
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In these works from the early sixties the
characters' search for freedom leads them to criminal
acts:

smuggling in "Sone ki talash," and murder in

"Na marne vala,1I "Jala vatan,1I and "Ankh aur sayah.1I
As in his earlier IILapakte sho'ale, ghana'uni yaden"
(1953b) and IIJanam din ll (1957a), these acts are justified,
at least in the mind of the character himself, as due to
his social circumstances (or in IIAnkh
supernatural circumstances).

~

sayah" his

The characters (as in IIJanam

din," discussed in Chapter Three) are dissatisfied and
disgruntled because of their inferior social and material
position and society's lack of recognition of their true
worth.

In each of these works the nameless (except for

Mas'ud in "Sone ki talash") character questions his
existence, the meaning of life, his place in society and
what he has accomplished in it.

He strikes out violently

for the sake of his own material gain or in an attempt
to assert his existence, and then tries to flee the
consequences.
The selfishness of these characters, their mental
instability or outright insanity, and their attempts to
run away from their situations are in marked contrast to
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Enver Sajjad's stories from 1964 to the present.

In

"Kekar" (1964a) and later stories the character becomes
a noble hero who fights valiantly and altruistically for
the sake of others.

"Flight" becomes "fight," a

reversal of the case in the works of Intizar Husain in
which the protagonist's early efforts to combat his
condition turn to withdrawal or futile efforts to escape
in the later works.

The surrealism produced through the

hallucinations of the characters is replaced by
illustrative or didactic fantasies.

Psychological studies

of mental aberrations give way to politically-oriented
social commentary.

The individual's search for self and

for the meaning of life is answered by a call for revolt
or for social reform.

In their combination of surrealism,

hallucination and social commentary, the 1963 stories "13"
(1963a) and "Mirgi" (1963b) and the 1964 "Cauraha" (1964c)
form a transition between the psychologically-oriented
explorations of individual consciousness of the early
sixties and the message-oriented social and political
metaphors in his fantasies from 1964 to the present.
The transition from the real to the surreal is
least ambiguous in "Sone ki talash" (also published as
"Sone ki talash

~")

which frames the character's
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hallucination with a realistic description at the beginning
and end of the story and clearly indicates to the reader
that the main body of the story takes place within the
mind of the character.

Like Enver Sajjad's other stories

from the early sixties, "Sone ki talash" has an interesting
plot and excels in imaginative imagery.

The story's

Sufistic references are cleverly developed but not entirely
appropriate to the character, whose motivations continue
to be primarily materialistic.
The story begins with a medical student, Mas'ud,
examining a body on the postmortem table.

The bullet

holes in the chest are described as being like paths or
like caves in a slab of marble.

The "caves" are said to

be about to become filled with light, a description
which is confusing when applied to bullet holes in an
actual body, but which foreshadows the caves filled with
gold giving off a mysterious light which become his goal
later in the story.

The face of the body, that of a

smuggler, seems to him to be full of light, and Mas'ud
decides he is not a criminal but a malang, a wandering
mendicant or holy man.

There follows a passage in which

Mas'ud muses upon the fact that if one looks at
something for" a long time it begins to change shape. This
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passage prepares the reader for the transition from
reality to fantasy which follows.

The medical student

absentmindedly speaks to the corpse, asking, "Are you a
smuggler?" and the corpse comes alive and answers him, "Now
I have become one" (p. 9, in the book Cauraha).
The medical student learns that the corpse had
smuggled gold and, despite his guilt when he recalls the
lectures he has heard on how smuggling hurts the national
economy, he decides that he is more important than anyone
else and greedily demands that the smuggler take him to
the gold.

As they begin their journey the student is

imperious and contemptuous.

He impatiently urges the

smuggler to hurry and takes his hand to guide him through
the dark campus.

As they leave the town and begin to

cross the open fields their positions are reversed and
the smuggler takes the lead.

Mas'ud becomes absorbed in

thinking of the uses to which he will put his wealth. He
wants to free himself of this "prison" of a life (po 24
in Cauraha) in which he is expected to marry the daughter
of his uncle in return for his uncle's financial support
for his education.

Engrossed in thoughts of how he will

flaunt the money to impress a girl who is dating someone
else and with whom he has never even spoken, he finds
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himself left behind.

The smuggler informs him that IIIf

your goal were the only thing in your mind you would
never fall behind ll

(p. 22 in Cauraha), a statement which

could be read as a mystical teaching.

When they reach a

river it is the smuggler who takes Mas'ud by the hand to
guide him, reversing their earlier roles, and it is the
smuggler who becomes dominant and who continually
admonishes Mas'ud to empty his mind of all thought other
than that of his search.
As he crosses the river Mas'ud begins to lose
consciousness of his separate existence.
am I? What am I?"

He asks, IIl'Jho

(p. 28 in Cauraha), questions which

reappear throughout the stories of Enver Sajjad and other
Modernists in the early sixties.
experience

~1as'

After this mystical

ud sees a mysterious light.

The smuggler

takes him to the gold for which he had come, but now
Mas'ud wants the other "gold" of that light which cannot
be described (p. 31 in Cauraha).

That gold is in a cave

in a mountain which is formed of a slab of marble.

The

student asks why this mountain makes him think of a chest.
This question is never answered, but it serves to remind
the reader of the description of the smuggler's chest at
the beginning of the story.

It also recalls the smuggler's
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comment that if the blood from Mas'ud's journey-worn feet
were from his heart instead, then the blood would be real
gold, a hint that the greatest treasure is not material
wealth but life itself.
Mas'ud enters the cave, slips, falls, and finds
himself in a dastan-like desert filled with light.
goes towards the source of the light.

He

Inside still another

cave he finds a tree on which eleven leaves are made of
the gold which gives off the mysterious light, but these
are just the glitter of the real gold, which still lies
ahead, and to take which one must sacrifice one's hands
and tongue (so that, like a true mystical experience, the
gold can neither be described nor shown to others).

Rather

than fulfill these conditions he steals the gold, runs
towards the river, is shot and holding his chest, sinks
into the river, weeping.

He is interrupted by the servant

in the post-mortem room who hears his weeping and comes
to see what is wrong.

The story ends as the medical

student discovers it is not his own but the smuggler's
chest which he is holding.
Mas'ud's search for the gold which began as a
purely selfish and materialistic pursuit of wealth takes
on Sufistic overtones as his growing dedication to his
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goal makes him temporarily lose awareness even of hilrnself.
He finally chooses the "real" gold which gives off the
mysterious light that cannot be described or shown to
others rather than the lesser, material gold, but he has
not fully completed the transition from material to
spiritual values as he is not willing to pay the price
for this mystical gold and cut off his hands and tongue.
He tries to take it without earning it, just as he had
tried to attain wealth by illegal means rather than by
working for it.

The Sufistic imagery and his partial

conversion are thus not entirely convincing, perhaps
because in the stories from this period the attempt to
gain material wealth by whatever means is considered
justified as a way to escape the imprisonment of poverty.
The shifts between realism and surrealism are
far more ambiguous in "Na marne vala" than in "Sone ki
talash."

The author has skillfully established a double

set of interpretations for each incident in the work.
The plot is that an artist returns to his apartment
where there is a painting of his friend.
stolen the artist's girl friend.

The friend has

The artist tells the

picture he is going to murder him, does so (?), goes to
the Cafe deSouza, sees

(?)

his friend in the doorway, and
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must stay the night in the Cafe because, due to the riots,
burning and shooting in the city, a curfew has been
established and it is already past the time of the curfew.
When the artist first enters his room the key in
his hand becomes a gun, warning the reader that the
protagonist's perceptions are not to be trusted.

The

light from the burning of the western portion of the city
momentarily disorients him so that he is unsure whether
it is dawn and the sun is rising in the West (a sign of
Doomsday) or is still night.

In a monologue punctuated

by occasional gun shots from the riots, he addresses the
life-size painting of his friend and tells the painting,
and the reader, why and how he is going to shoot the
friend.

His reason is a personal one, jealousy over a

woman, but he declares that he is going to free himself
of every kind of imprisonment by means of this pistol (p.
148 in Cauraha).

He reassures himself that now is his

opportunity while "every person is following his own law"
and taking full advantage of the civil disturbances (p.
148 in Cauraha).

As he talks to the painting, seeming

to confuse it with the actual person, he applies red
pigment to its surface.

Thinking of his friend and the

woman, he loses control of himself and crushes the tube
of red paint in his hand, an incident which will later
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increase the ambiguity surrounding the "murder."

He covers

the painting with:red paint while the painting taunts him,
then takes aim at the painting and shoots either the
painting or the man, or both.

The story leaves it up to

the reader to decide if he has actually shot his friend
or only the life-size painting of his friend which stood
on the easel in front of the door.

The redness spreading

on the floor could be either blood or the red paint from
the crushed tube.

The character himself is not sure if

he has shot him and if he is dead, and the owner of the
Cafe deSouza too confuses the red on his hand with blood
before pronouncing it paint.

Soon the artist is not even

sure whether the friend had corne to the room or not.
Although the artist tells himself that not he but the
atmosphere of anarchy created by the riots is to blame
for his friend's "death," he jumps up guiltily when he
thinks he sees the friend standing smiling in the doorway
of the Cafe deSouza.

The cafe owner does not give any

indication that he too has seen the friend, still<ieaving
the reader in doubt as to the reality of the "murder."
This work is primarily notable for its cleverness

in allowing an interpretation of its central event as
either real or hallucinatory.

It also provides an
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interesting contrast with works like "Vapsi, dev jans,
ravanagi" (1969a) and Khushiyon ka bagh (198la) in its
negative view of the civil disturbances which in the later
works are hailed as welcome forerunners of forthcoming
social change.
"Jala vatan" and "Ankh aur sayah" also explore
the psychology of a murderer.

The hero of "Jala vatan"

has escaped from prison and is fleeing through the woods
on a dark and stormy night, trying to reach the border
of the country.

As in "Sone ki talash" and "Na marne

---

vala," the protagonist is concerned lest the passage of
time take his chance for freedom away from him.

Tired

and cold, he takes refuge in an empty, decaying house
where, as in "Sone ki talash," there is a mysterious
"other" who is impervious to the violence threatened by
the protagonist.

The features of the "other" have melted

into each other like those of a watgrcolor left out in
the rain (p. 97 in the version of the story entitled
"Sab se purani kahani," in Cauraha), and he answers the
protagonist's questions about his identity by saying
that he is "no one at all" and "everything" (p. 99 in
Cauraha).
his crime.

As the hero talks with the "other" we learn
He "wanted to live" (p. 102 in Cauraha) and
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consequently thrust a dagger into his uncle's stomach
when the uncle would not give him the money he wanted so
that he could ride in a car, have his own home, be
someone of importance, and leave the country (which he
hates).

As the hero mentally reviews the circumstances

leading up to his present predicament he asks himself who
he is and why he was born, questions which occur in some
form in each story in this group.

In the morning the

protagonist and the "other" leave the hut.

Each chases

the other as the hero tries unsuccessfully to climb the
impassible cliff which marks the frontier.

The story's

weak ending destroys the feeling of surrealism which
had been produced by the mysterious "other," and introduces
a third character on the top of the cliff who observes
vultures circling and decides that this is not a good
place for sightseeing.
"Jala vatan" reiterates the themes of criminal
acts which are justified in the mind of the character by
his social circumstances.

It also shares with

ot~er

stories in this group the character's questioning of his
identity and purpose in life and the interest in the
psychology and abnormal mental perceptions of the
protagonist. but it is the weakest of this set of works.
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The "other" is less developed than the character of the
smuggler in "Sone ki talash," and the slight feeling of
suspense built up through the hero's encounter with this
character in the hut is destroyed by the observer on the
cliff who brings the story back into the realm of reality
and thus makes the "other" merely silly rather than a
figure of mystery.
"Ankh

~

sayah" is superior to "Jala vatan" in

plot, in character development, and in its highly
imaginative use of imagery.

The motivation for the

murder in "Jala vatan" was the relatively mundane one
of material gain, and the image we have of the protagonist
is merely that of a rather violent person without any
particular mental depth.
"Ankh

~

In contrast, the murderer in

sayah" is truly insane, but despite this

insanity, the protagonist is presented through images
of such psychological validity that he becomes a wellrounded character with whose agonies

the reader can

identify and sympathize.
The hero of "Ankh aur sayah" is in a prison
cell waiting to be executed.

While he sits in his cell,

and as he walks with his jailors to the gallows, his
thoughts range over past events in an effective use of

354

a stre.:lm of consciousness technique.

He al terllately thinks

himself Isaac lying beneath his father's knife, and
recalls the knife in his own hand and the noise like that
of a slaughtered goat which is coming from the throat of
his victim.

As he mentally addresses his mother we learn

that he and his friends used bhang, drank, and visited
prostitutes, and that, perhaps as a result of the bhang,
he has become "possessed" by a jinn which he believes is
controlled by a local storekeeper.
His possession takes the form of a series of
remarkably vivid, detailed, and readily visualizable
nightmares of knives which grow from the ground, glow
from the heat of a ball of fire hanging in the sky, and
cut him into pieces; of trees whose every branch impales
his cut-off head; and of witches who hold his severed
head and dance around a fire while the storekeeper cuts
out and eats his heart and drinks the blood from his
veins as his watching friends urge him to do something
to save himself.

In a more realistic and psychologically

very convincing scene, he recalls his mother's visit to
the prison.

She had brought his favorite sweet and had

insisted on feeding it to him with her own hands while
he struggled against a growing nausea and wanted only
to hide his head in her bosom.
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Through his first person, present tense memories
he reflects on his mother's pleas that he get a job and
do something useful.

He wonders who he is, regrets the

lack of purpose in his life and the emptiness of his
existence, and determines to convince others that he
exists by taking some positive action to save himself
from the storekeeper.

Without seeming to be fully aware

of what he is doing he borrows a knife from the butcher,
wanders about the city, drinks, cuts the throat of the
storekeeper, and returns horne to his mother to tell her
that a jinn has killed the storekeeper.
"Ankh
written.

~

sayah" is well-structured and tautly

The knives and cut-off heads of his nightmares

foreshadow and seem to make inevitable the murder.

The

method of the killing makes its contrast with the story
of Isaac and Abraham an apt comparison.

The use of

first person, present tense thoughts (the use of the
present tense dominates Enver Sajjad's fiction in the
late sixties and the seventies) in a stream of
consciousness technique allows the reader into the mind
of the character and gives immediacy and credibility
to his motivations.

Most notably, the story is highly
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visual, a feature of Enver Sajjad's work characteristic
of his fiction throughout the sixties, in which images
function as symbols and thus become an integral part of
the story (rather than serving merely as decoration, as
they had in his works from the fifties).

The manner in

which earlier works foreshadow later incidents (the red
paint in "Na marne vala"; the slj.t throat of the sacrifice
of the story of Isaac and Abraham in "Ankh
the holes in the chest in

"Son~

~

sayah";

ki talash") is also a

feature of all of his works after this period.

Enver

Sajjad's better stories are not organized by mere accretion
of incidents or by loose association of ideas, but are
spatially crafted as though all the events of the story
were simultaneously present in the mind of the author
(and of the reader when the story is read more than once).
The events of the story are thus self-reflexive; earlier
incidents predicting later ones, and later ones adding
meaning to earlier ones.
"Djvar...aur

daryazah"

and

'~'

unity by the repetition of images.
like "Ankh

~

who is insane.

each achieve their

"Divar

~

darvazah,"

sayah," gives the hallucinations of a man
The wall of the title is a hazy wall

which repeatedly confronts the protagonist as he tries
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to escape a hospital.

This wall reappears in the

character's memories of his past as a labyrinth which
serves symbolically as a representation of the condition
of modern life.

The labyrinth is compared to Greek myth

by the character's statement that he has lost the rope
he is to follow to escape from it.

The references to

Greek myth are continued in his attribution of the name
Cyclops to a one-eyed sweeper he meets in the morgue
he enters while fleeing from the hospital.

The hero

also claims to be Pavlov's dog, trained to salivate on
cue, another symbolization of the conditioning of man

in the modern world.

The hero of "Ankh

~

sayah," as

Nazir Ahmad has described (Nazir Ahmad 196Bb, p. 269),
functions symbolically as a "universal man" as well as
a character in his own right.

In later works, the

hero loses credibility as a "character" and becomes
solely a symbol.

The hero of "Divar

@!:.

darvazah" thus

marks a transition from the interest in the psychology
of the individual in the stories of the early sixties
and the message-oriented works in the later sixties in
which characters become symbols rather than individuals.
"13," so named because it is a compilation of
13 scenes, is given unity through the gradual dissolution
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of the body of the protagonist.

The story is not

hallucinatory but surreal, as the incidents are presented
as though they have occurred in actuality rather than
in the mind of the hero.

The story 'combines oblique

social comments in its description of the stomachs of
the people in an unemployment line as a dark tunnel
crawling:with bacteria with separate pictures of the
disintegration of the protagonist's body from the feet
upwards.
The social comments are more obvious in "Mirgi,"
which is one of his better stories.

The hero wakes to

find himself staring at crabs scurrying along the ocean
shore and tries to recall what might have caused him to
have another fit.

His recollections of a morning traffic

accident in which the passengers hurrying to work ignore
a woman crushed beneath the wheels of a

tra~

and the

mechanical repetitiveness and monotony of his office
work provide a criticism of the dehumanization and
mechnization of life in the modern city.

When a girl

on the beach offers to help him up he sees her arms
turning into iron and her eyes to glass.

Her body fills

with pistons and mobil oil aS'his ears are floodea
with the sound of factories.
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Like his other works from the early sixties,
"Mirgi" includes several sections in which the character
questions the meaning of his existence, his lack of
relationships, and the meaning of the habitual fits he
suffers from".
crabs,

The description of the fits, like the

is evidently inspired by Sartre's Nauseau, as

Nazir Ahmad has shown (Nazir Ahmad 1972, p. 92).

As

in Sartre's work, the fit is said to be not in the hero

but in the universe and thus symbolic of the condition
of man.
"Cauraha" too makes a statement about the general
human condition.

The hero is waiting for a bus whose

route may not even pass him, so that he may go to his
home, whose location he has forgotten.

That is, he is

waiting for what may not exist in order to go he knows
not where.

His thoughts, given in a stream of

consciousness technique, show him fearful and full of
feelings of persecution.

He sees himself with a crown

of thorns on his head and tries not to look at a police
stand topped by a halo of light which stands at the
center of the crossroads like a cross.

The broken

and incomplete phrases which pass through his head
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repeatedly return to this "cross" which is described as
"the place where the head droops to one side like ••• "
(p. 165 in book Cauraha)--perhaps a reference to a
crucified Christ.

He goes to the "cross," cries out

to the heavens that "You have taken everything from me"
(p. 167 in Cauraha), and asks for light.

He sees a

face drawn with chalk, the head drooping to one side,
lit up by a cigarette thrown onto the police stand from
a passing car, and begins to hit his own hand with a rock
(thus making himself still more of a "Christ-figure").
He tells his hand he will nail it here to the cross, but
is interrupted by the police who decide he is a drunkard
and demand a bribe in return for not arresting him.
The police, the symbols of authority, are thus compared
with those who crucified Christ.

The hero, a nameless,

universalized homeless and goal-less man lost in his
own city is a modern-day Christ who is persecuted both
by his own doubts and fears, and by society's designated
authority figures.

The character is not only helpless

but also self-destructive.
In 1964 Enver Sajjad's stories change.

The

characters are nQ longer in the "existential situation"
which Anis Nagi (1964, p. 204) and Nazir Ahmad (l968b,
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p. 270) found in his earlier works.

Now his characters

do not need to question the meaning of their existence,
their lack of relationships (as in "Mirgi") , or their
lack of recognition as individuals (as in "Ankh aur
sayah" and in the earlier "Janam din"),

If the characters

are "alienated" in the stories after 1964, it is not a
metaphysical alienation but a separation from the forces
of oppression.

His recent novel Khushiyon ka bagh, in

fact, documents the hero's gradual enlightenment as he
turns away from a prosperous but corrupt upper middle
class lifestyle,which leads him to question the meaning
of his existence in much the same way as do the characters
in Enver Sajjad's stories before 1964,to an impoverished
but politically committed man:
with himself.

in jail, but at peace

The question of alienation has been

resolved by committment.

As the hero of "Kekar" plainly

states, "I exist because I see the white salinization
eating the land and I

fight it" (p. 193 in the book

Cauraha).

The question "Why do I exist?" has been

answered:

"I exist because I fight."

The hero of

"Kekar" fights the lack of will and the fear of the
elders who want to flee from the earth whose barren
breasts have become covered with leprotic patches of
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white rather than dig a canal to wash away the salinization.
(He is also angered by the government officials who corne
to inspect the land but, because the people cannot bribe
them, refuse to recommend that the government build them
a canal).

The boy Nikka attempts to fight the greed of

his elders in"Ga'e"as they sell the cow whom he regards
as his mother to the butchers.

The young boy in "Sazashi"

tries to dispel the complacency of the older prisoners
who forget that they
are all lost.
elders."

~

prisoners, screaming that "We

We all do not exist.

(p. 113 in Cauraha).

necessarily successful.

Lying, deceitful

These battles are not

The boy in "Sazashi" is led away

by the guards and the prisoners tell each other his revolt
was childish.

They .return to their task of digging the

canal and the story repeats the paragraph with which it
began in which they say that they do not realize they
are prisoners until they look at each other.

There

has been a partial awakening however, for now the voice
of the guard has been interjected into the story and
they realize that their silence is a conspiracy.
too ends before the cow is saved.

"Ga'e"

The boy Nikka has

taken a gun from the house, but the story ends with the
narrator's statement that he does not know whom the
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gun is pointed at:

the cow, the calf, the driver of the

truck which has come to take the cow to the butcher's,
the elders, or himself.

Like "Sazashi" and "Kekar," this

story too is given a frame.

It ends with the phrase with

which it began, " .•• one day they got together and decided
that •• ," leaving the fate of the cow and of Nikka
unresolved, but Nikka now committed to resistance to
the will of the elders.

The hero of "Kekar" gives up

his beloved (who leaves the village with her father) and
in stark contrast to the hero of "Jala vatan" (who hated
the country and wanted only to leave it), stubbornly stays
on after all others have left to singlehandedly fight
the salinization which is covering the earth and rendering
it barren.

He takes heart from the acacia (kekar) trees

whose deep roots have kept them green, and continues the
course of action which he has chosen for himself.

The

story ends with a repetition of the description of the
hero loading buckets of water onto the back of a donkey
to carry from the river to his home.
The unending ("Kekar" and "Sazashi") or unresolved
("Ga'e") struggles of the characters in these stories
published in the 1964 collection Cauraha give way to more
optimistic endings in later works.

The mysterious A in
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"Shiraze" (1966b) who grows red roses (Marxism?) and teaches
177
his secrets to the young , informs his followers that the time
to revolt is near when the foreigners wearing clothes
with stripes and stars (i. e. the United States) plant
uranium under G.

G, who has eaten an S-shaped (dollar-

sign shaped) snake which guarded his treasury and has
become indistinguishable from the snake, had used his
money to feed hashish to the elders and keep them from

177
One of these youths reappears in "Yurika,
Yurika" (1972a). The government until this time has
changed hands predictably, going from one master to
the next. Each new master serves an apprenticeship
as a slave to the previous master and makes himself over
in that master's mold. When the fragrant voices outside
(the voices of the people) grow loud, the old master
dies and the new one takes his place. As the voices
increase, the dying master shows the slave and master-tobe the skull of a man whose eyes were red, whose tongue
was red and whose thoughts were red (a phrase repeated
for emphasis, pp. 47 and 49). The master had tried to
crush the skull of this man but had been unsuccessful.
The slave vows to succeed where his master had failed.
The master dies, the new master calls for his new servant,
but the boy who answers his call insists that he is not
a servant. The boy carrys a garland of red roses (from
"Shiraze"?) and recognizes the reflection of his own
face in the skull of the mall whose eyes, tongue and
thoughts were red. He seizes the skull, cries "Eureka,"
and runs out into the street where the fragrant voices
are swelling in volume. The predictable old order in
which the transition from one ruler to another has meant
that each new ruler is as tyrannical as the previous one
has now been broken by the young man with the red roses
and the skull of the man whose thoughts were red.
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asking questions about the foreigners.

Bands (the army?)

play at the feet of the rose bushes, not to pI:otect the
bushes, but to hide the sound of the foreigners' geiger
counter.

A gives cuttings from his roses to the young,

who are protected from the intoxication of the hashish
by the smell of his roses.

A nineteen year old virgin

(the age of Pakistan at the time the story was published
in 1966) refuses to marry until she is given a rose from

one of these cuttings.

At the end of the story the time

to revolt i$ approaching.

Youths are gathering, holding

their rose-bush cuttings in their hands, ready to expel
the foreigners, reform the worthless bands, grow their
roses, and make fertile the virgin (the country).
The powerful and biting "Pirinde ki kahani" (1966c)
also provides a happy ending.

A white tourist, camera

in hand, watches a flock of birds pecking grains of food
spread on the earth.
any danger from

th~

Most of the birds, oblivious to
one who has spread the grains (a

possible reference to the source of PL 480 wheat which
was then a topic of concern and which appears in Intizar
Husain's "Kana c5.ajal," written during the same period),
have riveted their attention on the food.

An innocent

(mausum) but "aware" young boy (similar to the young boy
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in "Sazashi," to an enlightened Nikka in "Gale," and to
a host of other such "innocent but aware" young boys in
later stories) throws a rock at the birds to awaken their
sense of possible danger.

The young boy, who reminds

the white tourist of pictures of Christ, is described
as "of this land, smelling of fresh earth, the color of
wheat, covering half the earth," (p. 62 in Ista'are) ,
a symbol, that is, of the youth of the third world.

The

white tourist calls him a Judas and returns his attention
to the flock of birds who, like most people, only think
about their material needs.

Then one strange looking

bird appears among them whose skin reflects the rays of
the sun and who walks with dignity and strength despite
his emaciated legs.

This bird carefully scrutinizes each

grain for any possible trap and rejects one grain after
another.

The white tourist decides to trap this bird and

take it home to his mother as a souvenir.
keeps it in a

gild~d

Whether she

cage to enjoy its voice, or cooks

it to enjoy its taste doesn't really matter.

He tries

to catch the birJ with the grains of food, but the bird
bites his hand.

The sky, which the bird stares at before

attacking, as though seeking guidance from it, is now
a deep red.

Lhen he finally manages to capture the bird
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and get it into his car, it attacks him ferociously.

As

his face, his lips and his shoulder are torn open, the
white tourist's eyes are filled with paddy fields,
gunpowder and roaring jungles, making the bird a symbol
of the people of North Vietnam, as well as of third world
revolutionaries in general.

When the chauffeur tries

to recapture the bird for the white tourist the innocent
young boy returns, throws his rock at the chauffeur, and
carries off the bird cradled in his arms, gently stroking
its head.

The story ends with the doctor giving the

white tourist a transfusion of native blood, saying,
"You bloody bastard," just as had a watchman in the first
lines of the work.

The emaciated but intelligent and

courageous bird, guided by the red of the sky, has seen
through the trap of the proffered grain and gilded cage
178
and has fought its way to freedom.

178
Enver Sajjad's "Makkhi ka monolaq" (1970b),
later reprinted with the somewhat more blatant title
"PL 480" (1977d) gives the same message without the
veIl of symbolism used in "Pirinde ki kahani." "Makkhi
ka monolag," like a number of his other stories from
Ene 1970's, is essentially a speech given a loosely
fictionalized framework.
It derides PL 480 grain as
a sop to the masses, designed to keep them quiet and
preserve the status of the elite.
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Although the ending of "Sindirala" (1966d) is
less optimistic than those of "Shiraze" and "Pirinde ki
kahani," the message in all three of these 1966 stories
is the same:

to beware of the hidden trap benea"th the

lure of foreign aid (in the form of money in "Shiraze,"
food in "Pirinde ki kahani," and material luxuries in
"Sindirala").

"Sindirala" is a third world Cinderella.

The story begins like the western Cinderella, with an
orphan who is ill-treated by her stepmother and stepsisters.

She is guarded by a bloodthirsty, ferocious

dog who prevents her escape from her room.
choose between two rescuers:

She has to

an impoverished crazy

man standing beneath a tree, or a prince charming.

The

long-haired, pants-clad, Coka Cola drinking (i. e.
westernized) boys of the neighborhood harass the crazy
man until he raises a slogan which shakes the earth and
sky and makes the boys drop their Coka Cola bottles and
run.

The crazy man is wrapped in a red cloak.

,.

Cinderella decides the crazy man is himself the
victim of the stones thrown by the boys (despite the
power of his slogan) and is unable to help her.

She

chooses to go with the prince charming who dazzles her
with his material wealth and the promise of a life of
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luxury.

It was the wrong choice.

The light-skinned,

blue-eyed prince is in league with the stepmother and
the dog.

At the stroke of twelve his

~eeth

fallout and

are replaced by canines, and he starts to tear off her
clothes.

When she tries to flee to save her honor, every

exit is blocked by her stepmother v stepsisters and the
bloodthirsty dog.

The red-cloaked "crazy" man (who is

in fact "aware," since it is he who warns her to leave
the prince before midnight) represents the power of
the people, latent in their voice of protest (his slogan).
The message is that Cinderella should have chosen the
red-cloaked man of the people over the blue-eyed,
possibly foreign, superficially alluring prince.
There is thus a continuity between these stories
and Enver Sajjad's pre-modern works from the fifties in
their negative attitude towards the West.

The difference

is that in his fiction from the fifties western influence
resulted in the breakdown of traditional values; in the
sixties and seventies it represents imperialist or
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neo-colonialist attempts to influence or exploit third
world countries (in particular, Pakistan) .179
It is not only oppression from without that
concerns the author.

Most of these message-oriented

179
Other examples of stories on this subject are
"Pathar, lahu, kutta" (1968c) and "Rebiz" (197ge). In
the enigmatic "Pathar, lahu, kutta" a man dressed in a
coarse woolen shawl approaches a black stone which gives
off light and which existed before time. He takes the
stone under his shawl and turns to leave but is stopped
by a man dressed like a cowboy. They fight, and mortally
wound each other. A dog comes and licks the white blood
of the cowboy off the stone, leaving the red blood of
the man of the third world on the stone. The symbolism
of the recent "Rebiz" is more explicit. The dog (the
army) which has been raised with love and at great
expense to protect the house (the country) which is still
under construction has become sick. The dog's veterinarian
(a foreign advisor) has been the veterinarian for this
household ever since the builder of the house died three
generations of dogs earlier. He has been trained in the
West for so long that it is difficult to say if he is
a westerner or from here. He always interferes in the
internal affairs of the house and offers advice on its
construction. He takes no fees for his services but is
paid through the expense to which the household goes to
keep the dog "up to date" and "first class." This expense
keeps the household from becoming prosperous. The
veterinarian has secretly infected the dog with rabies.
The dog blindly bites everything in its path, including
parts of the house itself. Other dogs and influential
members of the household who had insisted on keeping
the services of the veterinarian are bitten, become
infected, and dance madly about the veterinarian, who now
sits on a hill as though he has become the ruler of the
house. The hero attacks the dogs and rabid people and,
following his lead, the rest of the people also fight and
stop the disease by killing all of those who have become
rabid, both dogs and people.
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fantasies from the sixties (after 1964) and the seventies
criticize various forms of injustice within the country,
particularly poverty and political oppression.
"Sarveyar--varshan 2" (1967a), for example, shows a·
well-off young lady who is working as a sociological
surveyor and who finds herself in an impoverished house
interviewing a mysterious old woman who seems to know
something the surveyor does not, although what this
knowledge may be is not specified."(similar to A in
"Shiraze," the cyclops in "Ankh aur sayah," and the guide
in "Sone ki talash").

Although the house (like the

country) seems all right from the inside; inside there
is a sickening smell coming from the walls whose foundations
are weakened by seepage from broken pipes.

The surveyor's

first person thoughts reveal that she has begun to suspect
that her own upper middle class home has the same smell.
The old woman has one daughter.

Like the virgin girl in

"Shiraze," this girl too is the age of the country at the
time the story was written.
weeps.

The girl is ill and continually

Something is very wrong with the country, with
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its foundation, which the elite (of which the lady
surveyor is a representative) have tried to ignore.

180

Political subjects dominate Enver Sajjad's fiction
in the late sixties and throughout the seventies, and
have as their common theme a lack of freedom of expression.
"Promithi'us" (l967b) and "Kardi'ak damah"

(1968a), for

instance, are both reflections of the effects of

180

In "Aja'ib ghar" (l975b) too, the elites
are unfavourably comparea-with a "man of the people."
Some rich men have bribed their way into the closed rooms
of a museum where they see the original dreams of the
inhabitants along with their original weapons and armour.
The eyes of the original inhabitants look at them from
frescoes on the walls, ask the rich men who they are, and
remind them that now they establish their identity by
means of their identity cards. They had no identity
before they had the cards, but the cards make them feel
secure. There is another person with them, a man dressed
in coarse cloth who has no identity card, and who is not
one of them. The rich men are embarrassed by the erotic
pictures of the original inhabitants who "knew the·secret
of living" (p. 53), and by a painting of a revolutionary
of that time who is bound in chains. The rich men, men
of neuroses, coronaries and ulcers, go outside where a
booted man inspects I."the pictures on thei r identity cards.
The man in clothes of coarse cloth, whose face carries
the red of a flower, claims that his picture is that of
the revolutionary in chains, and he is taken off to the
police station. The elite drive off in their limousines.
The "hero" is he who identifies with the dreams of the
original inhabitants, with rebels, and with the color red.
The elite (like the lady surveyor) are unaware that
something is wrong with their situation (their lack of
self-defined identity, their neuroses, coronaries
and ulcers) •
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censorship.

The writer in "Promithi'us," who says he is

committed and who wants to bring fire to his people as
did Prometheus (whose picture hangs on his wall), finds
himself oscillating between sexual fantasies about the
girl in a neighboring house and more violent scenes in
which the smell of gunpowder mingles with the fragrance
of the girl's sweat.

His account of the girl's sexual

encounter turns into a description of a five month-old,
premature baby being cut up and flushed down the toilet.
The chain of the toilet is like the chain holding down
Prometheus in the picture, and the pain in his liver
whenever his writing strays from sexual fantasies to
more violent imagery with political overtones is parallel
to the bird attacking the liver of Prometheus.

Which

type of literature he will finally choose to write is not
stated but since he runs to the doctor for more pain pills
at the end of the story, presumably he plans to continue
his painful committment.
In "Kardi'ak damah" the censorship is external
rather than the internal restraint caused by fear in
"Promithi'us." The story combines images of birds caught
in a dust storm, unable to breath; a man who must make

a political speech but who is unable to speak because
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the dust has made his heart swell and his breath

short;

and a woman who is suffocating under the weight of a
181
rapist.
It too ends with the birds, the woman, and the
man still in distress.

The three "plots," or better,

scenes, are here juxtaposed without much interaction and
with little advancement of the narrative in anyone of
them.
II

The same technique is much further developed in

Kaunpal II (1969b) and is used in an extremely complex

and sophisticated form in Khushiyon ka bagh (198lc).
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Rape as a symbol of oppression appears again
in "Sigal ll (1979c). The story opens with a long
description of a bedroom. The furnishings are luxurious,
but include the rather incongruous (unless they are meant
to identify the man as a symbol of the army) ornamentation
of various weapons and suits of armour. The man waiting
impatiently for the arrival of the woman he plans to rape
reflects on the difficulty with which he has obtained
her through the help of both internal and external friends.
The woman enters and is described as wearing a crown which
looks like rays of light or like thorns. She carries
a book in one hand and a torch in the other, and she is
centuries old. That is, she is the statue of liberty.
(Like the contemporary story "Rebiz,1I IISigal ll includes
an explanatory addendum discussing the history of the
statue of liberty, as that in IIRebizll had quoted from a
medical description of the disease, in case anyone had
missed the symbolism). As he rapes her the cry IImother ll
(like the cry of a solitary seagull splitting the grey
air over the ocean, p. 143) arises from the city. The
streets fill with the sound, the statue of liberty turns
solid, and the man is unable to withdraw from her when
a strong young man enters the room to avenge her and
tells the rapist IIWe are all her sons" (p. 144).
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A version of this technique also occurs in "Vapsi,
dev jans, ravanagi" (1969a), which combines scenes of a
bird with a wounded leg which is trying to join its
comrades.in a tree with those of a man who is lame in
one leg, and the distant sounds of a riot.

The sound

of the riots shakes the eardrums of the crippled man the
way the birds shakes from its efforts to fly up into the
tree.

He identifies with the sound and hungers to

participate as the sound grows closer.

He sees a boy

trying to pry loose a rock from the street and throws
his crutch to him.

The bird finally manages to join

the birds in the tree.

Both, though suffering under a

handicap, have managed to become part of the crowd and
join their voices with those of their fellows.
"Vapsi,

~ ~,

ravanagi" forms an interesting

contrast to Intizar Husain's "Apni

~

ki taraf," written

in response to the same riots, as well as to the author's
oWn earlier "Na marne vala" with its implicit criticism
of the civil disorder which makes murder seem possible.
182
Intizar Husain's work condemns violence;
Enver Sajjad's

182
He condemns all violence in which Muslim fights
Muslim, but lauds that which might come under the heading
of a jihad, such as the Algerian War for Independence,
the Arab's wars against Israel, and the Palestians' battles.
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condones it.

Intizar Husain's "Apni ag ki taraf"

identifies with the suffering of the innocent bystanders
whose homes are lost in the flames.

Enver Sajjad's "Vapsi,

dev jans, ravanagi" exults the rioters as heroes struggling
against oppression.

A comparison of the forms in which

violence appears in Enver Sajjad's works shows how they
have changed from the fifties to the present.

The violent

actions taken by characters in his earlier stories
were due to personal dissatisfaction ·and frustration such
as the barren woman in "Kaka" who wants to throw a baby
out of train window, the boy in "Janam din" who shoots
a political leader in order to become famous, and the
lover in "Ratta parchanvan" who threatens to burn his
beloved rather than see her marry someone else.

In the

early sixties the character attempt theft, murder or
smuggling in order to escape poverty ("Jala vatan") ,
become rich ("Sone ki talash"), because of insanity
("Ankh

~

sayah"), or out of jealousy ("Na marne vala").

Until 1964 the violence is for the benefit of the
individual.

It is always directed against others, not

against the hero himself (in contrast to the work of
Mainra in which the unhappy hero may break others' hearts
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but only kills himself).

The character always blames

external forces, or later is considered a hero because
his violence takes the form of a fight against oppression
(unlike the characters of Intizar Husain who continually
ponder questions of morality and guilt, and are ready
to blame themselves even for violence undertaken by
others).

The hero is blameless because society is

responsible for the individual (the opposite is the case
in the works of both Surendra Prakash and Intizar
Husain, in which the individual is responsible for
society.)

In the works after 1964 the individual

character (who becomes less of an "individual" and more
of a symbol) becomes responsible for the future of
society (not for society as it is now--the present is
still credited to the influence of external forces,
poverty, the elite of the country, foreign powers) and
the character's use of force to gain this future is
condoned.

This force, however, becomes less Ureal" and

more of a symbolic action in the later stories.

The 1960

riots in uNa marne vala," for instance, are described

-

--

as being real riots.

In 1969 the riots in "Vapsi,

dev jans, ravanagi" are believable as riots, but are
also obviously symbolic of the people's fight against
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oppression.

The voices in the street outside the dark

room in "Yurika, yurika" in 1972, and the voices crying
"mother" in a tone like that of a seagull outside the
window in "Sigal" (1979c) are not meant to be interpreted
as "real" riots but "as symbolic of the masses rising
against oppression.

The symbols now do not grow out of

a "story" but are chosen according to the message the
work is intended to convey, and the plot is manipulated
to fit the message.

Characters become types, situations

illustrative, and the ending always rosy, or rather, red.
"Kaunpal" (1969c) is one of the last works which
can be read on the level of a realistic narrative as well
.
as l.nterpreted
s ymb'
oll.cally. 183 In "Kaunpal," as in most

of the stories from the sixties, the plot and imagery are
of interest in their own right.

In many of the stories

of the seventies the elements of the story are obviously
determined by, and often strained to fit, the message.

183

"Gengrin" (1971) is a "believable" story until
the ending in which the hero takes a tornado upon his own
shoulders, planning to bear its burden and prevent any
destruction until his pigeon returns after forty days and
nights to announce the dawn of a new sun (in the context
of the story, the birth of Bangladesh as well as the usual
rosy future after the revolution).
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The story in "Kaunpal" is advanced through four
subplots which, though separate, reflect and build upon
each other:

a picture upon which stand a lizard and a

moth; the weather, which is building into a storm; a
man who is being tortured by government authorities; and
the man's son,

~ho

is caring for a seedling.

The picture

is of a heavy-set man (intended to represent Ayub Khan),
his neck caught in an American style neck tie (that is,
under the influence of a foreign power).

The action in

this subplot is that the lizard (a creature regarded with
distaste in South Asia) moves closer to its prey, a golden
moth (a symbol of innocence which here stands for the
people who are the prey of the oppressors).

With each

move of the lizard, the picture, whose string is motheaten (1), is in more danger of falling.

That is, the

oppressive actions of the Ayub Khan regime may themselves
become the cause of the regime's downfall, helped by the
actions of the people (the moth), who have removed its
base of support (the string).
The main plot is the torture of the man who has
given

~

political speech.

The chronology of this section,

unlike that of the other three, is given out of sequence.
It begins with the man being tortured in the room in
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which the portrait hangs.

A flashback, without any

transitional or introductory section, shows his arrest
at dusk in his horne in the presence of his wife, mother,
and young son.

The narrative then returns to the

straightforward chronology of the torture scene, which
takes place at night.
His wife and mother are brought to the torture
room where they are insulted by the guards and forced to
witness the man's pain.

The man is repeatedly beaten

while he stands facing an open window outside which a
storm is brewing.

As he is beaten, he takes courage

from the grayish light which appears in the sky between
the flashes of lightning.

The storm, which is the third

sub-plot, is described as "armies" of clouds in which
the rain is shot like bullets from machine guns.
Descriptions of the storm, which is occurring both outside
the room where the man is being tortured and at his home
where his son is, are used to connect scenes of the torture
and of his son.

While the man endures the torture with

no outward sign on his face or in his voice, and thus
triumphs over his tormentors, the son worries over the
fate

of the new, red seedling which has just sprouted

from the seeds his father had given him.
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The man's nails are torn out, he is bound to the
bars of the window as Christ was bound to the cross, and
he is whipped.

Now his eyes are closed.

He watches the

red dots which swell and spread from horizon to horizon,
and he is able to stop his screams in his throat.

When

he opens his eyes the red emerging from inside him lights
up the darkness outside and spread from horizon to horizon
externally as well as internally.

That is, the red from

which he draws strength then itself grows, fed by his
courage, and will influence others.
When a pipe-smoking official arrives, the hero
asks what his crime is, and is told that he is a peasant,
a worker, a clerk, and above all, a "bloody poet" (p. 48).
Furthermore, he had given a speech to the masses that
afternoon.

The man replies that his speech was an

announcement that we are humans, not animals; free, not
slaves (p. 48).

He is thrown to the floor, a red coal

is brought near his face which inexplicably (except in
the context of the symbolism of the color red in Enver
Sajjad's stories) brings peace to his eyes.
out his tongue with the coal.

They burn

The sounds which then

corne from his mouth are meaningless to the torturers
and they are convinced that he will be dumb forever,
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but to him the sounds are still those same words which
he spoke that afternoon when his voice became one with
the people.

The hero is unconquered, his spirit unbroken,

and at that very moment his young son has carried his
blanket into the courtyard and is sheltering the red
seedling from the storm so that it will grow into a tree
184
with fragrant red flowers.
The cumulative effect of the interaction between the
descriptive tableaus of the storm, the son, and the
picture, and the narrative sequence of events undergone
by the hero is compelling and powerful. The symbolism in
each of the subplots feels natural and unforced and
overall, the action is convincing and believable.

The

description of the torture is a moving one, made
particularly effective by the use of the present tense

184

In "Na'i kaunpal" (1978c) the tree has grown
up. The young men-of the village, brave as Spartacus,
have been tied to the tree and lashed, their blood
irrigating its roots. The tree has been burned down and
the women of the village sit around it mourning their
men, but soon the women will come out in the streets and
give birth to the future, to a new sun, and the burned
stump, fed by the red life-blood of the sons, husbands
fathers and brothers of the women, will shoot up new
sprouts which will grow into trees with red flowers.
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which gives immediacy to the action.

The description of

this action, like that in most of Enver Sajjad's stories
185

from the sixties, is very visually-oriented.

Each segment

is presented as though seen by a camera's eye, shifting
from long shots out into the darkness of the storm, to
close-ups of the pliers pulling the nails from his hands;
switching scenes from the heartlessness of the torture
room to the tenderness with which the son cares for the
seedling.

"Kaunpal" ranks with "Kekar," "Pirinde ki

kahani," and "Sindirala" as one among his better stories.
Like them, it succeeds in blending double layers of
meaning without doing damage to either layer.

That is,

it can be read as a story, as well as for its symbolic

185An example of the degree to wh"~c h E nver

Sajjad's stories in the late sixties are visually-oriented
is the scene in "Pnthar, lahu, kutta" in which the
cowboy attacks the man wearrng a shawl:
The man clothed in black, finding his order
not obeyed, tiyhtens his grip on his pistol and
with his left hand waves his whip. As the whip
rains on the man in the shawl, for a moment it
takes on the shape of an S. The handle of the
whip is seen falling perpendicular to the S
(1968c, p. 15).

Unless this scene is visualized, the symbolism of the
S, which the 'handle of the whip crosses to form a dollar
sign, will not be evident.
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level.

Except for the identification of the hero as

at once a peasant, a worker, a clerk and a poet (which
rather strains one's credulity), and the somewhat forced
interpretation given all things red, the story creates
symbols rather than merely signs.
As the message of the story increasingly
dominates over the story-element in his fiction from
the seventies, there is often a one-to-one correspondence
between the symbol and that which is symbolized which
makes the "symbol" a sign, a cliche which is dismayingly
predictable.

An example is his use of the color red.

Red loses the possible interpretations of danger, murder
and death which it had in "Na marne Y£l.a." and "Ankh aw:.
sayah" and now stands only for good.

It appears as red

roses in "Shiraze"; the sunset in "Pirindekikahani"jared
cloak in "Sindirala"; the blood on the rock in "Pathar,
lahu, kutta"; the red face of the man of the people in
"Aja'ib ghar"; the boy's garland of roses and the eyes,
tongue and thoughts of the skull in "Yurika, yurika";
the red blood giving life to the red sprouts of the tree
in "Na'i kaunpal"i and the red seedling, the red dot
spreading before his eyes, and momentarily, even the
red coal in "Kaunpal_""

No matter where or in what form
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it appears, its meaning is the same:

some aspect of the

coming revolution--knowledge, awareness, courage or
revolt.
The use of characters in these stories is similar.
Instead of psychological studies of individuals, or
individualized symbolic characters (such as Cinderella) ,
the characters become types or even masses of types (as

in "Na'i kaunpal" which refers to plural daughters, mothers,
and other kin).

The same young boy or young man reappears

in "Sazashi,'! "Shiraze" (as boys), "Pirinde ki kahani,"
"Vapsi, dev jans, ravanagi," "Hajime kiji
"Yurika, yurika,"

"Sazashi-~,"

~ ~

and "Sigal."

main,"

The same

young girl gives birth to a new generation, a new dawn,
a new sun (or sunflower in "Kainsar"), a new city, or
a new future, in

"~,"

"Kainsar," and "Na'i kaunpal."

As the focus on the surface level narrative
decreases and the emphasis on the underlying symbolic
message increases, the role of the sequential narrative
as a way to organize the story is replaced by an increase
in the more spatial techniques of repetition and framing.
In the stories from 1964 to the end of the sixties, there
is still attention to action and plot, and the framing
is often done by a repetition of actions, as in "Kekar"
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and "Sazashi," and earlier in "Sone ki talash."
the seventies action gives way to description.

In
Even

in the sentence structure, the percentage of verbs shrinks
drastically and the number of strings of adjectives and
186
of relative clauses increases.
The diction becomes
convuluted, and the reading speed slow. The stories,
particularly those from 1972 to 1975, give as great a
feeling of stasis as do those of Intizar Husain from the
same period.

There is so much emphasis on the message

that many stories simply become speechs.
ending of "Zindan namah"
monolag"

The

(1977a), all of "Makkhi ka

(1970b), and large portions of "Yusuf khvah"

(1976a), "Na'i kaunpal"

(1978c) and "Siyah rat" (1978e)

are notably didactic.
The short (less than two pages long) story
"Hajime kiji .mg .ID!!' main" is an example of the speechlike quality of stories from this period.

The 17 year

186
For a detailed description of the sentence
structure in one of Enver Sajjad's recent works, see
my "Enver Sajjad's 'The Garden of Delights': A Study
of Technique," Journal of South Asian Literature. V.
16. N. 2. (Summer, Fall, 1981): 147-151.
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old hero begins by saying that he is a starving cipher
among ciphers, part of a crowd of strangers, living only
on his dreams.

Then he tries to build his dreams,

experiences the feelings of a revolutionary, is oppressed
by the authorities, and now no longer feels himself a
stranger in the crowd.

Although their faces are still

unknown to him, they are familiar.

He is no longer alone

because he identifies with all other oppressed people.
This change is stated, not shown through any
action.

The reader is forced to accept the change as an

article of faith.

"Hajime kiji

~ ~

main" is an example

of a story in which the "message" totally dominates
the "story," leaving nothing but propaganda.

Mohanunad

Hasan had said in 1951 (as was quoted in Chapter One)
that the Progressive Literature of that time had become
" ••• not a reflection of life but a speech about life •.. "
(Hasan 1951, p. 75), and the same could be said of stories
like "Hajime kiji

~

aur main."

Enver Sajjad returns to a more creative use of
fiction in his recent Khushiyon ka bagh.

Like "Kaunpal,"

this novel combines a number of subplots and unrelated
scenes which are played against each other.

The section

giving the story line includes segments showing the hero
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in his home, leaning against a street light pole, with
his mistress, in his office and in jail.

These are

interspersed with descriptions of the third panel of
Hieronymus Bosch's tryptich, The Garden of Earthly
Delights.

This third panel, that of the musical hell,

is said to be the third world.

Descriptions of the

panel and achronological segments from his life
intermingle with anecdotal sections in other voices
including letters to the editor, short illustrative
tales, voices which are waiting for the Imam Mehdi, for
Godot, and speeches by Marxist revolutionaries, government
officials and religious personages.

Some of these are

rather heavily didactic, such as that of a teacher who
stabs his pupil to death when the pupil correctly answers
that two plus two equals four, because "so much
knowledge is dangerous" (198lc, p. 59).

Others provide

pungent and biting satire, such as the letter to the
editor by a pompous religious personage who ends a long
diatribe by requesting that the timing of religious
programs on television be changed so that they do not
conflict with the Indian films showing from the Amritsar
station.
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The separate segments make extensive use of
repeated phrases or sentences which here serve the
function of identifying the segment as a continuation
of a particular previous scene, as well as emphasizing
the message given in the repeated portion.

The slowness

given the narrative by the repeated passages and the
abrupt time shifts (both perhaps inspired by Robbe-Grillet,
whom the author greatly admires), is partly offset by
the feeling of suspense which the constant foreshadowing
creates.

We hear the voice of his mistress before we

see their meeting and know that he is in jail and that
his mother has died before we witness the actual
occurrence of either of those events.

In fact, the

chronological positioning of each new segment can only
be estimated by reference to the presence or absence
of his mother or the stage of his relationship with his
mistress.
The complexity of the novel is intriguing and
challenging to the reader.

The satire, which ranges

from heavy sarcasm to mordant irony, is very well
done, and marks a new development in his work.

Irony

is very rare in Urdu fiction, and if Enver Sajjad's
future fiction further develops this aspect, it will be
a welcome addition to Urdu literature.

390

Surendra Prakash
Like the works of the other Urdu Modernists, ana
in particular the fiction of Intizar Husain, the stor1es
of Surendra Prakash are primar1ly symbolic.

His method

of symbolization, however, difters from

of the othel

authors.

tha~

The symbols created by Intizar Husain are

derived from culturally shared archetypes and can thus be
tied to a single meaning or set of related meanings.

The

symbols constructed by Enver Sajjad can often be
explained by reference to current political or social
events.

Balraj Mainra's stories depend more on structure

than on symbolization.

When Mainra does incorporate

symbols they are idiosyncratic but are usually referable
to a specific meaning intended by the author.

The

symbols used by Surendra Prakash however, although they
draw on elements from religion and myth, cannot be as
closely connected with a single meaning or set of related
meanings as can those of the other three authors. His
symbols are based on associ&tion and carry n wide range
of vague connotations rather than pOinting the reader
towards a readily identifiable, specific meaning.
The mythic elements in Surendra Prakash's stor1es,
are not presented, as they are in Intizar Husain's
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fiction, in a form similar to that in which they occur in
the original myth.

The culturally shared version of the

myth has been distorted in such a way that its meaning
can no longer be determined with
of the original.

certa~nty

on the basis

This led Shamsur Rahman Faruqi to

sta~e

in his introduction to Dusre admi ka dra'iog rum (1968)
that Surendra Prakash's symbols

~are

not mythological,

personal or religious, but have been borrowed from the
world of dreams" (1968, p. 14) and thus have an
unconscious or subconscious

or~gin.

187

~ritics

analyzing

his stories typically give quite difterent

187

In support of Faruqu's interpretation one
might add that Surendra Prakash himself says tha~ his
story "Talgarmas" (1968b), as well as several otner
stories, came to him in a dream. According to the author,
his symbols are taken from folk tales, religious stor~es,
and dreams. He adds that he writes his stories
"automatically" and that he himself canno~ say wha~ they
mean (Interview January 15, 1979).
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interpretations for a single symbOl,188 and even a single
critic may supply several possible meanings for one
symbol. l89
The ordering of his fiction, like the
construction of his symbols, is by

associa~ion.

Un11ke

the fiction of Intizar Husain, Enver Sajjad and Balraj
Mainra, the sections of a typical story by Surenara
Prakash are not organized according to a set structure

l88vahid Akhtar, for instance, describes
nJipizan" (1969c) as, "wrapped in a halt-light, halt-dark
hazy atmosphere of ambiguity" (1969, p. 12). The
character Jipizan is a symbol, he says, but "th1S symbol
is not fully clear, and pernaps the author himself has a
hazy and unclear concept of it" (1969, p. 12). Vah1d
Akhtar identifies Jipizan as symbolizing someth1ng l1ke
Nietsche's Zarathustra or Samuel Beckett's Godot, or as
the futUre of India. Later he adds that Jipizan
symbolizes the past also, and finally he sta~es n ••• more
correctly, call him the past of the future and the future
of the pastn (1969, p. 13). Mahbub-ur Rahman compares
Jipizan to the material and spiritual revolution for
which people are waiting as well as to Chr1st, and
relates the narrator to Gerontion (1969, pp. 13-14).
l89GOPi Cand Narang, in one of the best analyses
of a single short story available in Urdu (most Urdu
criticism tends more towards "appreciation n ratner than
analysis or explication) shows, for example, tha~ the
unseen man walking back and forth on the verandah outside
with the aid of a cane whose tapping is constant and
regular may plausibly be identif1ed as either time itselt
or as the man of the industrial and mechnical world who
is completely controlled by time (1968, pp. IO-14).
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(such as the double-layered linear structure of Intizar
Husain, the framed story of Enver Sajjad or the
repetition of phrases or spatial organization of the
later works by Balraj Mainra) but rather according to an
associative or a stream of consciousness technique.

The

best example of this is "Talgarmas" (l968b) which
consists of a large number of very short sections
arbitrarily joined together without any narrative
sequence.

190

The majority of his works, those puo11shed

after 1965 and before the summer of 1978, are based on
this associative principle of organization rather than

190

Talqarmas is a single sentence wh1ch extenas
for several pages with no punctuation. Although many
segments of this single sentence can be div1ded into
separate sentences or phrases on the basis of the1r
verbs, some segments could belong to either the section
preceding or following them, thus giving the story a
certain amount of built-in ambiguity. The "suojects" of
these segments change rapidly, often with each segmen~.
For instance, in the first few lines the story jumps from
a statement about using teargas to buying seeds to grow
ration cards, to hospitable people feeding the heads of
their children and the breasts of their wives to otners,
but who want to steal the narrator's ration card, to
selling kabobs (of which dear one's flesh?) while a tra1n
comes in and each person identit1es his own corpse.
Death and food string these segments together. Other
sections add images based on sex, religion, and war.
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developed according to a previously defined structure. 191
His pre-1966 stories are written in a more traditional
192
narrative style with realistic settings.
The stories
after 1978 use the fantastic settings typical of h1s
representative works from the late sixties, but are
written as linear narratives and often include sections
which can be interpreted as overt political comments. 193
The more representative of his works, however, are those
which Faruqi aptly described as " ••• not growing over time
but through space.

There is no temporal sequence nor any

191
According to the author, the ghazal tradition
inspired the Urdu Modernists to construct stories out of
multiple and unrelated plots be:ause authors were
"thinking in poetry" (Interv1ew January 15,1979).
192His pre-1966 stories using chronolog1ca
. 1
narration are nNa'~ gadarnoD ki~" (1963a), "~ aogan
ka~" (1963b), npiyasa samuodar" (1963c), "piyas"
(1963d), "Postar n (1964), and nMaoadi" (1968e).
193ExamPles are his recent "Bajuka" (1978c), "Ham
~ jaoga1 ae guzar ~ ~n (1979a), "~~
rasad" (1980), and "~baQ" (1981a).
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starting or stopping point in their incidents ••• "(Faruqi
1968, p. 13), a striking paraphrase of Rspa tia1 form.R~94
The setting of the majority of these stor1es is
fantastic, thus forcing the stories to be read as
illustrative or symbolic rather than as realistic works.
Several of these fantasies begin with a realistic
setting, such as the hippy singing a song and the
neighbor woman weeping in

R~ ki~"

(1967b) or

include sections which CQuld be read as realistic, as in
the description of the house in RPusre aQm1 ka
LYm n

(1966a), and then defamiliar1ze th1s

~'ing

apparen~ly

real

setting by the addition of surreal or otherwise
inexplicable events such as the

narra~or

who plays the

role of Gulliver every night and is stuck full of pins as
a RhobbyR in

.~

ki

~R

of the narrator in RPusre

or the snake which crawls out

~

ka

~'ing ~n

and

slithers towards the woman whom the narrator assumes is
sitting in the bedroom of the house.

194Frank discusses the use of a stream of
consciousness technique as leading to spatial form among
those authors who • ••• broke up narrative continuity in
order to portray either the preref1exive stream of
consciousness or the interweaving time-shifts of memory,
or who composed in terms of symbolic imageryR (Frank
1978, p. 281), all of wh1ch could be applied to the works
of Surendra Prakash. Although Faruqi did not use the
specific term "spatial form,R he seems to be saying the
same thing.
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Most of these stories, however, are set entirely
in a world of fantasy.

The themes which run through

these fantasies are a contrast of "freedom" versus
individual responsibility, and the decline from a "golden
age" in which man, nature and the gods were in harmony
and man felt a sense of belonging,195 to our presen~ world
of alluring material progress but a dehumanized and
alienating social system and a disintegration of bellef.
The theme of responsibility first appears in his
excellent

nBa'~

gadamoo

ki~"

(1963a) which was justly

praised by Mahmud Rashmi for its portrayal of the gap
between the generations (Hashml 1963, p. 13).

At the

beginning and the end of the story a bird which has flown
in the open window circles the room.

At the beginning

the bird looks at itself in the mirror on the wall and
tries to peck at it's reflection (just as the elder
brother blames himself for the

genera~ion

himself and his younger brother).

gap between

At the end the

195rhis is similar to the lost age of harmony
between man and nature and man and man which underlies
the works of Intizar Husain. The golden age of Intizar
Husain places more emphasis on harmony between man and
man; that of Surendra Prakash on harmony between man and
nature--perhaps a reflection of their Muslim (Intizar
Husain) and Hindu (Surendra Prakash) religious
traditions.
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narrator'S young daughter tries to catch it (as the elder
brother is caught by his family responsibilities and as
the younger brother refuses to be caught).

Each time the

bird flies out the window, hitting its wings on the bars
and losing a feather which slowly falls to the floor.
Each time the younger brother seems to say to the older,
"Did you see anything, or did

yo~

just keep reading your

book?" (p. 48 and p. 60), form1ng a frame for the story
and contrasting the birdls toying with imprisonment and
its painfully regained freedom both with the brotner who
has tried and failed to find freedom in Calcutta and w1th
the chains of social responsibility which the older
196

brother must accept. -

The younger brother blames all his failures on
the older brother and accuses the older brother of
compromising with the generation which has introduced the
forces of darkness into lite (p. 51) (that is, with the
forces of conformity) and of being satisfied with his
small comforts.

The younger brother has returned from

three years in Calcutta during which he has
unsuccessfully searched for employment.

196

As he reflects

Page numbers refer to the version of the story
in Dusre admi ka draling rum.
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upon their situation, the narrator feels guilty for the
way he looked aown upon his younger. brother during
childhood (p. 56).

the~r

The book the older brother is reading

includes the story of Oabil and Babil (Abel and Cain) and
it seems to him as though he is looking at the dead body
of his younger brother (p. 50).

Now he wonders if he and

his attitude towards life have been an obstacle in his
younger brother'S path (p. 54) and
younger brother wants will be like.

wha~

the new lite the

With this thought

the "footsteps" of his thoughts are wounded and the new
footsteps (of his brother'S thoughts) become more clear
(p. 55).

The ten years between the footsteps of

the~r

thoughts (between their attitudes towards freedom and
responsibility) have created an insurmountable distance
between them.

The narrator blames himself for this gap

between them, but he does not abjure his own

comm~tmen~

to responsibility in favor of his brother's search for
absolute freedom.

In this, and in his later stories

(such as -Manadi,· discussed below), the story supports
the character who prefers the responsibility of a
commitment to human relationships over the character who
seeks an illusory freedom at the expense of those arouna
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him. l9 ?The author's answer to the problem of alienation
in modern society thus lies in the individual's ties of
love and responsibility to other human beings.
This story, although it is written in a
traditional style, is otherwise sim11ar to his more
representative fantasies written after 1965,

par~icularly

in its theme of individual freedom versus social
responsibility.

His earliest works in the sixties

however, are very uncharacter1stic of his corpus as a
whole, and may have been influenced by the stor1es Balraj
.
. .
'
198
Ma1nra
was wr1t1ng
at t h
at t1me.

His 1963 stories

"~

angan ka

~n

(1963b) and

npiyasa samundar n (1963c) for instance, include suicides,
of which there was an abundance in the works of Mainra,
but which never occur after this per10d in the stories of
Surendra Prakash. "Piyasa samundar n (1963c) is a sketch

197

.
,
The protagon1st
s comm1tment to h uman
relations, however, does not extend to a subm1ssion to
tyranny for the sake of a "social responsibility.n In
"aaLf ~ mukalamah" the character attempts to leave the
village rather than agree to have his arms cut oft in
conformity with the social practice which has replaced
that of the previous golden age.
198For a d escr1pt10n
..
·
0 f M'
alnra I
s t
s or1es
and 0 f

his typical protagonist, see the section on Mainra.
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of a sadhu who, like the protagonist in Mainra's stories,
is plagued by adoring women.

In order to escape the

advances of a very determ1ned lady he throws himself out
of a window.

w~

angan ka

~ft

(l963b), wh1ch

provides an interesting character in its portrayal of a
woman journalist but is otherwise undistinguished,
describes a painter who dies after the woman challenges
him to look at himself as critically as he habitually
looks at others. The snake of the title ,"The Snake of
Our Courtyard ft ) refers to the artist who, when he
observes himself, paints his self as a snake, runs
outdoors (followed by the woman) and falls dead after
having Wbitten" himself.

In a surrealistic touch, tne

snake in the painting, which the artist haa carr1ed with
him, disappears when he dies (p. 139).

199

Surendra

Prakash's WPiyas ft (l963d), which is a take-oft on
Mainra's

ft~

ka mausam ft (1961c), has a

patien~

on the

brink of death who makes a pass at a little girl and
promptly dies.
"Hanadi" (l968e) and WBadushak

ki~"

(1967a)

are not winfluenced" by Mainra but, like Balraj Komal's

199

Page numbers refer to the version of the story
in the collection Dusre admi ka dra'ing rum.
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·Roshni, roshni,· include a character very like tha~ of
Mainra's protagonist. 200n Manadi,n like the 1963 ·Na'~
gadamon ki

~,n

emphasizes the theme of

The first person narrator

con~rasts

responsibility~

a truly poor man,

Karam Singh, with his friend, a nliterary mann (p.

l46).20~aram Singh lives under a tree, no matter wha~
the weather, and has only a carpoy and a tattered old
drum as his worldly possessions.

Although he is now too

old and sick to walk he keeps his signboard saying he
makes

an~ouncements

(by walking the streets beating h1s

drum) in case there should be an nimportant

announcernen~n

for which his services might be required.

His feeling of

social responsibility does not end there.

Despite his

infirmities he joins the funeral procession for the
narrator's father and eventually manages to reach the
burning grounds where the narrator realizes

tha~

Karam

Singh has the same chains (of responsibility) about his
feet as the narrator himself continually hears clanking.

200
Surendra Prakash has also written a story, nAp
~. (1968a), whose protagonist (who wanders the coun~ry
collecting folk songs) seems to be based on the short
story writer Devendar Satyarthi.

20~age numbers refer to the version of the story
in the collection Dusre admi ka draling rum.
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The narrator watches him die in a hospital after beating
his drum one last time for an "important announcement ft - his own death.
The story writer, on the other hand, does not
accept any social relationships, not even any ties with
his mother (to whom he is rather cruel--tel11ng her

tha~

by waiting up for him she has put obstacles in his path)
(p.147).

He feels a tie with his father, according to

the narrator, only because his father is dead and

canno~

be an obstacle in the path of the awakening of his
consciousness (p. 147). The writer is a very thin man, "a
spirit in search of a body" (p. 146), who says his tie is
with the mind, not with the body (p. 146).

He is filled

with anger when he sees the "frauds" happy in the1r
social ties, loving their "children of

lus~"

(born from

the "lust" which he says the relationship between husband
and wife is limited to) (p. l47).202He quotes
Kierkegaard, Dostoevsky, Camus and Manto, and claims

tha~

he is "an individual ••• greater than society" (p. 148).
According to this nameless story writer, "The fee11ng of
alienation is our greatest treasure" (p.

l5~).

202
.
An obv10us reference to Mainra's "Hayas Ki
aulad" (1960a) ("Children of lust").
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The first person narrator mentally compares his
writer friend, who has wrapped himself in a -romantic
halo of sorrow" and is" ••• the most sorrowful person in
the universe, [but] who in fact has no sorrow,· with
Karam Singh who ignores his own sorrows to announce the
joys and sorrows of others and who "is drinking every
drop of the poison dripping from. the breasts of life" (p.
lS3).
The narrator describes the stinking vomit flowing
over the lap of his drunken story-writer fr1ena and his
disgust at the light orange-colored matter flowing from
his nostrils past his lips and dripping onto the floor
(p. 148) Despite his disgust, however, the narrator
himself feels the snake-like chain of responsibility
about his own feet which compels him to wash the clothes
and body of the drunken story writer, deliver him home to
his mother (p. 149), and later to sit with him in the tea
house (p. 156).

Although the author says -it is

difficult to decide about anybody" (p. IS3), it is clear
from his graphic description of the drunken writer and
his obvious sympathy for the character of Karam Singh
that he prefers the social responsibility of Karam Singh
to the pretentious alienation which the story wr1ter has
consciously adopted.
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The 1967 story "Badyshak ki

~n

again develops

the theme of responsibility in regard to a character who
is similar to the persona in the stories of Balraj Mainra
in his sarcastic bantering and baiting of the other
characters and in his drinking. 203 The "clown" (badyshak)
is treated much more sympathetically in this story than
in "Manadi,"

however, perhaps because, as Jef! Donaghue

has noted,204the clown is also an alter ego of the
narrator himself (the narrator says the clown has been
with him for the last 35 years (p. l24),205~hiCh was then
the author's own age).206The clown does not take the
questions posed by the war seriously.

The narrator does,

and so the war kills that portion of hiS character wh1ch
is the clown.

203AS with the story writer in "Manadi,n the
narrator has to bundle the drunken clown into a taxi and
take him home.
204Footnote number 4 in his excellent translation
of the story (m. s., translated in 1972).
205page numbers refer to the version of the story
in Dysre admi ka dra'ing rym unless otherwise noted.
20~urendra Prakash was born in 193u; Balraj
Mainra in 1935; so the clown was the age of Surendra
Prakash himself rather than the age of Mainra.
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The story, which takes place during the 1965 war
between Indian and Pakistan, is set in two locations:

a

realistic section situated on the lawn outside a coffee
house, and a section which mixes the real and the surreal
and takes place inside the home of the first person
narrator.

The story begins with a symbolic

segmen~

in

which voices come, like rivers com1ng to the sea, like
waves of sound, and then turn into stones which ra1n down
on the clown and kill him.

The footsteps of the stone-

voices, like the verbal weaponry deployed in the coftee
house and like the real bombs falling during the war,
follow the narrator as he makes his way home carrying the
body of the clown.

The footsteps which follow the

narrator in this and in
of his responsibilities.

ftNa'~

gadamon Ki

~n

remind him

These voices, like the surreal

visit of the irascible sage Durvasa in the second section
of the story, ask the question, who is responsible for
the violence of the war?
One meaning of the voices is the conversation of
those gathered about the clown on the coffee house lawn.
One of the best ·coffee-house conversations n in Urdu
literature, it contrasts the dialogues of war-mongers,
super-patriots, and pedants for whom the war is merely an
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opportunity to display their erudition, with the more
serious character who has relatives on both sides of the
border and who decries the existence of borders.
The questions about the war which are raised by
the realistic dialogues in the first half of the story
are presented symbolically in the secona halt.

When the

narrator, Lok Nath, returns home with the body of the
clown, he finds that in his absence the irascible sage of
mythology, Durvasa, has left a pot of black gra1n on the
porch and will return for the narrator's nanswer.n

The

question posed by the pot, whose black gra1ns turn into
snakes--a pot of curses--asks why there is war and hatred
between groups.

This question is reiterated by his wite

who asks why they had to flee thelr own homes at the time
"" 207 , b y a ra d"10 program re1at1ng
" af0 1k ta 1 e
of Part1t10n
in which drops of blood from a sadhu turn into snakes and
attack the villages living on either side of a border
between two countries, and by the story of the gods which
his mother relates.
In the gods' story two groups of people, each
in number, descend from Manu's boat, along with 101

207
'Surendra Prakash's own family came from
Pakistan to India at the time of Partition.

lu~
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horses.

One group chooses to take the horses, stone the

statues of the gods, including the statues of Durvasa and
the sadhu whose blood turned into snakes, an'd ride away
without hearing the story of the gods.
they say "'Manu we are going!

As they leave

Manuh we are gOing!

Noan

we are going ••• l,"20B~hose who were once together have
split and have become identified with either Manu (Hindu)
209After t h
'
.
or Noah ( Musllm).'
at tlme
those wh 0 chose t h e

horses over the story of the gods have ralned down stones
upon the followers of the gods whenever their pathS have
crossed.

Because of this split, which seems to place the

blame for the war on those who chose to identify
themselves with Noah rather than with Manu, the followers
of Manu are now at the mercy of the curse of hatred
(snakes) and violence (stones).

210

20B
£rom Jeff D9naghue's translation. m. s.

1972,

p. 13.
209

Both Manu and Noah saved the inhabitants of
the world during a great flood.
21°clnakes here have a difterent meaning than the
snake-chains of responsibility in "Manadi" and the snakes
of attachment and sex in ~Dusre ~ ka ~'ing LYm."
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These tales are followed by images portending
doom:

a naked woman (like the destructive goddess Kali)

runs through the streets holding the chain of a
bloodthirsty dog; and the mother's prayer beads
(traditional religion) fall into the pot of snakes and
thus can be of no help in solving their problem.

The

narrator, who needs to answer the question posed by
Durvasa, is left helpless when his neighbor tells him he
must turn off the light inside his house because the war
demands a total black-out.

Without the "inner light" of

free thought, impossible during a war, Durvasa's question
cannot be answered.
The theme of the indiv1dual's responsibility to
his fellow man is combined with that of the
dehumanization of the modern age in
(l967b).

.~

ki

The story begins in the real world.

~"

The first

person narrator listens to a "hippy" sing a song "The
flower under the tree is free" (p. 15),
meaning of the words.

211

and ponders the

The interpretations he gives th1s

line throughout the course of the story depict his
growing sense of loneliness and his answer to this
alienation in his feeling of social responsibility.

211

Page numbers refer to the version of the story
in DUSIe admi ka dIa'ing rum.
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The young foreigner tells him he seems to be
Rquite an ordinary man" (p. 16) and asks him why he has
not married.

The narrator replys that his landlord first

married saraswati
Lakshmi.

213

212

and later married the wealthy

rhe narrator does not marry because he canno~

decide whether to marry a Saraswati or a Lakshmi.

After

the young man leaves, the narrat9r goes to bed, wrapped
in a sheet as though in a shroud.

He hears the sound of

someone weeping and attributes it to others.

At flrst he

thinks it is Saraswati, then decides it is a baby whose
mother has died and whose father has not yet woken up.
The weeping sound comes closer and seems to be right
beside his body, which lies motionless as if it were a
corpse draped in a shroud.

At this point he interprets

the lines of the song as meaning that ft • • • we are free
flowers weeping ••• R under the shade of the tree of
civilization (p. 18).214 society (the second marrlage for
wealth and the sad condition of Saraswati) and sorrow
have been added to the Rfree" flower.
212

Saraswati is the Hindu goddess of learning.

213

Lakshmi is the Hindu goddess of wealth.

214

Page numbers refer to the version of the story
in Dusre admi ka dra'iog rum.
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The narrator wonders how the baby could know its
mother had died, then realizes, "Everyone learns for
himself that his mother has died.
(po 18).

Hadn't I learned it!"

The baby's voice now seems to him very much

like his own.
The narrator is haunted by the hippy'S statement
that he is quite an ordinary man.
his daily routine.

He mentally reV1ews

He goes to work every morning where

he stores his "selfn in a locker for the day, taking it
out in the evening.

At night he is driven to the

thea~er

where for 18 years (at the time of the story the number
of years since Independence) he has played the role of
Gulliver as a hobby.

His first (daytime) make-up is

removed and he is dressed in Gulliver's clothes and makeup.

He is stuck with the needles of the Lil11put"ians and

blood drips from him like sweat.

When he forgets to

remove his self from the locker one day he discovers

tha~

he plays his role even better without it, and after thae
day he does not ever take his self out of the locker.
After the narrator has reflected on the routine
of his life (which is so dehumanizing that he has lose
even the need for his self), the weeping of a grown man
joins that of the baby and Saraswati.

The narrator
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decides that it is his duty as a good neighbor to share
in their joy or sorrow because, ·We are all free flowers
blooming in the shade of the very same tree" (p. 21).

He

dresses and is going towards the door to enquire after
his neighbors when there is a knock on his door.

It is

his neighbors--the weeping Saraswati, the baby, tne dead
mother and the baby's father.

As good neighbors they

considered it their duty to ask him why he was weeping so
late at night.
With the narrator's reflections on his lite the
story has gone from fta free flower· to "weeping flowers":
from "a flower under a tree" to all flowers under the
same tree of civilization.

All people are equally sad

and equally "free" or restricted by the culture of the
modern age.
own.

What he thought was their weeping was his

His sorrow and theirs are the same and the pernaps

the answer to their joint sorrow is to share it.
A number of stories explain the dehumanization
and alienation of characters like the narrator of "RQne
Ai~"

(1967b) as the result of the replacement of the

present man-made world for a golden age of the past in
which man was a part of nature.

In the ancienc world of

nature man felt a sense of belonging and did not need to

412
question his existence. 21S fhe arrlval of the scien~itlc
age brought material progress and self-awareness, but
also dehumanization, alienation, and the

helplessne~s

of

both man and the gods (symbolized in some stories by a
loss of arms).216several stories use the image of the

215In h is d escriptl0ns
.
0 f nature he often uses
anthropomorphized images similar to those of the early
stories of Enver Sajjad and the later works of Rashid
Amjad. Unlike the purely decora~ive imagery in Rashid
Amjad's stories, however, Surendra Prakash's "humanized"
nature is directly relevant to his message that man in an
earlier, more traditional, age was in harmony with nature
and the divine.

21~he "god" Jipizan has lost both his arms below
the elbow ("Jipizan," (1969c); the arms of the characters
in "~ RaL mukalamah" are cut off and planted in the
snow (1970c); the father in "ChQra hula shahar" cuts oft
his own arm in order to feed his blood to his son
(1969a); in "Biha'~ Ke ha'Q" (1968d) the narra~or's
contact with the outside world is through a pair of soft
hands and those hands protrude from a small fort which is
a person; and in "Jangal ~ ~ hu'i lakrjyan" (1969b)
hands propel the coffins down the river to the man who is
to be crucified. In "Jipizan," "~paL mukalamah,· and
"Jaogal ~ ~ hu'i lakriyao" this loss of arms is tied
to the change from the old world to the new.
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ocean for this original unity with nature,217 and snow for
the cold world of the modern age. 218'rhe ocean also
symbolizes the free mind or the self of the character,
and this ocean of self is contrasted with a selt wh1ch is
a snake.

The snake is his attachment to the world, both

to its sexual pleasures and material goods (as in "Dusre
£dmi ka

~'ins

LYm") and to his sense of responsibility

(as in the snake-chain on the feet of the narrator in
"Manadi").
The loss of the traditional world in which there
was a feeling of unity with nature and harmony between
men expresses itself in dehumanization and alienation in

217
fhe constant references to the ocean in
Surendra Prakash's stories recall the origin of lite in
the sea according to evolutionary theory (as in "~ RaL
mukalamah" (1970c» and the cosmic sea on which Vishnu
sleeps between cycles of existence in Hinduism, and the
mind or the self when it is at peace and in harmony with
the universe.
218In both "~ RaL mukalamao" and "Jangal ae
kat! ~'i lakriyan," when the scene switches from the
ancient period (when the characters were fish in an ocean
in "~ ~ mukalamah," and when men dug their graves
with their fingernails and women swept them clean with
their long hair in "Janga] ae Kati hu'i lakriyan,· the
landscape changes to one of snow. In "Dusre ~ ka
~'ins LUm" too, while the character stands in the house
representing the modern age he th1nks it must be snowing
outside.
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RDusre

admi Ka

~'ing

LUm" (1966a), in man's helpless

conformity in the cold new world in RaaLf

~

mykaJamah"

(1970c), and in the death or powerlessness of the gods in
"Jipizan" (1969c) and in the recent
The haunting story "Dysre admi Ka

"aan~"

~'ing

(198la).

LYm,"

which

has been admirably explicated by Gopi Cand Narang (1968),
begins with the first person narrator "leaping over the
ocean," (p. 29 in tr.)

crossing the fields and coming
219
down towards the valley.
He is part of a group of cowlike animals wearing bells about their necks and 11tting
up their muzzles to watch him leave.

He has a feeling of

oneness and companionship in this primitive setting.

As

he enters the valley at dusk, though, he is drawn by the
beauty of material progress.

The paved roads of the

valley are completely clean except for the dust which his
feet have carried from the dirt paths he has arr1ved by,
and the spacious mansion towards which he is headed is
surrounded by flowerbeds and a high-columned verandah lit
by the last rays of the setting sun.

2190uotes for this story are from Leslie
Flemming's excellent translation "Another Man's Drawing
Room" (1970).
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Inside the mansion, as Narang has described,
heavy modern curtains cut off the light of the past which
might have shone through the
(Narang 1968, p.

12

permeating the room.

ancien~

style windows

land there is a feeling of darkness
The room is decor aced with a green

silk rug, a picture of wild birds in a gold frame, a vase
with early winter flowers, a stag's head and a bow and
arrow on the wall.

He touches the vase, but the vase

does not accept his touch, although he accepts
separate existence.

~

The sand dune-like pattern of the

black and white marble fireplace reminds him of a
in which he might lose himself.

deser~

He looks at the fam1ly

portrait of the man, his wife and child, all smil1ng, and
recalls that he too had once posed for such a picture but
that now he would no longer be able to smile.

He wonders

if it is a city by the sea and he a small boac tossing
about, if it is snowing outside, and whac hands arranged
the flowers in the vase; and he feels an overwhelmlng
sadness and loneliness.

A snake rises in his mind,

slithers out of him and towards the back door where he
imagines a smiling woman sits in the bedroom and a
girl catches butterflies.

l1t~le

Someone has put a drink on a

sidetable for him and a blind, middle-aged man walks bacK
and forth outside with the aid of a cane, wand every
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second the sound of his stick gets fUrther awayR (p. 31,
tr.).

Be never sees who brought the drink, and he

canno~

catch the blind man (he says RSince the very f1rst day I
haven't been able to catch him" (p. 33 tr.».

Be speaks

of himself in the third person as lying on the floor
weeping into the rug, envies an old man cast in bronze
sitting on a small table smoking an old-fashioned pipe,
and announces that he is leaving.

Voices and hands

encircle him (but not people) asking him to at least have
some water before he goes.

The old man (the statue)

blows smoke in his face, the curta1ns on the

ancien~

windows flutter, and the wild birds in the picture come
alive.

He splits into two, and talks with the

par~

of

himself wandering in the desert of the fireplace and with
the statue, his only companions.

Someone tells him it is

time to leave, and he weeps "bitterly over the loss of
some unknown thing" (p. 35, tr.).

Outside, night "came

down on the lawn and spread itself over everything--the
dark night of early winter" (p. 35, tr.).
The Runknown thing" for whose loss he weeps is
the past.

As he walks away from the feeling of belonging

and companionship of the prim1tive past he leaves beh1nd
the sunshine which creeps "up the hills step by step" (p.
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29, tr.) and enters the valley of the darkness of the
modern age.

The closer he comes to the mansion, the

lower the sun sinks.

Inside the mansion there is a halt-

light from the coals of a fire which has already gone
out.

The green of the earth has been replaced by a

green, silk rug on the floor.

The wild birds of nature

have been captured in a large gold-framed picture.

The

flowers of early winter have been cut and arranged in a
cold, metal vase.

The animals of nature have become a

stag's head on the wall, and the past is now an ornate
bow and arrow hung decoratively beneath the head and an
old man cast in bronze.
to a family portrait.

Human relationships are reduced
Everything in the room gives him a

feeling of separation, longing and sadness.
becomes fragmented.

He himself

A part of him leaves as the snake;

~

part wanders into the desert, and a part lies weeping on
the rug.

He longs for something he once had--the pre-

modern past--which the coming to lite of the bronze
statue and the wild birds in the painting reminds him of,
but time, in the form of the blind man with the stick wno
walks by him five times and at the end is hurrying, tellS
him it is too late.

He has irrevocably lost the light

and warmth of the past and is in the cold and darkness of
the present.
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In the fantasy wEaL[

~

mukalaman" too, the

carefree existence of a distant past and the customs of
love and support within the family and the village have
been replaced by cold and darkness.

In his childhoOd the

fields where his village now lies were an ocean in WhiCh
fish swam freely, and whose bazaars were full of
splendour.

Then one day he asked an elderly fish draped

in saffron colored robes where the water carne from and
why the bazaars were so splendid.

The elderly fish

smiled, showing teeth which gleamed like snow, and
immediately a wind arose which turned the waters into
snow and left the bazaars desolate.

His question, tne

beginning of the scientific age, has destroyed the more
primitive (fish corne earlier in evolutionary time) golden
age in which people were more free but felt less need to
question their existence.

This, the elder tells us at

the end of the story, happened centuries ago.
Now the protagonist's native village is
surrounded by fields of snow in which arms have been cut
off, have been planted in the snow, and have taken root.
The life in the arms comes out of the fingers as a drop
of blood, red flowers bloom, and the people say spring
has come.

The protagonist had emigrated from the village
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before it turned to snow, leaving beh1nd his fam1ly, but
now he sees a dream which reminds him of his kinship ties
and he takes one hundred days leave and returns to his
village.

When he arrives at the railway station the

village is sunken in snow and darkness (as in "Pusre

ka

dLa'~

LUm,· the symbols of the modern age).

~

His

relatives open their arms to receive him and he sees

tha~

their arms have been cut off at the elbows (thus they can
no longer embrace him in the present world).

He meets

the saffron-robed elder again and wants to ask him the
reason for the snow and the cut-oft arms planted in it,
but before he can speak, the elder whispers in his ear
that "all traditions are ended" (1970, p. 12).

The story

then shows an increasing subversion of the normal
relationships within a family and village.

His wite

tries to bite off his fingers; hiS father intends to cut
off the protagonist's arms but is himself cut up by the
villagers, ground into flour by his wife, and distr1buted
as food to all the inhabitants.

When the protagonist

tries to escape, the villagers corne in pursuit with theIr
swords.

He meets the elder again, who says he is waiting

for the snow to melt and his arms to be returned.
Although the elder assures him that a day will surely
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come when "we will all swim like fish in the boundless
ocean" he is himself now without arms.

The story ends

with the protagonist waiting for the train, hoping to
escape from the village.
"~

RaL mukalamah" is set entirely in a fantasy

world and its message is given more obliquely than
of "Dusre admi

KA

~'inQ

tha~

LUm," but both share the

symbols of cold and darkness and of a previous golden age
(in which man was a part of nature) now replaced by a
present in which human relationships are no longer as
close as they were in the past.

The conform1ty of those

in the village who willingly have their own arms cut off
also recalls the masochistic narrator of

"~

ki

~"

who has been playing the role of Gulliver as a hobby
since the independence of India, and again ra1ses the
question of individual freedom versus social
responsibility by his mother's accusation that his
nonconformity has caused his father's death.
"Jipizao" (1969c), like

.~ ~

mukalamap"

(1970c), uses the image of arms cut off at the elbow to
symbolize helplessness.

In -BaLf

~

mukalaman" we see

the helplessness and the blind conformity of the people
in the face of a new social order; in "Jipizao· it is the
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powerlessness of the Gods themselves.

The power of the

Hindu Gods is symbolized by the weapons they hold in
their many arms.

Jipizan is said to hold a scythe and a

conch (like Vishnu).

Vishnu, the Preserver,

to

re~urns

earth to give her aid each time she is overburdened by
troubles.

-Jipizan" depicts the entire kingdom waiting

for the return of Jipizan throughout a cycle of the
seasons.

The first person narrator, who ages throughout

the course of the story, reflects a disintegration of
belief as he continually asks for eVidence of the
existence of Jipizan.
is dead.
soon dies.

The person who might have seen him

Another who says he heard him blow his conch
When it is said that Jipizan "flows like

water in our rivers and smiles like snow on our
mountains" (p. 8), the snow on the

moun~a1ns

the changing seasons and floods the rivers.

melts with
A man

smoking a huggah claims that Jipizan last came when the
king and queen had a quarrel and the kingdom had prepared
for a civil war, but the narrator remembers that time.
The king and the queen had each stabbed the other to
death and Jipizan had not come.
internally divided.

Now the kingdom is again

Some say everything,

includin~

the

ripe harvest, should be left as it is for the return of
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Jipizan even if it means that they will have to go

hungry~~OOthers think the crops should be harvested and
the grain divided, and tanks and cannons have been
brought in to settle the matter.

The narrator, who is

now a very old man, returns home to find his house is
being torn up from its roots by men in unitorm who are
pushing it away from its native ground.

The sound of the

hUQQah is now only a faint whisper as anotber part of his

past is lost.

Be lies on the place where his house was

until laborers come and start to dig there.

When they

pull up Jipizan he is a helpless old man with quiver1ng
stumps for arms.

His body is of light almond-colored

stone, his pupils are quivering like mercury, and
centuries of hunger are dancing on his face.

When the

people ask him who he is and begin to poke him he looks
at them in perplexity as if he is trying to recognize
them.

The old man who is already dead returns to tell

them that if they dig deeper they will find Jipizan's
arms with the scythe and conch shell.

220This could refer to a quarrel between the
orthodox who think that tradition should be mainta1ned
without change, no matter what the consequences, and the
more liberal elements of society who want to accept the
benefits of progress, even when it interferes with
religious belief.
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Both the rulers and their social order are
failing them.

The king and queen have stabbed each

other, and the society is divided over whether or not to
harvest the fields.

The people have clung desparately to

a belief in Jipizan whom they think will deliver them from
their troubles, and now they find that the God for whom
they have been waiting is himself completely helpless and
doesn't even recognize them.
admi ka dra'ing

~,"

In Jipizan, as in "Dusre

they have lost their past traditions.

In "Dusre admi ka dra'ing

~"

the traditions were still

intact and a possible source of light but were removed
from the protagonist.

In "Jipizan" the traditions

themselves have become weak and feeble.

Jipizan himself

is still present, but he neither remembers, nor can
fulfill, his responsibilities for the welfare of the
people.
In "Ban bas" (l98la) the Gods have disappeared.
"Ban bas" retells the Ramayana from the point of view
of Rama's subjects who have been left behind in Ayodhya.
Rama and Sita, who are both Gods and rulers and who, like
Jipizan, should have been responsible for the well-being
of their subjects, have gone into exile.

Bharata has

brought back Rama's shoes and has placed them on the
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throne.

When cases are brought to the court to be

adjudicated, the shoes move and clap together.

The

people who have come before the court are asked if they
know the meaning of this sound.
they do are allowed to leave.

Those who lie and say
Those who are truthful

and admit their ignorance are shrunken and turned into
miniature statues to await the return of Rama, who will
tell them the meaning of the sound made by the shoes.
As in "Jipizan," the people in "Ban bas" wait
eagerly for the return of Rama who will restore the golden
age and end all their troubles.

When Rama and Sita return,

however, it is not the Gods, but life-size statues of them
which are brought into the city in chariots.

Unlike the

statue of Jipizan, these statues are as lifeless as those
miniature statues of the people who have been shrunken
to wait for Rama.

The small statues cannot be rejuvenated

and are dumped out in the square.

Their faces have been

worn off with time, and none can now be recognized.
In the absence of Rama, Bharata leaves the city
and the minister now runs the government.

In a while

the road between the town and the palace becomes
overgrown with weeds, as it has not been used for 34
years (the age of India at the time the story was
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published--an indication that the author believes the
Indian government has cut itself off from those qualities
which Rama exemplified).

The faces of the statues of

Rama and Sita, like those of the miniature statues of
their subjects, have become worn away from age and neglect.
The golden age of Ayodhya's past is gone, as a nostalgic
poem by Kumar Pashi quoted in the story reminds us, and
even the representations of those who could have
resurrected it have become disfigured.
This dissillusionment with those responsible for
the welfare of the people or in a position of power and
authority over society, and this pessimism and lack of
hope that the future will be an improvement over the
present or ever equal the golden age in the past are
evident in a number of his recent works.

"Ham sirf

-----

jangal se guzar rahe the" O.979a.), which was written after a
series of Hindu/Muslim riots in which the Urdu author
Zaki Anvar (to whom the story is dedicated) was killed,
centers on a group of people who are told to dig a tunnel
and are divided into two groups which gradually become
more distant from each other as they work in opposite
directions.

They do not know why or for whom the tunnel

is being excavated, and when they ask its goal (symbolic
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of the direction in which the country is headed), their
masters (that is, the government) refuse to tell them.
The authorities have promised to protect them
from the beast (communal violence) which lives in the
jungle while they dig, and have assured them that the
beast is no longer there.

When the beast attacks and

they remind the authorities of their promise of protection,
the guards (as did the police in some communal riots)
attack the people rather than the beast.
In "Gari bhar rasad" (est. 1980) a creature
which lives in the mountains demands an oxcart of food
and a young boy as a living sacrifice every year in
return for its protection and the prosperity of their
crops and people.

The people blame this ritual on the

foreign British rulers, but when the government changes
and they move to a new village (one whose houses have
been burned--a reference to the Partition of India and
Pakistan), the ritual continues.

Even when the government

changes a third time two years before the present of the
story (which was written in the lat.eseventiesj, the
ritual goes on, this time with the narrator as the victim.
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In two other stories from the same period those
who offer a form of protection to the people exact
a heavy price for this aid.

The mysterious woman (perhaps

a reference to the ruler of India) in "Sahil par leti
hu'i 'aurat" (1978b) gives the narrator his manhood but

demands his eyesight in return.

The scarecrow in "Bajuka"

(1978c) which Hori (the hero of Premcand's novel Godan)
had made himself to protect his crops comes alive and
demands a portion of those crops in return for his
services.

Both of these stories reflect the author's view

of the Emergency in India as \"ell as his more general
dissillusionment with the present and despair for the
future.
These recent works are developed through a
straight-forward narration rather than the stream of
consciousness technique of many of his earlier works,
but they continue his use of fantasy, myth, surrealism
and symbolism.

There is also continuity in theme

between his earlier and later stories, but with a
greater social emphasis and a stronger note of protest.
His "Na'e qadamon ki cap" had asked to what extent the
narrator was responsible for the breach between himself
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and his brother; "Rone ki avaz" had emphasized the
responsibility of each person for the well-being of his
neighbors; and "Badushak ki maut" had raised the question
of who was to blame for the 1965 war, but without making
any specific accusations.

Now the question of

responsibility has become more focused and the blame,
particularly in those stories written after the Emergency,
more direct.

Those who should bear the responsibility

for the protection of society, whether Gods or rulers,
have become feeble or have disappeared, or make
unreasonable and self-serving demands in return for
services which should have been their duty.

In Surendra

Prakash's works from the sixties, there is an element
of hope.

The retrieval of the humanizing traditions of

the past and an emphasis on interpersonal relationships
and mutual responsibility might counteract the alienation
and cold of the present.

In his stories from the late

seventies, as in those of Intizar Husain, there is more
cynicism and dissillusionment, and a despair that the
future will improve upon the past or will ever regain
the humanistic values of the past.
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Balraj Mainra
There is but one truly serious philosophical
problem, and that is suicide. Judging whether
life is or is not worth living amounts to
.
answering the fundamental question of philosophy
(Camus ·The Myth of Sisyphus" 1961, p. 3) •
••• the whole meaning of human life can be
summed up in the one statement that man only
exists for the purpose of proving to himself
every minute that he is a man and not an organstop! (Dostoevsky -Notes From the Underground"
n. d.~ p. l36) ••• he wants ~ ~ ~ right to
desire for himself even what is very stupid and
not to be bound by an obligation to desire only
what is sensible ••• for at all events it
[desiring what is not sensible] preserves what is
most precious and most important to us, namely
our personality and our individuality (Dostoevsky
"Notes From the Underground" n. d., p. 1341.
"I used to feel," says Stevens [director ot
Giant], "that he was a disturbed boy tremendously

dedicated to some intangible beacon of his own
and neither he nor anyone else might know what it
was" (Herndon 1974, p. 207) ••• ·ln James Dean,
today's youth discovers itself ••• [in an] eternal
adolescent love of tests and trials,
intoxication, pride and regret at feeling oneself
'outside' society, refusal and desire to become
integrated and finally, acceptance or refusal of
the world as it is- (Francois Truffaut, quoted by
Herndon 1974, p. 249).
More than any other Urdu Modernist, Balraj Mainra

is concerned with a search for self-identity.

Nearly all

of his 37 works written between 1957 and 1972 are devoted
to an exploration of the meaning of the individual and
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his position in relation to society, life, death and
esthetic beauty.

Mainra undertakes this search by

continually recreating a single persona whose various
aspects are displayed in a series of separate Characters,
or in a single character who reappears in several stories
(such as Giyan in -Boshni

~ ~ft

sailab n (1962a), and nTasyir

~

(1962b), ftBoshni Aa

kin (1962d); and Nigam
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in "Shahar ki rat" (1963e) , "Jism ki divar" (1963d), and
221
"Sarak mazi ki a (1963f».
This persona is a disaffected young man who, like
the author himself, is a short story writer.

The

character's status as a short story writer evolves over
the course of the works.

In 1959 in "Lamhon ka ghulam"

(195Sb) the character has written two stories (Mainra had
by then already written -Bhagyatj" (1957) and

"~

Lam"

221 Aspects of this persona appear as Balraj in
(1959a); as Rahi in "Lamhon ka ghulam"
(1959b), "Havas ki auJad" (1960a), and "Ana ka zakhm"
(1960b) (although the character Rahi in each of these
three stories is very similar to the other Rahis, he
cannot be positively identified as the same Rahi in
each)~ as Jagdish in nHUQn ki ha¥at" (1961a)~ as Raje in
"nil ka safar" (1961b); as Giyan in "Roshni ke~"
(1962b), "Roshnj ka sailab" (1962a), and "Tasyir ~ kin
(1962d) (these three stories were combined two years
later as "KQI~ roshni, kQl~ roshni" (1964a»~ as Nigam in
·Shahar ki~" (1963e), .~ k1 divar n (1963d), and
"Sarak mazi kin (1963f); as Balraj in "~daL~"
(1964c); as Dilip in ·Introvart~ (1963b); as Rajan in
"Paryart· (1963c); as Kuldip in "~" (1963g) ,and as
Ashok in -£K muhmal kahani" (1965e). Characteristics or
this persona are also evident in the nameless but still
particularized character in "~ istap· (1963a), "Yardat"
(1965a) and -Kamppzishan tin" (1966b). He appears in a
more universalized form as the nameless protagonists of
"~" (1964a), -Kampozishan~" (1964d)
(also published as
-Oaidgah" (1965g», "Kampozishan dQ" (1965c) (also
published as -Si¥ahi ka khun" (1965b», "Kampozishan
mausam-i sarma ~n (1966a)t "Portrait in blajk aind blad"
(1966c), "(HeLa nam) main (hai)" (1968), "Sahil k1
zillat" (1972), -Kampozjshan~" (1977a), and "Akhjri
kampQzjshan" (1977b).
"~Lam"
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(1959a», in the 1962 story "Roshni

~ ~w

this output

has increased to a pile of collected and uncollected
stories (1962b, p. 57) and his stories are being admired
in the coffee house (in "Raftar" (1962c», and by the
time of "Kampozishan tin" (1966b) and wKampozishan
mausam-.i sarma il" (1966a) he is described as being
lionized by youngsters in the coffee houses.
The var ious characters I salar·ies and ages, like
the numbers of stories they have written, also increase
over time, as if the story of a single individual were
being continued in each work.

In the 1959 "LamhoD Ka

ghulam" (1959a) the character earns 125 rupees.

A year

later, the secondary character Balraj in "Ana Ka zakhm"
(1960b) is drawing 140 rupees.

By 1962 Giyan has a

salary of 160 rupees in WRoshni

~~"

(1962b) and,

like the author (who was born in 1935), he is 27 years
old.

He is a year older in the 1963 story "aas istap"

(1963a), further giving the reader a feeling that these
semi-autobiographical stories are in fact representing
aspects of a single character.
The physical descriptions of the character are
always the same.
~w

He is of medium height ("Roshni

~

(1962b», very thin and weak ("Atma LAm," (1959a»
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or sickly ("Havas ki aulad" (1960a), Raj in "Raftar"
(1962c), "Introyart n (1963b), "Kampozishan~" (1964d),
BZulmat B (1965f».

His cheek bones protrude out from his

face (nAna ka zakhm" (l960b), "Roshni

~~"

(1962b»;

his eyes are sunken in and surrounded by dark circles
("auan ki hayat n (1961a), BHavas ki aulad n (1960a), "Ana
ka zakhm n (1960b»; but are bright and shining (nRoshni
~~"

(1963c».

(1962b),

"~ki

div ar " (1963d), "Parvart"

His lips are dry or feverish (naaa istapn

(l963a),

"~Ki

(l962d»

and curved in a subdued or faintly amused smile

(nKampozishan

~"

divar" (1963d), "Roshni

~~"

(1966b», but this smile hides an

underlying melancholy ("Parvart" (1963c),

"~n

(1963g».

His voice is described as low and collected ("Introvartn
(1963b), "Vardat" (1965a»

or as his own "particular"

(makhsus) tone of voice ("Ana ka zakhm" (1960b),
"Parvartn (l963c».22~is clothes, like his body, are
disheveled and evoke a bohemian aura of the starving

222Makhsus is a word used repeatedly in these
stories (in "Parvart B (1963c) alone at least 4 times) in
an effort to set the character apart from others. Not
only is his tone of voice "particularly" his own; when he
sits in the coffee house it is always on his own
"particular B sofa (-Raftar" (1962c), "Parvart" (1963c».
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young artist (ftRoshni
(1972».

~~"

(1962b), ftSabjl ki zjllat"

His real identity, he says in passages

reminiscent of Dostoevsky's underground man's pursuit of
the ftsublime and beautiful" (Dostoevsky ftNotes From the
Underground" n. d., p. 162), lies not in his body but in
his life of the mind

("~m

ki divar" (1963d), ftparvart n

(1963c», his story writing (nRosbni

~ ~n

(1962b»,

and in his search for beauty ("auan Ki bayat" (196la),
ftGham ka mausam ft (196Ic», and for the meaning of life
("Roshnj ~ ~").223
The psychological picture the stories give of
these various protagonists is of a character who is
repeatedly torn apart by conflicting aspects of his self.
His heart or body and his mind are constantly at war.
The cynical, detached and self-sutficient minds of Balraj
in

"~Lam"

(1959a) and of Ashok in "£K

muhma~

kahani"

(1965e) forbid Balraj to show emotion at the death of his

223
-Ana ka zakbm" (1960b) also shares some
characteristics with -Notes From the Underground,ft
particularly in the narrator's competition with zverkov
in listing the things each likes (Dostoevsky n. d.,
p. 185) which has several elements in common with a
similar exchange between the narrator and Rahi in "Ana ka
zakhm" (1960b, p. 20).
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father and lead Ashok to take advantage of a woman's pity
for him after the death of his friend in order to seduce
her.

The hearts ot both (their memories of their dead

loved ones) win over the mind and body however.

Balraj

dies (evidently by his own hand), and Ashok strikes the
woman who has accepted his invitation, throws her out
(Mainra's heroes achieve their self-realizations at the
expense of those around them), and vows to die the next
day in memory of his friend Kuldip.
The body is always considered secondary to the
mind.

Rajan states, RI am in favor of the life of the

body only to the extent that the body is the protection
of the mind" (RPervert" 1963c, p. 14).

Nigam, despite

the advice of his friend (which is almost a paraphrase of
Francois Truffaut's description of James Dean, quoted
above), ignores the effects on his body of his excessive
drinking of whiskey and coffee, his smoking, his
wandering, his reading, and his wholehearted

accept~nce

of every incident whether it is related to himself or not
("J~ ~

djvarR 1963d, p. 36).

The three characters in

·Raftar" (1962c) each represent an aspect of this
persona.

At some pOint in their lives they whad become

one, had become completeR (p. 47).

Raj, who despises the
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life of the flesh, says in a low voice that to know the
depth of the ocean ot the mind one must "forget the
limitations of the paper boat of the body" (p. 45).

He

has just been told that he will die if he continues to
drink, smoke and think, and he is drinking, smok1ng and
thinking, and looking very melancholy (p. 47).

Jagdish,

the "romantic," has conquered a woman by ignoring her,
losing himself in the uneasy eyes of Manto whose portrait
hangs before him, until she comes and ·weeps on his
heart" (p. 47).

Keval is not a "romantic,· and just

"loves them and leaves them."

The three decide the

ultimate ecstasy would be to d1e at a moment of complete
happiness (p. 49).

They verbally rewrite the road signs

to read "Life is short.

Make it shorter and beautiful."

(p. 50), drink several bottles of beer, and, with a
passing reference to "beloved James Dean" (p. 51), die in
an automobile accident while they are driving nearly 90
miles an hour.
224

224

James Dean died in an automobile accident on
September 30, 1955 [the same year Manto died] while
driving nearly 86 miles per hour (Herndon 1974, p. 243).
According to Mainra, James Dean's Rebel Withoyt A Cause
had affected Urdu short stories within two years after
the film was released in the United States (Interview
June 10,1978).
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Mind and body coalesce only in the search for
beauty.

In "Roshni ka

~"

Giyan's outside and inside

become one when he has completed a story (1962b, p. 62).
Elsewhere the character is at peace when he finds beauty,
and he compares himself to a deer which is a prey to
"hunters" when he is without it

("aaan

ki hayat," 196Ia).

The object of this esthetic search may be either human or
inanimate, but it is most often a woman.

Even Mall Road,

which is made a symbol of esthetic beauty in the story
.~"

(1963g), is personified as a woman. The "rape" the

title refers to occurs when the name of the road is
changed from "the Mall" to "Gujarmal Road," prompting one
character to commit suicide and another to suffer a
nervous breakdown.

None of the women in the works of

Balraj Mainra are any more human than the road in

"~"

(1963g), however. Rather, they are either mere
embodiments of beauty, or else a means to massage the ego
of the male protagonist. If the latter, they are
irresistibly attracted to him, despite his

a~parent

(he

is described as -lustful- in "Havas ki aulad" (l960a) and
as "sex-ridden" in -Roshnj

~~"

(1962b»

indifference

to them. The protagonist in these male-oriented,
adolescent-style fantasies remains aloof and nonchalant,
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makes no effort to attract the women (it WOUld demean him
to treat them as equals, or even as beings worthy of his
attention), yet they find themselves inexorably drawn to
him ("Introvart" (1963b), "Raftar" (1962c), "Vardat"
(1965a».

Be may deign to accept their adulation, but

then coolly spurns their love with no thought to the
effect his rejection may have upon them ("Roshni ka

~n

(1962b».
If she is a symbol of esthetic beauty as in

"~

ki hayat" (196la) or "Gham Ka mausam" (196lc) she

conveniently dies before her esthetic value for the
protagonist can lessen.

In the incredibly sentimental

"Ruan ki hayat" (196la) (which may be the author's worst
story) 225 Jagdish has affairs with a series of impossibly
servile women, telling each one that he will love her
only as long as her beauty attracts him.

Sima, the

second "woman" shown in this series, feels her beauty is

225
'Followed closely, however, by the maudlin
endings of "KQ'i [oshni, kQ'i [oshni" (1964a) in which
~Five hearts were throbbing tor the one heart which had
become silent" (p. 127) and ·Sarak mazi kin (1963f) where
Nigam cries out in the night to his mother and the women
whose deaths he has caused, and then goes insane (and, of
course, dies).
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fading and commits suicide rather than lose Jagdish.

The

first woman, Kamala, gladly takes him back (even though
he had spurned her for Sima), but is unable to ·save"
him. He sits in the coffee house pondering how hard life
is because it holds ugliness, then leaves and drives his
motorcycle into a truck.
In the equally implausible "Gham ka mausam"
(1961c) (which includes a footnote "with apologies to
Nabokov" p. 239) another female, this time a young girl
of twelve (the women this hero is attracted to are either
very young, very thin, or very sick), is seduced by her
uncle.

Mira is sexually awakened by his touch, sleeps

next to him, holding his hand, and dies of a fever in the
morning.

The narrator says that he could have saved her

but did not because of his desire for beauty, through
which he wants to go beyond the bounds of the mental
perspective of the -machine age" (p. 239).
The Jagdish of "RaQn ki hayat" (196la) reappears
in Mainra's -nil ka safar- (196lb) in a plot which
reverses the -Lolita- theme of "Gham ka mausam" (196lc)
(all three stories were published in the same year).
.~

In

ka safar" (196lb) the hero is a young boy who loves

an adult woman who was to have married the Jagdish of
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"~

Ki hayat" (1961a) but who is now dying of anemia

and melancholy. When the boy Raje grows old enough to go
to coffee houses, he makes the statement (later quoted in
"RQshni ke

~,"

1962b), "If I am sick I can go to the

hospital for treatment.

If one needs work the services

of an employment agency are available.
to die, what can he do?

If someone wants

In order to die one must step in

front of a bus" (p. 30). Like the other characters in
this set of stories, Raje too finds the meaning of life
in death, and steps in front of a bus.
These three stories illustrate the two main
faults of Mainra's early works: his sentimentalism and
his less than successful symbolization.

The stories fail

to make the reader empathize with the exaggeratedly
sentimental situation and the romanticized and
unconvincingly "heroic· hero.

The abject servility of

the fawning non-entities surrounding the very selfcentered and rather obnoxious protagonist is not
sufficient to make him a sympathetic character in the
eyes of the reader.

As a result, neither the situations

nor the characters function successfully as symbols of a
search for

b~auty.

Mainra is far more adept in his

creation of the single character who reappears throughout
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his stories, and in his later works in the adroit
manipulation of structures, than he is at

symbo1ization.~26
The settings and situations given the stories,
like the physical characteristics and the psychology of
the heroes, reoccur throughout his corpus. The setting
revolves around the coffee house in Connaught Place, the
protagonist's room and the T. B. Hospital in Kingsway
Camp, and the bus which runs between Connaught Place and
Kingsway Camp or Model Town.

The protagonist, whose

father was a high ranking military officer (ft~ Lam ft
(1959a), ftAna ka zakhm ft (1960b», works as a technician
in a T. B. hospital near Kingsway ~amp {-Lamboo ka
gbulam ft (1959b), ftRoshni ~~" (1962b), "Iotrovart ft
(1963b), "~muhmal kahani ft (1965e» or in a different,

226

~azir Ahmad, as was discussed in Chapter One,
considers Mainra's symbols to be ft ar bitrari1y chosen and
mechanically manoevred ft (1972, p. 85). Be gives as an
example the comparison in ftYQ" (1964b) of a c1garette to
a throbbing heart. I agree with Nazir Ahmad's assessment
of this line and would add to it the change in the name
of the road in -~" (1963g) (which is meant to symbolize
the city's loss of an esthetic sense), and the fthero's"
pursuit of women in "auan Ki hayat n (1961a) which was
intended to represent his pursuit of the sublime and the
beautiful but which impresses the reader as mere male
chauvinism.
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or unspecified hospital (Raj in -Baftar" (1962c), Rahi in
wHava~

ki aulad" (1960a»

or is a patient in a hospital

(REeR" (1963g), "Zulmat" (1965f».

In the earlier

stories the hero feels his potential is being wasted in
this work, but consoles himself with the thought that
sanitoriums have provided authors like Maugham with
material for their short stories and will do the same for
him ("Lamhon Ka ghulamR (1959b».

He is frustrated with

the low status of his position, fears that he has not
lived up to the expectations of his father (whose death
he mourns in wAtma Lam" (1959a», and rebelliously lashes
out at all those in authority ("Lamhon ka ghulam"
(1959b».

There is always a conflict between the cynic

and the romantic in the works of Balraj Mainra however,
and the bitter young rebel of "Lamhon Ka ghulam" (1959b)
becomes an idealized altruist in "Introyart" (1963b) who
has dedicated his life to helping people with T. B.
because his own father had died of the disease.
The hero lives in Kingsway Camp or Model Town
("Boshni

~~"

(1962b»

where on the walls of his room

the portraits of Dostoevsky, Manto and Bedi (-Lamhon ka
ghulam" (1959»
Camus (WRoshni

stare at him soulfully, and a picture of
~~"

(1962b»

ponders the complexities

of suicide.
·Shahar ki

227
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Be travels by bus

~n

(.~

daL tab" (1964c),

(1963e), ·Vardat n (1965a)) or by foot

(·Shahar ki Lat" (1963e), "Jiam ki diyarn (1963d))
between the hospital and a tea or coffee house
(nKampozishan dasambar

~n

(1964e)) in Connaught Place.

In a surprising number of stories his journey by bus or
by foot is on a cold December night (n~ ki divar n
(1963d), "Shahar ki Lat" (1963e), "Vardat n (l965a»,
perhaps because that time and season are most conducive
to his heroes' reflections on alienation, madness and
suicide.

227Mainra, who at that time much admired Camus,
dedicated his story "Re9" (1963g) to him, and has made
references to him in several other stories, including
"Raftar" (1962c, p. 51).

444

The stories set in a coffee house or tea house or
228
at the home of a friend are also always very similar.
Even the same waiter, Joshi, reappears in RRoshni
~"

~

(1962b), ·Raftar" (1962c), and ·Paryart" (1963c).

228 The very individualized and easily
recognizable character and the great similarity in the
plots, especially those set in a coffee house, have
proven particularly susceptible to satire. Balraj
Komal's amusing "Roshni, roshni" (1968), whose name is
obviously drawn from Mainra's "KQ'~ roshni, kQ'~ roshni"
(1964a), is an apt parody of the kinds of coffee house
arguments which feature so prominently in Mainra's works.
The three characters, a short story writer, a poet, and a
critic, finding their ·particular" (makhsus) table
occupied, are forced to sit elsewhere. The story writer,
who is currently reading Camus for the tenth time and
whose hands are trembling with weakness, states that he
does not think about his health and only believes in the
mind. He adds that one beautiful moment is worth more
than the whole of life, and that that moment is the
moment of suicide. The three argue, calling each other
frauds, and claiming to write as well as Camus, Ezra
Pound, and F. R. Leavis. They attack the story writer,
saying:
You call yourself a short story writer.
Every story of yours starts in the tea house,
takes the number 9 bus route, and ends up in a
barracks in Kingsway Camp. ·Your heroes commit
suicide hundreds of times in 24 hours. Why don't
you finally commit suicide yourself? Go get
together with the spirit of your teacher Camus
(Komal 1968, p. 41.).
Finally, Camus, Pound and Leavis appear and have the
three arrested tor the illegal use of their works and
philosophies (Komal, 1968).
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In nearly every work the characters sit at their
·particular" (makhsus) sofa, acrimoniously argue with
others and sometimes with each other, smoke countless
cigarettes, drink bottles of Black Knight until one or
more of them falls into a stupor,

229

boast of their

exploits of body or mind (a new sexual conquest or a
story published in an important journal like Sayera), and
generally attempt to assert their self-worth, selfdignity, and self-identities.
The characters, particularly the character who
represents the persona of the author, are very concerned
with escaping the quotidian and with differentiating
themselves from the masses.
~"

The narrator of "Roshni ke

(1962b) is at pains to point out to us that Giyan

is among the few hundreds (or at most a thousand) out of
the four hundred million inhabitants of India who is
trying to seek out his own life, his own goal (p. 57).
Evidently he succeeds in separating himself from the four
hundred million since, while he is considering committing

229

Several of Surendra Prakash's stories include
scenes in which a character, identifiable as Mainra, lies
in a drunken stupor and is helped home by the narrator.
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suicide, Giyan comes to the conclusion that his -selfmade- troubles are because he has tried to see the world
through his own eyes rather than through the eyes of the
crowd ("KQ'i roshni, kQ'i roshni" 1964a, p. 130).
The trio of heroes in -Raftar- (1962c) also want
to be different from the four hundred million ·ciphers"
of India (p. 47, 48), those who live life with the speed
of ants (p. 50).

Instead, they would like to fly off

into the sky with the speed of eagles until they drop
from exhaustion (p. 50).

The hero of nParyart" (1963c),

too, tries to get away from the quotidian, and is
disdainful of the one hundred million houses in India
which are not houses but "mouse-holes" (p. 11).

Rajan is

disgusted by the sight of a family in which there is a
beautiful wife, beautiful children, and a husband who
loves them (p. 12)0

In -Shahar Xi LAi" (1963e), Nigam

despises the orderly, well-regulated life of Naval and
claims that Naval can only be na crowd," -a mob," while
he, Nigam, through his perception of his self (zat), is
complete in himself and needs neither the recognition of
society nor the companionship of any other person (p. 32,
33) •
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Everything the characters do or say is an

attempt to establish the self as unique, individualistic,
and self-sufficient.

They thus refuse to be bound by

social norms, and particularly by the competitive
struggle for material wealth.

They despise the symbols

of middle-class complacency and comfort--marriage and
children, a home, a well-paying job, a regular routine-and instead take pride in their lack of ties to the
"normal" life of the masses.

~30

The inevitable result is

that the hero finds himself free, but isolated, alienated
and alone.
Part of the protagonist's struggle to be
different takes the form of an extremism in every aspect
of life.

Nigam, for example, is described as living life

230

One of the most frequently recurring words in
these stories is avarah, which can be translated as one
who is homeless, a tramp, a vagabond or a wanderer--a
person without ties of family or place, or as a person
who is dissolute, irresponsible and debauched--without
social or moral bonds. "Atm2 Lam n (1959a), "Lamhon ka
ghulam" (1959b), "Havas ki aulad" (1960a), "Gham ka
mausam" (196lc), "Roshni ~~" (1962b), and "~ki
divar" (1963d) all use the words ayarah or ayaragi in
connection with the main character. The story "YQ"
(1964b) too, in its 1964 version uses the word musafir, a
"traveler," to describe the man who is wandering the
streets searching for matches to light his cigarette.
(The yord musafir was changed to ajnabi, a "stranger," in
the version published in Dastayez (April 1969, p. 79),
perhaps under the influence of Camus.)
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as though in a hurricane, drinking alcohol to excess,
smoking to excess, drinking coffee to excess, reading to
excess, and trying to feel and perceive every incident to
the utmost

(-~

ki diyar- 1963d, p. 36). The same

characteristics are attributed to Raj in -Raftar- (1962c,
p. 48), and are illustrated by the actions of the hero in
nearly every work in Mainra's corpus. 231
The most extreme of these extremisms, the action
which most totally and lrrevocably cuts the hero off from
the masses and from the quotidian, is death, particularly

231The desire to go beyond habit and be fully
conscious of one's situation, the passion to know the
truth and the self, to live each experience fully, and to
revolt against man's obscurity are all advocated in
Camus's -The Myth of Sisyphus- (1961). Unlike Camus,
however, who rejected emotionalism, melancholy, nostalgia
and suicide as answers to the problem of the man's
perception of the absurdity of life, Mainra's characters
are extremely emotional, delight in melancholy, are
nostalgic for their lost friends, and continually
contemplate and commit suicide.
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death by suicide. 232 Indeed, it is suicide or death, more
than any other feature, which the author has used to
string these stories together as though they were all
links in a single chain, perhaps because he feels that
dying expresses the ultimate in a commitment, whether it
be a commitment to the search for self, to art and
beauty, or to the attempt to escape the banal, the
mediocre and the mundane.
A suicide or a death occurs in nearly every
story, and often a death from one story is referred to by

232
'There are also a number of deaths which are
not actually suicides but which were desired by the
character, and foreshadowed by incidents in the story.
In -Raftar ft (1962c), for example, the trio admire the
flight of eagles and wish they could fly with the speed
of eagles until they drop from exhaustion. They then
race off in search of a man who has built a house with a
roof which reminds them of an eagle in flight (which
appeals to their esthetic sense) and die in a traffic
accident while driving over 90 miles per hour.
Similarly, in -Gham ka mausam ft (196Ic) the hero writes a
note (which reads ~ a suicide note) stating that to
die one must walk in front of a bus. He then walks in
front of a bus, but lives long enough to deny having
tried to commit suicide (although he says he is glad to
have been hit by the bus). Rather, he claims, he was so
caught up in admiration for the poetic phrases he had
used in his note that he did not notice the bus. In
wKQt~ [oshnj, kQ'~ [oshnjft (1964a) too, Giyan plans to
commit suicide, and has brought along a gun, but is
conveniently struck by lightning and so manages to die
other than by his own hand.
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a character in a later story and may even act as a
precipitating factor in the death of the second
character, further linking the stories together and
showing that the author intends them to be read as a
corpus of interrelated works.

The characters die from a

number of causes: a broken heart (caused by the loss of a
beloved or of a friend or relative), ennui, disease,
accident, murder at the hands of a mob, or by a number of
means of suicide. 233
Balraj's father dies (of natural causes) in ftAtma
Lam ft (1959a), followed shortly by Balraj (apparently by

suicide).

In nRa2n ki hayat" (l96la) Sima commits

suicide because she feels she no longer attracts Jagdish.
Jagdish then commits suicide by running his motorcycle
into a truck.

Maya, in "nil ka safar" (l96lb) recalls

the Jagdish of -RaQn ki hayat" (l96la) to whom she was

233Although it is easy to belittle these numerous
suicides as mere imitations of Camus or as simply
ridiculous in themselves or as unwarranted by the plot,
it should be noted that they may be based on actual
incidents. According to the author some seven of his
friends committed suicide within a four year period
(Interview June 10, 1978). How well the author has made
the reader empathize with these suicidal characters by
his fictional portrayal of them, however, is open to
question.
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engaged, then dies of anemia (compounded by melancholy),
followed shortly be her father Or. Khare, and by her
young admirer Raje who steps in front of a bus but lives
long enough to tell his story.

The twelve year-old Mira

dies of a fever after being sexually awakened by her
uncle ("Gham ka mausam" (l96lc». In "Roshni ke
(l962b) Giyan recalls Raje's story (from
(l96lb»

n~

~n

ta safar n

and quotes his statement that to die one must

step in front of a bus.

Giyan dies in -Roshni Ka sajlab"

(1962a) after thinking about sifting through ashes to
separate the bones on a burning ghat (a scene which may
refer to a similar incident in

"~Lam

(l959a».

His

friends remember him in the third section of wKQ'i
roshni,

kQl~

toshni n (l964a) and read his diary.

The

diary relates the double suicide of a pair of lovers in
the village where he is staying, his own desire to find
his ·self" even though his search may lead him to death,
and perhaps most important (and a possible explanation
for his desire to kill himself), his memory of the time
he mentally tortured someone to such an extent that the
person committed suicide.

All three characters of

"Raftarn (l962c) like their hero Jimmy Dean, die in an
automobile accident.

The hero recalls witnessing the
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death of a man hauling a load of boxes in ·Baa istap"
(1963a) (the earliest overt social criticism .in Mainra's
works).

Roshan dies from an unsuccessful lung operation

in "IntrQvart" (1963b) and his friend Dilip then commits
suicide by slashing his wrists.

Nigam claims that the

same people who were responsible for the deaths at a
young age of his grandfather in Jallianwallah Bagh and
his father in 1942 are looting his own youth
diyar" 1963d, p. 37).

In ·Sbabar Ki

has become complete in himself.

~n

("~

Ki

(l963e) Nigam

This completeness

shatters in the last in the "Nigam series,· "Barak mazi

Kin (1963f), and Nigam realizes he is alone and without
friends, recalls Mona whom he has killed or allowed to
die, and thinks of other friends who have left him, sees
the light from the streetlamps as a melancholy black, and
his hands and heart as black, then goes insane and dies
in an asylum.

In

"~n

(1963g) one patient in a T. B.

sanitorium commits suicide and another suffers a nervous
breakdown when the name of Mall Road is changed to
Gujarma1 Road.

·Siyabi ka £hynn (1965b)

published as "Kampozishan dQn (1965c»

(which was later

takes the theme of

blackness from "Sarak mazi ki" (1963f) and introduces a
character who lives in a room which is totally black and
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who is killed by a mob when he tells them his own story
while calling himself the angel of death.

The patient

Kuldip dies of an illness in -Ek muhmal kahani" (1965e)
and his friend Ashok, who has been working in the T. B.
hospital for eight years (p. 510), oscillates between
anticipation of his evening with the nurse whom he has
caught by playing on her sympathies for him following the
death of his friend, and thoughts of the dead Kuldip and
of others he has heard of who have died recently--a plane
crash, a man who thrust a knife into his brother's
stomach, a woman who leaped into a well, the spectators
in a football stadium who smashed the head of the
referee, the DMK agitation, a man eaten by a dog.
Finally he hits the nurse, yells at her that "he is dead"
and throws her out, and vows to die himself the next day.
Even "Kampozishan dasambar

~.

(1964e), which is a

cleverly spatial replication of conversations in a coffee
house (with the conversations arranged on the page as
though the characters were seated at tables) includes a
woman who feels as though there is death in the eyes of
the young man who is staring at her (p. 90, upper right
hand

cor~er),

twentieth

and a man who says that "home" in the

centu~y

is a journey between the coffee house,
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a hostel and the mortuary (p. 90, upper left hand
corner).

In RRampozishan rnausam-i sarma AiR (1966a), as
in REk muhmal kahani R (1965e) the protagonist has learned

of the death of a friend (this time a woman, Margaret)
·
an d wants to f orge t h er d eat h b y se d uC1ng
a woman. 234 The

last of this series of stories revolving around deaths is
"(~

nam)

main (hai)n (1968).

As in nKQ'i roshni,

~'i

Loshni" (1964a), here too a man (this time nameless,
except for the appellatiun

has left the city for the

mountains and is living in a small hut in the
countryside. "I" sees a corpse at the foot of the
mountain.

The corpse looks like "I." nIn crosses the

mountain and "'I' was on both that side [of the mountain]
and on this side" (p. 32).

He remembers his friends

(named by letters of the alphabet) who have died: one
whom he goaded into death (as was said he had done in
"KQ'i roshni,

~'i

roshnj" (1964a), one who said that the

reason that double-decker buses roam the streets is so

234

"Kampozishan mausam-i sarma Ai n (1966a) is a
much weaker story than "~muhmal kahani" (1965e), due
both to its improbable situation (as in the earlier
stories boasting of sexual exploits, the woman in this
work worships the Rhero") and to its ineffective and
exaggerated use of repetitive sentences.
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that one will not have to go to the Qutb Minar to jump
off if one wants to commit suicide, and others who have
died for love.

On the seventh of December his body is

found and shortly after that a newspaper article appears
which explains that ·1" is a member of the
intelligentsia, the ·cream of Northern India" (p. 33).
In the past three years his friends have died one after
another and now he has starved himself to death in a hut.
A final note to this section explains that the previous
sections have been edited by a story writer whose style
is very similar to that of the dead man. There follow
passages taken from "YQ" (that in which the man searching
for a cigarette meets another man also searching for a
cigarette), and from "KQ'i roshoi, kQ'i roshni" (l964a)
(that of the man separating a person's bones from his
ashes, which itself paraphrases a section in "Atma LAm"
(l959a».

The story ends with the statement that "we

have created our own world and now we stand in the middle
of the wall spread from east to west at the high main
gate" (p. 36).
Mainra haQ created his own world in these
stories, a world which revolves around the coffee house
and the city streets and centers on a single character
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and that character's preoccupation with the self, beauty,
sex and death. 235This character has significance on
several levels.

As a disaffected young man, frustrated

with the low status of his work and with aspirations and
intelligence beyond that which his social position can
satisfy, he undoubtedly reflects the position of a large
number of over-educated, under-employed youth in India
and elsewhere.

His conflict between the body and the

mind, between emotion and rationalism, are certainly
universal, as are his alienation and loneliness, and his
questioning of the meaning of his life. His image as a
loner with insecurities or weaknesses (openly
acknowledged only in "Lamhon ka ghulam" (1959b) but

.235Mahmud Hashmi faulted Mainra for the lack of
diversity in his characters as well as for his overly
philosophical tone (1963, p. 13). The characters are not
only not diversified, they are all versions of a single
character. However this need not necessarily be
considered a fault. The creation of a single character
is no small achievement. Hashmi's comment on his
philosophical tone, (noted by Gopi Cand Narang as well,
though not negatively (1968, p. 10», is a more serious
criticism. Many of Mainra's stories do include sections
which seem contrived and out of place as dialogue or
thoughts. Examples are: the character's observations on
how different one bus stop is from another and how each
bus stop forms a world of its own (.~ istap· 1963a,
p. 226), and Nigam's philosophical ramblings about his
innocent heart in "Shahar ki LAt· (1963e, p. 32).
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present as an undercurrent in many other works)236which
he hides or strives to overcome by a defiant assertion of
the self, his rejection of the values of the crowd, and
his determination to search out his own path and give
meaning to his life according to his own standards rather
than those predetermined by society are typical of many
in the sixties.

He thus represents both a lower-middle

class North Indian intellectual of that period, and a
more universal reflection of the generation in revolt
throughout the world during that era. 237 The similarity of
this character to Herndon's (1974) descriptions of James
Dean, for example, shows that such an individual is
relevant beyond the bounds of South Asia. Jimmy Dean is

236
.
. .
There is a fee11ng of envy, for 1nstance, 1n
the description in "Sahil Ai zillat" (1972) of the man
who owns everything except his hands, which are not his
own (because he is not generous). The unnamed narrator
of this story claims that the people of this city listen
to this man's voice instead of the narrator's only
because this other man arrived in the city first and
people have gotten into the habit of listening to hiQ
voice first rather ~han that of the narrator (p. 7).
237
There is no doubt an element of irony in the
fact that the very effort of this character to identify
himself as art -individual" makes him so similar to a
great many other people from this period.
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described as ·suffused with self-pity" and with "the
anguish of rejection" (po 139)1 vulnerable, "all alone in
the world, misunderstood, out in the cold" (po 142), a
"defiant loner" (po 206) "engulfed in insecurities" (po
201) who can only feel comfortable "hidden behind a
screen of stunts" (po 211) who would not get close to
people and whose relationships (especially with women)
would last only "a few hours or a few days" (po

l2l)~

a

person of changeable moods (ppo 175, 198) who would
engage in "passionate and futile confrontations with
authority" (po 17); a person who would push himself to
the limit (po 243) with "an insatiable thirst for
knowledge" and "quest for artistic truth" (po 215), a
"lonely search for affection" (po 215) and a desire to
know his self (p. 244).

The undisputed popularity and

wide-spread influence of James Dean, whose character
shares so many characteristics with that of Mainra's
protagonist, illustrates the universal appeal which might
have been possible for such a character. The degree to
which Mainra's protagonist fails to stir our sympathies
(as in

·auan

and "Tasyir

Ai hayat" (l96la),

~

Ai" (1962d»

"Sarak mazi

Ai" (1963f),

is due to either the over-

emotionalism and sentimentality of the character or the

459

lack of credibility in the romanticized hero-worship
accorded him by the other characters.
This persona is also relevant in regard to
another concern of Urdu Modernism--the decline of values
in modern society.

Mainra's creation of this character,

a character who "knows his self" (or so he says in both
"Roshni

ke~"

(1962b, p. 60) and "Kampozishan mausam-i

(1966a, p. 138», is his answer to the problem

sarma~"

of the decline of values and the consequent loss of
meaning in a modern world which no longer can accept the
received values and meaning ascribed by traditional
religions.

In the works of Intizar Husain this decline

was answered by a reassertion of the traditional values
of morality and religion, both on the individual and the
community level.

Enver Sajjad found the answer in the

individual's commitment to social and political reform.
Surendra Prakash, like Intizar Husain, regrets the loss
of religion as a source of succour and comfort, but finds
a substitute in the responsibility of the individual for
his fellow man (on an individual rather than a political
level).

Mainra has sought the answer in art, in beauty,

and in the expansion of the self.

The primacy of the

individual ego takes the place of God.
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In his earlier works, such as "Ana ka zakhm ft
(l960b), this exaggeration of the ego, because tied to a
particular, and not particularly appealing, individual,
is merely irritating.
of

"Kampozishan~"

In the more universalized "heroft

(1964d) however, we understand why

his characters have felt it necessary to make themselves
the centers of their universes. The ego of the nameless,
universalized protagonist of ftKampozishan
religious significance.

~ft

takes on a

The plot is deceptively simple.

A man asks himself what his relationship with the sun is.
This question is locked in the jail of his mind (the
original title of the story was RQaidgah" or "jail").
This question first occurs to him while he is reclining
in a chair outdoors, facing the sunset. 238 He falls asleep
at the same time the sun sets, and after that always
sleeps and wakes with the setting and the rising of the
sun.

There is thus a link between the man and the sun.

It is the link of man to the universe.

Man is at the

mercy of nature.

He cannot choose

He has no free will.

238
'This scene differs from similar scenes in
several other stories (for instance, "Kampozisban tin"
(l966b, p. 23» only in the substitution of "Diplomat"
for "Black Knight" or coffee as his choice of drink.
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to do other than that which nature decrees--to wake when
the sun rises and sleep when the sun sets.
ignorant, because he does not
to the universe is,
universe.

wh~t

~

Man is

what his relationship

importance he has for the

He is helpless because he can control neither

nature nor himself.

Be is sick, because he cannot live

without the rays of the sun, without the forces of
nature.

The solution for his dependency (a psychological

rather than a -real" solution) is for the man to become
convinced that he is the center of the universe.

The

universe depends on him, not he on the universe.
One day, as the sun moved forward on its
course, a stranger, a complete stranger, the
wind, whispered past my ear:
-Innocent friend! You are the center of sun
and shadow--shadow and sun revolve around you."
Henceforth it was so: Here my eyes opened,
there the sun rose~ here I set out on my journey,
there the sun set out on its journey~ moving
forward, onward, leaving milestone after
milestone behind~ here I fall asleep, there the239
sun sets. (Translated by Muhammad Umar Memon) .
Mainra has thus raised one of the most basic of
philosophical (and religious) questions, the nature of

239In the view of this author, this is the most
lyrical and most exact of Professor Memon's numerous
translations. It is very well done.
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the relationship between man and the universe, and has
provided an answer which, within the context of che
story, is psychologically credible.

The individual ego

is God; the universe is subordinate to the individual.
The individual, for the sake of nis mental health, must
think of himself (though he knows he is not) as the
center of the universe.
This trend towards a universalization of
character and setting through the use of a nameless
character, fantastic settings, repetition of lines and
several types of spatial experimentation with form has
generally been very successful in Balraj Mainra's
stories.

The more sparse prose and the discipline of

adhering to a structure in his later works has prevented
the maudlin slip into romanticism and sentimentality of
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his earlier stories.
240
1964.

This shift in style began in

The story "YQ,. published in 1964, repeats a
number of themes and situations from earlier works but
universalizes them in such a way that they take on a

240

The switch to a more universalized, more
abstracted situation can be seen·even in the various
versions of a single story. In ·RQshnj ~ ~",
published in 1962, Giyan's mind runs in search of a new
story in tune with the sounds of the boiling tea water
(1962b, p. 57). When "Roshnj ~~" was incorporated
into the longer story nKQ'~ rQshnj, kQ'~ roshni" two
years later this scene was changed to read " ••• his mind
was running in thought in tune with those sounds. What
was it following after? Even he didn't know yet what it
was following after" (1964a, p. 118). His mind which was
previously trying to catch a new story (something
definite) is now in search of some unknown object which
the character himself cannot identify. In the 1963
publication of "~ jstap" (1963a) the hero is waiting
for a woman at the bus stop. The woman, who was to meet
him there at one o'clock, arrives in a taxi at the end of
the story and the hero hides his face in her bosom (p.
227). In the later English translations of this work by
K. Kumar and Muhammad Umar Memon (both apparently based
on a version of the story other than that in Adab-i
latjf) the hero is just waiting. Be does not know what
has brought him to this particular bus stop and his
action of waiting thus becomes an absurd action, and also
one which is symbolic of life itself (a waiting for death
or a ·waiting for Godot"). In the Savera (1964) version
of "YQ" (1964b) when the protagonist is accosted by a
policeman he says that he is a ·traveler" (musafir) just
as, in a similar situation in ·Sbabar k1 Lat" (1963e), he
says he is a ·wanderer· or ·wandering" (avarab, ayaragi,
words used often in his earlier works). In the Dastavez
version of "YQ" four years later -traveler" is changed to
the more Camus-like "stranger· (Ajnabj) (DastaYez April,
1969, pp. 73-80).
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wider

~ignificance

than that in the previous stories.

The plot is that a man wakes up at two o'clock at night,
unaware of the time, and looks for a match to light his
cigarette.

Be cannot find one, goes outside, and walks

the streets, stopping at various places where he might
get a light only to find that all sources of possible
light (a sweetmeat stall, a lantern, the matches at a
police station) are controlled by some authority who is
not disposed to help him.

Still wandering the streets in

search of light after he has been questioned at a police
station and released, he passes his double corning from
the other direction, also searching.

Their paths cross

and each goes in the direction the other has come from,
an indication that the effort of each will be fruitless
since the other has already searched in that direction.
The nameless character in "YQ" (1964b) has some
similarities with the Nigam of the previous year's ·Sarak
mazi kin (1963f), "Shahar ki LAt" (1963e), and "Jiam ki
diyar" (1963d).

In "YQ," as in ·Sarak mazi ki,· there is

a reign of darkness and silence, and as in
diyar," it is a cold December night.

"~

Ai

Like Nigam, the

hero of .YQ" walks the streets at night (in

"~

Ai

diyar· and in ·Shahar ki Lat· the seven miles between
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Connaught Place and Model

Town~

in

ftYQft

some ten miles

from Model Town to an unspecified location), and also
like Nigam (in

ft~

Ki divar") he keeps an unlit

cigarette trembling on his lips while he walks.
In the Nigam series the character and the place
are specified and his search for his self identity is
spelled out in Nigam's conversation with Dr. Mathur.
ftYQ"

In

(1964b) the hero is nameless, the place he walks to

unidentified, and his search, ostensibly for matches,
takes on the characteristics of a symbolic quest for some
unspecified goal.
this quest.

There are hints as to the nature of

The light is a symbol which can be given a

range of meanings. The fact that it is under the control
of authorities or the wealthy (the man who owns the
sweetmeat stall) allows it to be interpretated as
material well-being.

Its meaning is not limited to the

material aspect however.

The hero states "How much

similarity there is between a glowing cigarette and a
throbbing heart" (1964b, p. 152), a line Nazir Ahmad took
issue with, since there is n2t much similarity between a
glowing cigarette and a throbbing heart (Nazir Ahmad
1972, p. 85), but a line,

~evertheless,

which indicates

that the author intends the search for matches to
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encompass something more than just lighting his
cigarette, for if he does not find the matches, his
"throbbing heart may become silent" (p. 152).
Furthermore, the character, like Camus, states that,
"Once one's eyes open, they cannot close again" (Mainra
1964b, p. 151),24lthat is, when a person becomes
conscious of his need for a meaning to life he cannot go
back to his previous habitual unconcern.

The authority

which prevents him from attaining his goal of having a
meaning may then be interpreted, like Kafka's castle, as
a divine being or the impersonal authority of nature.
The search for his self in

"~"

(1964b) and his

earlier works continues in "MaQtal" (1965d), "Portrait in
blaik Aind

~n

(1966c),

nKampozishan~"

"Akhiri kampozishann (1977b).

(1977a) and

nYQ" was given a realistic

but unspecified setting. "MaQtal," "Portrait in blaik

aind hlad," "Kampozishan

~"

and nAkhjri kampozjshan n

are much closer to the kind of fantastic settings used by
Enver Sajjad and the later works of Surendra Prakash.

24lcamus traces the beginning of man's journey to
eilher suicide or recovery from the moment of awakening,
of the first consciousness of the absurd (1961, p. 13 and
throughout his essay nThe Myth of Sisyphus").
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These stories, since they cannot be read as realistic
narratives, force the reader to consider them as
illustrative and symbolic.
In WMagtal W (1965d), as in

_~w

(1964b), the

nameless protagonist is in search of something, but in
-Magtal- the object of his search is even less
concretized than the search for a light in .~." The hero
of -Magtal ft begins with a total lack of knowledge, as
though he has just been born into the human situation.
He is trapped within four -slanted, oblique" walls which
are covered with plaster and from which there protrude
nails as long as a hand at every inch. He is surrounded
by darkness and desolation.

He does not know how far the

darkness and desolation spread.

He does not know who has

put him here, how long he has been here, who he is, what
he is, where he has corne from or where he has to go.
(1965d, p. 84).

That is, his condition is that of a

human on the earth who, like the human in wXampozishan
~w

(1964d) does not know why he is here or what his

relationship with the universe is.

He is trapped on the

earth, within the painful and difficult human situation,
and like Nigam, within the four walls of the body

(-~

Ki divar,- the -Walls of the Bodyft) Then he throws a rock
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(his inspiration or his desire for knowledge) upwards and
the rock lands with a thump and does not return.242~he
sound from the rock inspires him to feel that he has to
reach the roof.
Now he has a goal--to seek the roof with which
the sound of the rock has established his relationship.
Like Sisyphus pushing his rock to the top of the
mountain, the nameless hero arduously follows his own
rock to the heights.
climb~ng

As he begins his painful journey,

up the wall by means of the nails embedded in

it, he is unaware of any feeling except the unutterable
ecstasy of the search.

When he reaches the roof, he is

at the center of a circle of dim lights which are far
below him in the direction of the earth.

He sits on a

roof made of "slanted, oblique" pieces of marble in which
there is a ·slanted, oblique" hand-length long piece of
glowing glass.

The rock lies next to the piece of glass.

242There is no indication of where the rock carne
from. The walls are plastered, and it is not stated
whether the hero has picked up the rock from somewhere on
the floor or walls or if it was always in his hand.
According to the author, this is because the rock is his
·thought" and has thus always been with him but be was
not conscious of it before (Interview, June 10,1978).
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He feels that there is some relationship between the rock
and the glass.

He dashes the rock against the glass (in

an effort to gain knowledge of the relationship) and the
glass breaks, freeing a light from within which forms a
"slanted, oblique" pattern on the sky.

The repetition of

the descriptive phase ·slanted, oblique n here shows that
he has not been able to transcend the limitations of the
hUman condition.

He has not been able to go above that

which is slanted and oblique as the sky now reflects a
slanted, oblique light back to him.
Unable to surmount his situation by ascending the
heights, he now dives inward, towards the heart of the
earth, inside himself.

Again, the search itself is

ecstasy, freeing him from all sensation of pain. When he
lands, he finds the source of the light.

The light of

knowledge is painful, as it comes from a dagger as long
as a hand which is buried in the bosom of an ancient
table.

On the four ·slanted, oblique n walls which

imprison him in his now conscious self there are the
symbols of the -knowledge" received from society:

an old

man whose punishment for the sin of false knowledge is to
be hanged until dead; an old woman who is to die from
poisoned milk for her sin of innocence; and a young woman
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who is to be shot in the chest for the sin of deceit.
One wall has been left blank tor him.

The file lying on

the ancient table, lit by the light of knowledge from the
knife, tells him that his punishment is solitary
confinement for the crime of establishing a relationship
with these other criminals, that is, for the crime of
being hUman.
Thus, whether he climbs upward with a great
physical effort in an attempt to surmount the material
world, or plunges downwards without any physical effort
in a mental search for his inner self, he finds a
temporary happiness only in the search itself.

When he

reaches the goal of the search he is still imprisoned
within the inescapable human condition and his knowledge
of this condition has only made his situation worse as it
has condemned him to a life in isolation.

This answer to

his search, far less satisfying, if more realistic, than
that of

"Kampozishan~"

(l964d), fills him with despair

and he smashes the rock (which had inspired him to
undertake the search) against his forehead.

He ends in

pain, with only the rock for his companion.
The search for knowledge of the self continues in
"Portrait in blaik Aind blaQ" (1966c), "Kampozishan Ran£"
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(l977a), and -Akbiri kampozisbanft (l977b).

-Maqtal-

(l965d), while put into a fantastic setting, maintains a
straightforward narrative line.
~,-

-Kampozisban RanQ,ft

-Portrait in blaik aind

and -Akbiri kampozisbanft

break the chronology of the narration.
-Portrait in blaik aind hlad,- like the earlier
stories discussed above, raises the question of the mind
versus the body.

In his sexual frustration he feels

himself, and sees others, splitting into multiple images.
He watches a thin girl buying contraceptives at a counter
in the Parsi Drugstore.

The girl becomes several girls

in his mind, and he feels as though he is caught in the
splintered glass of the counter.

After a morning of

solitary sexual stimulation which has made his clenched
fist ache, he smacks himself in the forehead with that
same fist and then sees himself divide into two other
figures who shoot him in the head and the heart.

His

split between the body and the mind has thus taken on a
visible form in which the mind punishes the body.

He

further expresses his frustration that his wife is old
and her body does not include the peaks of mountains and
that many times he has had to travel -hundreds of miles ft
and spend five and a half rupees.

Through an unconscious
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association of sex with art, this causes him to feel that
commercialism and creativity have become synonymous.

He

realizes that his war is with his own self (1968, p. 3),
and he wonders how much one can use the body or the brain
(p. 3) and how far he can stretch himself (p. 4) in order
to reach the point at which the mind and the body become
one (p. 4).
These images of sexual frustration and the war
between mind and body are interspersed with scenes of the
1965 war, and the then current political situation which
he sums up in the line, "Are you a student or a spy" (p.
4), either of which would make him someone to be
discounted, whose words would be of no import.

Finally

the streets clear, as if for an air raid, and police
cars, ambulances and fire brigades arrive to arrest him
for the crime or disease or the fire within him of
"wandering" (avaragi).

The forces of social control do

their work and a wandering, vagrant corpse floats on the
waves burning with a smell like that of burning rubber.
His search for self must thus confront both the
schizophrenia of the split between body and mind, and the
active resistance of the forces of conformity within
SOCiety.
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"Kampozishan RAn£" (l977a) and -Akbiri
kampozisban" (l977b) similarly combine social and
political commentary with his continuing search for self.
Both, like "Portrait in blaik aind blad," connect a
series of incidents without chronological sequence.
"Kampozisban

~"

alternates between a first person

narration of scenes of a city in ruins, in which the
Eiffel Tower has been torn apart to be made into
slingshots for the young men with burning eyes who smash
skulls, and a third person account of a man who wanders
(ayarab) in the streets of a city, lost in the ecstasy of
colliding with his self.

Not wanting the explosive sound

of his colliding selves to wake the city, this
protagonist leaves the city and like the heroes of "KQ'i
rosbni, KQ'i foshni" and

n(~ nam)

main (hai),· goes to

the mountains and there collides with himself when he
loses track of time (a subsidiary theme in this story).
This dual self reappears in a first person narration set
in a coffee house where he and the narrator have spent
ten years of their lives.

"They" sit silently smoking

and drinking coffee until "he" goes away, leaving a note
"again sometime" (p. 160).
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"Akhiri kampozishan" (1977b), which is dedicated
"To the Intellectuals of the Third World," like
"Karnpozishan~"

(1977a) refers to the passing of time,

and like "Portrait in blaik aind blad" (1966c) to the
loss of words.

In "Karnpozishan

~"

the narrator states

that the night is no longer "sex-ridden" (p. 157) and in
"Akhiri kampo?jshan" a sexual encounter is something in
the past which has ended and is mourned (pp. 163-164).
"Karnpozishan Ran£" rejected the past through the symbol
of Gotam
ka darya.

Nila~bar,

a character in Qurratulain Hyder's

As

During a deep black, curfew-imprisoned night

the narrator saw Gotam Nilambar lying dead on his
doorstep. At the break of dawn the corpse began to turn
to dust and the first person narrator laughed and said,
"Whether one is nostalgic for the past or is Dracula the
end is the same" (p. 158).

In wAkhiri kampozishan" he

regrets the days of art and beauty, of the seekers of
pleasure and fame (p. 163), but when he meets with his
friends of the "meaningless past" he finds they have
become commercialized.

They are now "meaningless

acquaintances," and he feels sorrow for the loss of
countless words (p. 164).

After the juxtaposition of

these regrets for the passage of time and the loss of
words with descriptions of violence and war, the story
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shifts to the imprisonment of the first person narrator.
He is imprisoned because he will not give up his words,
and this imprisonment gives him freedom.

He now has

something to experience, something to give him meaning.
He goes into a state of extreme perceptiveness, as though
in a trance, and sees -another" who is his friend, and
who is his self.

This ·other" splits into still more

-others,· all of whom are his friends (and forms of his
self).

He finds both words and meanings here, and united

action.

The friends all together hit their heads against

the walls and the walls fall down.

Through the unity of

his separated selves he finds meaning and a will to live
and fight for a new future.
These later stories of his search for self are
considerably more experimental than his works on similar
themes written before 1964. The plot structures of
"Portrait in blaik Aind

~,"

MKampozishan

~,"

"Akhiri kampozishan- are based on association.

and

They are
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spatial in the sense that they are self-reflexive 243 and
must be "re-read- in order for the reader to perceive the
linkages between segments.
stories, "lab

~

Mainra has also written three

t£h" (l964c),

"Kampoziehan~"

(l969a), and "Kampoziehan daeambar Ai" (l964e), which are
"spatial" even in their arrangement on the page.
"~ ~~"

(l964c) is the earliest of these

"geometrical" experiments in form.

The plot of the story

and the style of narration (first person) are similar to
others of the period--a bus ride to Model Town during
which the first person narrator resents the conductor
asking him for his ticket, argues with an older man who
tries to force the narrator to conform to tradition and
give up his seat to a young woman, wishes the bus would

243

form that:

As William Holtz describes, spatial form is a

••• grows out of the writer's attempt to
negate the temporal principle inherent in
language and to force apprehension of his work as
a "total" thing in a moment of time rather than
as a sequence of things ••• The sequential or
temporal principle is replaced by the principle
of "reflexive reference": that is, suspension of
meaningful reference until the whole pattern is
perceived (1977, pp. 272-273).
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dash itself against a tree and kill them all, comments on
politicians who are frauds, regrets the partition of the
country, and remembers a love affair with a woman in the
hospital where the narrator works.

The form of the

story, however, marks a departure from his other works of
the time.

The narrative has been arranged in three

columns on the page.
are in the left

All conversations in the present

column~

his thoughts about the present

situation are in the middle column; and his memories of
the past have been placed in the right column.
thus "layers"

(.~

daL

~,"

There are

"Layers Within Layers") of

thoughts and dialogue spread out before the reader.
"Kampozishan dasarnbar

~"

(l964e) is a very

clever and amusing picture of coffee house conversations.
~~inra

has drawn lines with arrows to indicate the entry

and exit of the characters and has placed their
"conversations" at various angles on the page as though
we were looking at a birdis eye view of actual tables. We
even see the ·conversations· moving across the page as
the characters move towards their tables and the waiters
circulate among them taking orders.
The conversations continue from page to page and
the paragraphs on each page are sufficiently
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individualized to enable us to identify the participants,
most of whom sound like characters from other stories by
Mainra.

There is a story writer who says he hasn't

written any stories lately because he is learning to pick
pockets.

Another who has a story coming out in Savera

leaves to tell his wife the good news. A drunken man who
has fallen in love quotes poetry and just manages to get
out his order for black coffee and a sandwich.

A

gentleman who has managed to procure a bottle of rum even
though it is a "dry day" leaves on the next page to go
out with his friends to drink their rum and coke behind
the Regal.

Politicians at one table discuss their

chances of winning in Kerala (not good, they decide),
while those at another mourn the loss of Nehru, whose
chair no one else can fill.

A man who has returned from

abroad for the sake of his old mother complains bitterly
about the censorship of films and decides he will leave
the country as soon as he has fulfilled his commitment to
his mother.

There is even a character like those in

ftRaftar" (l962c) who says that life is not spread out
from birth to death but is a moment.

Even a single

moment can be a life if it is lived to the fullest, but
if one does not live fully one is part of the crowd.

The
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character is waiting for that moment when he will be
fully alive (the moment when he dies).

He was born as a

part of the crowd, but he can die beautifully.

If he

dies like the crowd he will never forgive himself.

He

wants to do something, to become one for that moment, to
live for one moment.

He is waiting for that beautiful

moment of death.
There is also interaction between the tables.
The people at one table laugh at the story writer who is
bragging about his story coming out in Sayera and as he
is leaving, the man going out the door with him makes a
caustic aside as to the state of the mind of the story
writer.

A young man and a young woman at separate tables

stare soulfully into each other's eyes and fall in love,
and the lower-right hand table comments on the coffee
house in general.
This story is interesting as an experiment,
skillful in its craftsmanship, and authentic in its
picture of coffee house dialogue.

It is also one of the

few Modernist Urdu works with any sense of humor, and
makes a pleasant change from the -high seriousness" of
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the interminable deaths and suicides of the hopeless
romantics in his earlier works. 244
·Kampozishan

~.

(1969a) is the most innovative

of these experimental stories.

The plot, paraphrased, is

that a person is standing on the west side of a road,
watching a car at the left turn onto the road.

Two men

are walking towards the road, followed by a barefoot boy
who holds the Evening News under his arm and wants to
sell them a newspaper.
other.

One man is walking behind the

The man walking behind speeds up and passes the

man who was in front of him, who is then hit by the
speeding car.

The man who was hit becomes the "Evening

News." The man who had passed the victim does not notice
the accident, or at least does not stop, although the car
skids to a stop behind him.

The newspaper boy stops,

bows his head, stands still for a moment, and then runs
after the other man to try to sell him a newspaper.
The story depicts, in an innovative style, the
alienation in the city (the two strangers are unaware of
each other to the extent that one can be hit by a car

24
4 .1S part1cu
. I ar I y re f res h·1ng t 0 see h'1S
'It
parody (one hopes it ia a parody) of the man waiting to
come fully alive by dying.
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without the other noticing it, or stopping to help), and
the author's romantic idealism which causes him to
attribute compassion to the poor (barefoot) newspaper
boy, but not to the boy's potential customers.
The story is composed of a single paragraph
repeated again and again, each time with minimal
changes. 245 the first paragraph (which is repeated twice
without change to set the pattern) contains a superfluity
of adjectives, enabling the author to selectively delete
the adjectives in later paragraphs. The shortened length
of each succeeding paragraph decreases the amount of time
required for reading it and increases the feeling of
impending action. 246 rhe change from general adjectives
("intensely bright color") to specific adjectives
("bright yellow speeding" and then "bright yellow

245
This structure replicates a film strip in
which there are only slight variations from one frame to
the next. The film at first moves slowly, letting the
eye take in a myriad of details, then speeds up until
only the most essential facts can be noted.
'246Th
e two '
l1terature classes f or wh'1C h th'1S
story has been among the readings have found the
technique very effective, and the story more interesting
than it would have been if told in a traditional style.
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lightning-swift") in the description of the car indicates
that it has traveled closer to the narrator.

In the

beginning its color could not be determined. Now both its
color and its speed are obvious.

At the climax of the

story the car is in front of the narrator and the action
occurs so swiftly that the message is given in
telegraphic style without adjectives or even

verb~.

This

action cUlminates in the ironic "Evening News" in which
the addition of quotation marks shows that the

r~fer~nce

is no longer to the newspapers under the arm of the boy
but to the man lying on the street.

After the accident

the action slows and the sentences correspondingly become
longer, returning to a more normal syntax.
The structure and the content in "Kampozishan
~ft

(l969a) are admirably fused.

The form itself

creates the sensation of speed and forward motion the
content describes.

Unlike the works of his numerous

imitators, there is always a meaningful structure
underlying the works of Balraj Mainra.

Even in the early

sentimental stories there is a system connecting the
stories one to another, making the character and
situation of the corpus as a whole greater than the sum
of its individual stories.

His carefully thought out
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technical experiments in narrative structure will remain
a noteworthy contribution to the modern Urdu short story.
His symbolization has been less successful and it is this
which has caused several critics (with some validity) to
describe his works as artificial and contrived.
Mainra epitomizes the inward turn of Modernism in
his questioning of the nature of the self, the
relationship of the self to the universe, and the purpose
and worth of life.

His search for self-identity has led

him to create and recreate a single character whose
varied aspects are explored throughout the corpus of his
works.

Although the author over-romanticizes this hero

and views him with a far less critical eye than does the
reader, his character nevertheless accurately represents
not only a particular individual but also the spirit of
the era in which the stories were written.

Whatever one

may think of the validity of the answers this character
provides, the author at least asks important questions
through him.
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Followers of Modernism

As the survey in Chapter One showed, Modernism
grew rapidly in the middle and late sixties and became a
widespread, popular movement.

The generation of authors

who began to write under the influence of the original
Modernists (Intizar Husain, Enver Sajjad, Balraj Mainra
and Surendra Prakash), was, like them, concerned with the
identity of the self and with the use of experimental
fictional techniques, particularly the use of fantasy and
surrealism popularized by Enver Sajjad and further
developed by Surendra Prakash, and the later stories of
Balraj Mainra.

The best known of the large number of

authors (listed in Chapter One) who were attracted to
this movement in the sixties were Khalidah Asghar, Ahmad
Hamesh and Rashid Amjad. 247

247
A less well known but quite good author of
this generation is Mas'ud Ash'ar. For a description of
his works see my nMas'ud Ash'ar ka markazi kirdar,n
Sayera. V. 56-57. (July, 1979). pp. 237-246.
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Khalidah Asghar
Khalidah Asghar, the first woman Modernist author
in this generation, began writing about 1960 and
published nearly two dozen stories over the next six
years.

After her marriage two additional stories

appeared under the name of Khalidah Iqbal before she fell
silent for twelve years. 24SRecently she has begun writing
again, and since 1978 has published more than a dozen
stories under the name of Khalidah Husain.

She has

written a variety of types of works, ranging from early
sentimental, romantic studies of social and psychological
problems set within the family and centering on a female
249
main characteI
to later existentialist studies which
250
gradually move from the real world into fantasy.

248

"eahc~n" and "Taftish" were published under
the name of Khalidah Iqbal after her marriage, but
"eahcan" was written before she was married. (Interview,
1978, Islamabad).

249Like "Carah giL" (1960a), "GiLd-i Lah"
(1960b), "~" (1960c), "Andheron ki agn (196la), "Dil
darya" (196lb), "nil ki~" (1963a), "Shahar-i panah n
(1963b), "Zarnin" (1964a), "Guns shabzadi n (1964b),
RAkhiri sarnat n (1964c), and "~~'Qnn (1964c)
250As in "Savari" (l965b), "~ rjportash"
(1966b), and "Taftish" (l966c).
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Throughout all her works runs the theme of selfidentity (pahcan).

This takes the form of a fear of the

dissolution of the boundaries of the self which is
expressed first in psychological and later in
metaphysical terms.

The early stories explore the

relationship between the self and others or the self and
a disassociated alter self through the emotions, voices
and sensations which tie the self to others.
"AndherQn ki

~,"

"Shahar-i panah,"

In

and "zamin" this is

expressed by means of a timid young girl with a weak
sense of self whose self-identity and perception of the
universe are undermined by a domineering, strong-willed
male character (in each case a friend of the girl's
brother).

Her awareness of the instability of her self-

identity is shown through her perception that her weight
is changing ("Pabcan" (1966a), "Nam ki kahani" (1964f),
and "Caubarah" (1965a»

and that her (or in "Hazar

payah," his) face is altered when she looks into a mirror

("Nam ki kahani,"

"Shahar-i panah," "Hazar payah"

(1964e) and "Adhi aurat" (1978a».

Often the

protagonist's fear or unease over her or his identity is
described as being like a disease, or like a weight
pressing down or growing within (as in "Akhiri samat,"
and "Shahar-i panah").

In the later stories this concern
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with the boundaries of the self becomes more metaphysical
as the protagonist's relations with the universe and with
existence are explored through her or his changing
perceptions of the nature of objects, of words and names,
and of time. WHazar payab W shows the protagonist's slow
loss of identity as he forgets the names of things and is
left with an emptiness inside him that is filled by a
growing millipede.

The millipede will turn and look at

him and moan, and that moan will be the first and last
meaning of every thing (p. 132).

In recent stories the

protagonist's self is being eaten by time (in wAdhi
aurat W and in wPusbmanW(1980a)) or is caught in a cobweb
of time (WMakri w (1980c)). There are occasionally
religious overtones as when the protagonist's feeling of
isolation suggests guilt and a feeling of damnation
(WShahar-i panab W), or when her union with her separated
self through self-realization and acceptance of her
alter-self is described in Sufistic terms (WNamah baL w
(1981a).

The union with her other self in recent

stories, and the development of a female protagonist with
more rather than less strength than the male characters
in the story (as in WPiyar kahani W (1979b» seems to
indicate that the author is finally achieving that
integration of the self whose lack has been the subject
of the majority of her works.
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Her stories are told in a straightforward,
narrative style.

There is no breakage of chronology, no

juxtaposition of multiple narrative lines, no associative
stream of consciousness.

Rather (as did Manto in

"Phundne" and Mainra in "MaqtaJ"), she creates symbols by
associating elements of the story through repetition of
key phrases or adjectives (in

"~

riportash"), or by a

gradual defamiliarization of a familiar object so that it
takes on new meaning (as in "Sayari").
successful stories,

"~

In her most

riportash," "Sayari," and

"Pahcan," she is able to find an incident or image of
sufficient power to serve as a vehicle for the concept
she wishes to express. 251Her less successful stories fall
below this standard either because the vehicle chosen

25lrn "Carab giL" and "~ hYnd lahu kin (1963d)
for example, the author does not provide a situation
which could motivate the characters' feelings of
isolation and alienation. Similarly, in "Dushman"
(1980a), though the family's stalking and killing of a
small, mouse-like creature is very well described, its
tie with her own feelil19 that she too should die is less
well established as we are not shown why she should feel
that she, like the small creature, is useless and ugly.
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lacks connotative power or is too obviously
2§2
derivative •.
ftpahcan n gives an excellent portrayal of the
psychological isolation of a woman in purdah.

She is

haunted by a dream in which her husband looks at her but
does not see her.

When she runs after him he hears her

footsteps and turns, but his face has changed.

He is

someone else, just as he iQ someone else outside the
house--someone, she reflects, whom she does not and
cannot know, and who does not want her to know him (p.
192).

She cannot secure her identity through her

relationship with her husband.

Her house too, whose

refuge she hesitates to leave, deserts her in her dream
when all the buildings in the alley begin to look alike
(p.

192).
Even her function as a child-bearer can no longer

provide her with an identity. She has had her last child
and is now filled with a hollow, burning sensation where
before there was a warm burden (p. 193).

Now her sense

252"aazar payah,n as Nazir Ahmad has noted (1968,
p. 92), is obviously influenced by Sartre's Nausea. Her
use of a character standing before a mirror and seeing
her face change, and her concern with words and names of
things losing their meanings are alsc reminiscent of
Sartre. The trial in "Taftish n too, may remind some
readers of Kafka's The Trial.
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of self, symbolized by the weightiness which she had when
she was pregnant and which then filled the room, is
leaving her and she feels as though her feet are not
touching the floor (p. 194).

When she and her female

relatives go to a fair, these physical, symbolic
representations of her lack of identity, her lack of
weight and the hollowness inside her, are joined to a
visual image in a passage which illustrates the total
loss of identity signified by the wearing of a burgah:
And I looked and saw that people really were
walking along like lines of ants. Ants don't
have any identity. How can one ant be told apart
from another? Perhaps ants can't even identify
each other and all of us were going along like
ants. This made me laugh. And I looked closely
and saw that in those black burgahs no one had
any identity at all. One could not be told apart
from the other. This thought made ants begin to
crawl over my waist and the black hollowness in
my stomach began to reappear. I felt that I was
becoming very light again and my footsteps had no
weight. I clutched Munna to me.
The lack of identity of women in burQahs is
further illustrated by several events at the fair.

When

she rides in a ferris wheel she thinks she sees her son
in blue knickers standing with Tai ji who is wearing a
white burgah but when she descends she finds them both in
a different direction.

The woman in the white burgah and

the boy in blue knickers were strangers (p. 202).

Later,

standing in the midst of a crowd of women she feels:
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"There were black bUtQahs standing to the
right and left of me. So close that I couldn't
remember which butQah I was in myself.e.the crowd
had increased so much that I felt the burden of
humanity pressing on me. And when some other
person took a breath it seemed to me as though I
were breathing. (p. 203)
Most tellingly, her son Munna is separated from her, and
when they find him again, he says, "I was holding on to
mother's finger. Then in a little while when I looked at
mother it was someone else.

It wasn't mother" (p. 205).

Even for her son she has lost her identity.

The story

ends with her repeatedly asking her son who the "other"
was whose finger he had been holding when he was
separated from her.

"Pahcan," through its image of the

butgah, its description of her feeling of being hollow
and weightless (effectively contrasted with her pregnancy
which in the South Asian context gave her identity and a
sense of worth), and in its reference to her husband who
has an identity outside of the horne which she cannot,
very effectively and movingly presents the plight of a
woman whose sense of self must be defined within the
limits of the traditional social system.
"Sayati" is also successful in its choice of an
image.

It begins with an apparently normal scene in

which the first person narrator observes three peasants
watching the sunset on a bridge over the Ravi river in
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October.

Although their faces are different, they look

alike, as though they are one man become three (p. 85).
The next day and the day after that he sees them again
and on the third day he asks them why they are there.

At

first they do not answer, and their lack of a reply
contributes to the growing aura of mystery which
surrounds them.

Then they point out the deep red, like a

sheet of blood, which is left spread over the sky when
the sun has gone down.

He goes to the bridge again the

next day and feels that someone is behind him, between
his shoulder blades, either inside him or apart from him
(p. 89). The narrator continues to watch the sky every
sunset and the story moves further and further away from
"realism" and towards fantasy.

Others see the flaming

sky, his wife and his fellow office-workers, and in a few
days the entire city is aware of it, although he has told
only his wife about the three peasants from the east
whose appearance heralded che beginning of the blood-red
evenings.
In November the unusual evenings are joined by a
sickening, sweet and foul smell.

Again, at first only he

smells it; then others begin to smell it too, and blame
it, as they did the sunset, on nuclear explosions.
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Finally in December he sees the wagon.

It seems

to him as though the stench is behind him, between his
shoulder blades, so close to him that it is a part of
him, and cannot be separated from him (p. 94), and then
he sees a wagon, the source of the stench, whose walls
seem to be swaying walls of darkness.
there is a short newspaper column

A few days later

compl~ining

about

garbage wagons passing on busy streets and polluting the
air.
He returns to the bridge, fears lest he might
dive into the river and be buried forever in that sheet
of blood, and feels himself approaching that which he,
" ••• no, all of us, those before us and those coming after
us are waiting for" (p. 96).

The three villagers appear

again, look into the wagon, scream, and are struck dumb.
The wagon leaves, and though the people in the city
forget the wagon when it changes its course, the narrator
continues to wait each evening for its return.
Each incident in this journey from the normal to
the surreal has been witnessed by the protagonist first.
Had only the protagonist seen it, or had he told others
about it, the story might have been one of hallucination
or mass hysteria, but each incident (except for the
meetings with the three peasants) was then corroborated
by witnesses (including newspaper articles) without
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contact with the narrator, thus convincing the reader of
its versimilitude.

The story moves from the apparently

normal to a setting which is surreal but, because seen by
characters other than the narrator, still believable.

It

begins with the innocuous red of the sunset which the
narrator had seen often without noticing, but once this
sunset is ndefamiliarized n for the protagonist and made
to partake of a feeling of mystery and horror he cannot
escape his awareness of it. (The citizens of the city
though, nbusy in commerce n (p. 90) soon become so
accustomed to it that they no longer notice it (p. 93), a
hint that though the danger may still be present,
ordinary people cease to notice it when it becomes a
commonplace.)

The story begins with the sense of sight,

then brings the danger closer with the sense of smell,
and finally gives it concrete form in the graphic
description of the wagon with its unspecified, foul cargo
hidden behind walls of darkness.
With meticulous attention to concrete details,
Khalidah Asghar has created a remarkable sense of
foreboding which, though it cannot be tied to a specific
danger, yet presents a convincing picture of an
approaching doom.

It is a doom which might be death (the

smell is both sweet and foul like rotting flesh, and the
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protagonist is waiting for that which all of us wait for)
or war (there are two references to nuclear explosions),
or something inside man himself (both the sunset and
wagon are described as so close to the protagonist that
they cannot be separated from him).
n~

rjpQrtash" too uses graphic images to warn of

an unspecified but fearful danger, perhaps of death, as
Nazir Ahmad suggests (1972

pp. 86-88).

in the courtyard of a house.

The story is set

The husband (who is the

first person narrator) and his mother are each seated on
a bed.

The husband is remembering a lizard he killed in

his childhod.

The wife is cooking rice to feed their two

boys and one girl.
silence.

Outside there is an impossible

The well is dry and is guarded by men with

bayonets (a scene which Nazir Ahmad has described as
reminiscent of Karbala, (1972

p.88 j).

Their neighbors

are gone and they themselves are planning to leave on a
journey to an unspecified destination (which the
protagonist says is to nowhere or to where they are now).
Before they are able to leave, though, the armed people
outside force their way in, push out the narrator, his
wife, and his children (leaving behind his mother), and
put tongues of stone in their hands.

They walk along

with dry, empty mouths, and his mother, sitting on the
doorsill, begins to sing a wedding song.

496

The story makes extensive use of parallel sets of
images.

Earth, water, stones, and pits tie the

characters to silence, oppression and death.

The theme

of silence is connected to stones, to earth, and to the
dry wells (which are like pits).
silence outside.

There is an impossible

When the silence begins to melt and

voices come through, the people are in danger and try to
leave.

Speaking is dangerous.

His mother cannot hear,

his wife speaks in a low voice, the children have not
spoken for days, anyone who hears becomes earth (like his
mother, he thinks fearfully (p. 36», and the tongues of
those who speak are cut off and the dry wells are filled
with those cut-off, speaking tongues.

Pits and cracks

connect the man's own tongue, and the man himself, with a
lizard, and with death.

In his childhood the man had

stabbed at a lizard hidden in a crack.

The lizard fell

out of the crack and died, its eyes became stone, and its
earth-colored body was covered with pits.

The man's own

tongue is trying to pull itself out of him (as he forced
the lizard out of the crack).

It is dry and the

impression of his teeth has been engraved on its edges,
making it pitted like the lizard.

The man describes

himself as hiding in a crack when he is confronted at the
well by the guards with bayonets:
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Not understanding my speech, they carne at me
with weapons drawn. If I had wanted to I could
have shown them that water was dripping from
their bayonets and was bounding towards my hands,
and I would fill my lap with that water, and that
water would be filled with muddy earth, and that
water filled with muddy earth would descend into
us. I wanted that muddy earth-filled water to
descend into me ••• descend and freeze •• freeze, and
break the wall in whose crack I was lying (p.
35) •

At the end when he prepares to face the armed men outside
there are pits on his earth-colored body.
The image most closely connected with death is
that of the earth.

The dead lizard is earth-colored.

The water in the ditch into which they threw the dead
lizard was earth-colored.

The water from the bayonets of

the guards and the water his daughter uses to wash the
dishes is earth-colored.

His mother's face is lined like

the earth as seen from an airplane.

His mother, his wife

and his children are earth-colored.

Those who speak

become earth like his mother.

The smell of earth and of

camphor rises from his wife's breath, and it is the earth
which has sucked up the water of the wells.

The

interlocking network formed by these varied images links
the characters to an imminent, though unexplained and
unspecified, feeling of silence, oppression and death.
Khalidah Asghar's use of images based on senseperception (such as sight and smell in "Savari" and smell
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and hearing in "£t riportash") and the concrete, tangible
quality of the symbols she constructs from these images
provide her stories with powerful "objective
correlatives" for the otherwise unspecified feelings of
doom they convey.

It is the specificity and

appropriateness of the images she constructs which give
these stories their power; it is a lack of such specific
images which makes so many otherwise similar stories by a
number of authors in the seventies so vapid.

Ahmad Hamesh
Ahmad Hamesh, like Kha1idah Asghar, is highly
skilled in his use of memorable images.

Like Kha1idah

Asghar too, he defarni1iarizes otherwise realistic
incidents and scenes so that they take on a symbolic or
metaphoric meaning.

The first person narrator in each of
his eleven stories written between 1963 and 1973 253 (and

published between 1965 and 1979) relates a series of
events which have been witnessed or experienced by the
narrator and which are autobiographical in tone.

The

253
The dates of years the stories were originally
written were supplied by the author (Interview July 15,
1978.).
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events are not in chronological order and are linked only
by their thematic association in the mind of the
narrator.

These incidents are realistic and detailed.

When a scene is imaginary or a part of a dream it is
identified as such rather than presented as fantasy or
surrealism.

These events center on death, sex, eating

and excrement and are shocking in the extreme, but are
presented in a dispassionate and often ironic tone.
These scatological details, combined with his use of
irony, make Ahmad Hamesh unique in Urdu literature.
The varied scenes of death and hunger dispersed
throughout his works include an element of black comedy.
In nKharjsh ki hikayat n (1965) his father, Mau1vi
Abu1ais, goes swimming in a river as a youth and his foot
becomes stuck in something.

His friends pull him to the

shore and find that the foot is stuck in the swollen
stomach of a corpse.

When he tries to pull his foot out

his other foot and both hands also become stuck, as if in
a tar-baby (p. 11 in the collection Makkhi (1968)).
nGabrola n (1966) too, in which the narrator carries
around a dung beetle looking for some excrement to feed
it, has an element of humor, as well as a more serious
political message.

Both the humor and the political

message lie in the difficulty of his search for what one
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would assume to be a substance commonly available but
which has become rare because the whole of the country is
suffering from a lack of food from which to produce it.
Ahmad Hamesh's view of the nature of man, as
C. M. Nairn has noted (Nairn 1972, p. 14), is that all
beings are subject to the compulsions of the body, the
conscience, and the society which forms the latter and
controls the sources of the necessities of the former. 254
The most pressing of the physical compulsions which run
through his works is the need to eat. Food, or the lack
of it, is perhaps the most common theme in his works, and
the t.hings eaten or desired range from bananas (n.a,e.
zamini n (1965», chickens (n.a,e. zamini-2 n (1966», an egg
(nsatyin kahani n (1967»

and Coca Cola (nMakkhi n (1967»,

to the rather more shocking: a collection of rotting pus
and phlegm (nMakkhi n ), menstrual blood (nKharish ki
hikayat n ), spit ("Makkhi"), pieces of his grandfather (in

a dream) ("Makkhi n ), the severed toe of his·father and
the blood from the umbilical cord when his mother gives
birth (nMakkhi"), his own urine (nKahani mUjhe likhti

254NearlY every story contains a reference to
those with ikhtiyar (authority) and those who are majbllr
(compelled), with critical reference to the former and
sympathy for the latter.
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haiR (1979»

and, unintentionally, a fly ("Makkhi").

Collectively, these images reveal a definite distaste for
the human condition.
His descriptions of those who control the access
to the physical necessities of life (including in
RPrenage

men

giLa hY'A galam (1966) even a place to

evacuate his bowels) are often biting political satires.
"Makkhi," for instance, juxtaposes a description of
pieces of excrement in a urinal (an excellent example of
defami1iarization of a familiar object by a close
description of that which is normally not noticed) with
the Red Fort in Delhi, symbol of the government of India.
While he is sitting in a tonga which has stopped opposite
a urinal he observes:
Near these holes the secretly deposited shit
has formed into stale castles. At some places
there are wide cracks in them where streams of
urine hit them; the brown layers of the castles
have crumbled into these holes. Some people have
departed after having urinated. A boy on whose
face the sun light gleams after being reflected
off the urine is still urinating. Why does he
stay this long? Is his bladder weak? It must
be. But why should I bother? I have a long way
to go.
I am very tired. The crimson fort of the
capital has already taken the place of the first
ditch. Its height and redness appear inverted to
me as if in a reflection. The boy's foot tripped
as he came down after having emptied his bladder.
The right foot struck a brown castle of shit.
The castle broke and he fell into a second ditch
dragging his left foot. The driver violently
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struck the haunches of the horse with a whip. I
don't know how, but the horse began to move. His
movements became slacker than even those of a
bullock of an inferior breed. So as he
approached the office of the Congress Committee
with his disproportionate load, he slipped on the
coal-tar and fell. 255
The crimson fort appears inverted as though it were
reflected in the urine off which the sunlight is
reflected on the boy's face.
Fort were in the urine.

That is, it is as if the

The death of the horse as it

approaches the offices of the Congress Committee and the
implicit comparison of the Red Fort and the forts of
excrement provides both a judgement on the government and
a comment on its soundness (as the castles of shit are
crumbling). This passage also, like many others in his
works, exhibits a sympathy for those who are suffering
(in this case the horse) as a result of the conditions
imposed on them.
These two trends, a close examination of those
aspects of life which most people would like to ignore,
and a corresponding sympathy for those who are caught up

25~ranslated by Javaid Qazi. The translation
given in Indian Literature was changed by the editors
(not by the translator) to read the Black Citadel. I
have restored it to the original version, and am grateful
to Javaid Qazi for pointing out this editorial change
(Personal communication).
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in the grimier exigencies of existence are present
throughout his works.

His presentation of the less

palatable aspects of life through vivid and
unforgettable, though repulsive, images makes his work
memorable.

Whatever one may think of his choice of

subject matter it cannot be denied that he has provided
Urdu literature with an unusual and highly
individualistic vision.

Rashid Arnjad
Although no individual story by Rashid Arnjad is
as striking or forceful as the better stories of Khalidah
Asghar or Ahmad Hamesh, he has made an impact
(particularly in Rawalpindi/Islamabad) by the sheer
volume of his output.

Like the works of most authors in

the late sixties and throughout the seventies, his
stories are predominantly fantasies.

His subjects,

especially that of a search for self (often expressed as
a character who is an alter-ego of the author) are shared
by most other authors of this period.

stylistically,

however, his use of similes, metaphors, and a prose which
occasionally approaches a prose poem is particularly
distinctive.

It is his style which has most influenced

others of his area and generation.
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Rashid Arnjad has published four books.

The

first, Naya adab (1969), is a collection of critical
essays on the na'i gbazal, nazm, story and novel.

His

second book and first collection of stories, Bezar adam
ke bete (1974), consists of 18 stories written between
1966 and 1973.

This work is divided into three parts

which correspond roughly to symbolic narrative stories
about social problems (part one), psychological stories
using fantasy and surrealism (part two), and in part
three, stories with an increased use of surrealism and
fantasy, and a greater emphasis on the narrator's search
for self-identity.

This last part includes characters

named only by letters of the alphabet (in four of the
seven stories in this section), perhaps a symbol of their
lost identity.

Ret par girift (1978) continues the

concern for a search for the self characteristic of these
later stories.
In all three collections, Bezar adam ke bete,

~

par girift, and Sebpabar ki kbazan (1980), there is
frequently a voice or character separate from the
narrator who expresses some aspect of the narrator's
identity.

Though most of the subject matter is similar

in all three works, the stories of Sehpabar ki kbazan use
relatively more images of suppression:

women must wear
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burgahs in

ft~ ~

main tazah haYa ki khyahishft;

people are trapped in darkness beneath the streets of the
city in ftSanata bolta bai"; and the soldiers charged with
protecting the city, lacking any other enemy, decide to
protect the city from its own citizens and turn the city
into a graveyard in

"~

jhaL main

thud kalami".

stylistically, the three collections differ only
in degree.

The style of metaphor and simile typical of

his work develops by 1973 in the stories from Sezar adam
ke bete and continues in Ret par girift and Sehpahar kl
khazan.

The range of the elements compared in his

similes, the more lavish use of this technique, including
extended and mixed metaphors, and the use of language
similar to that of a prose poem are more exaggerated in
the stories in Ret par girift.

Sehpahar ki khazan

returns to a style similar to that of Sezar adam ke bete
with its relatively greater emphasis on plot rather than
figurative language.
The style of simile used in Rashid Amjad's works
from the late sixties is similar to that used by Enver
Sajjad in the fifties.

Enver Sajjad's "When the womb of

the sky began to give birth to darkness ••• " (in "Siyab
jhanda," undated manuscript) for instance is very close
to the similes and metaphors in the earlier works in
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Bezar Adam ke hete in which an inanimate object is made

animate and anthropomorphized or the immaterial or
abstract made concrete:
The dark was taking deep breaths... ("Laimp
p. 13)
•••• and desolation was turning over [in
sleep] •• ("Laimp ~," p. 13)
••• the wall of responsibility ••• ("~~,
lamhab lamhah, ~ kabutar," p. 25)
••• forehead of the night ••• ("Dubte jism ka
hath," p. 31)
••• on the chest of the night ••• {nybte jiQm ka
bath," p. 32)
The night is slowly dissolving in the cup of
evening. ("Alit ki maat RaL ~ kahaoi" p. 131)256

~,"

After 1973, however, his figures of speech become quite
different from those of Enver Sajjad.

Both the amount of

the imagery made by such comparisons and the range of the
elements compared increase, and several images are
juxtaposed:
The bird of his memory had for long been
pecking grains on the identity spread on the
tangled face of centuries. But when even after a
long time the restless child did not lift its
head from the lap of barren similarities then the
rustling happiness in his heart was left
fluttering in the rough fists of witheredness
("Narasa'i ki muthiyoo ~," p. 10)
Stirring the rustling yellow in the dry
leaves of his face in the cup of voice, he looked

256page numbers refer to Sezar adam ke bete.
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at the other and said ••• ("Phisalti dhulvan par
njrvan Ka ~ lamhah,- p. l~5;--These figures of speech often lack any shared feature
between the two elements compared and thus seem quite
arbitrary, particularly when one of the elements is
compared with several dissimilar objects within the same
story.

For instance, sleep is compared to both a blue

bird and an airplane

(-Narasal~

ki muthjyoo

men,- p.

45),

alienation to both a pigeon and a neon sign (-Shanasa'i,
djvar

~

tabut,-

bird ("Gumshudah

p. 85), and desire to an insect and a
~

ki dastak," p. 79).

Such purely

decorative and capriciously formed figures do not
coalesce into a visualizable image and are merely
distracting to the reader.
When the metaphors become a part of the action of
a character, rather than remaining a superficial
embellishment of the language of the story, they are more
successful and can be effective in constructing a
memorable image.
"~,

~ ~

An example of this is the scene in

lahu," in which the screams from a woman

257page numbers for -Narasal~ ki muthjyoo men,"
-Phjsalti dhulyan ~ njryana Ka ~ lamhah," "Shaoasa'~,
diyar ~ tabut,- -Gumshudah ~ ki dastak,· and "Sham,
~ AUL lahu" refer to the versions of those stories in
Ret par girift.
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being murdered in the next room become animate and
provide the basis for an absurd action on the part of the
narrator:
Her screams escaped over the threshold of the
door in between and were crawling over the whole
floor. The wind, lifting up the color of her
blood in its hands, was dancing all around me. I
filled the bowl of my hands with the screams
crawling on the floor, and then poured them into
my mouth all at once. The screams splintered and
drowned in the darkness of my stomach. Then I
took the color of her blood from the hands of the
wind and rubbed it on my face and with a shout
burst into the adjoining room. (p. 43)
This striking and easily visualizable image contributes
greatly to the power of the story.
Such imagistic language is also effective when it
becomes prose poetry:
In the soft silken shade of dense dark trees
On the sharp rough stones of tapasya
In the search to know, to find it
We wrap our shriveled intestines
About our naked bones
The cold wind caressing the soft faces of the
green velvet leaves
The unbridled river builds cups of foam on the
naked breasts of rocks
On pillars, on walls and on faces
Time etches and erases the stamp of its name
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The three together are burying the ages, the
thoughts, the generations
In the colorless coffins of ruins
As the wind, river and time, all three are
gravediggers
And we who with rudders of breaths
In this unbounded, uncountable sea
Are navigating our vessels of existence
For moments
Are entangled in the labyrinth of "is and is
not"
Are eating the bitter fruit of our feeling of
being
We
Who in the soft silken shade of dense dark trees
On green velvet grass
In the desire to find, to know the self
Wrap our shriveled intestines
About our naked bones
We too are what?("Narasa'i ki mutbiyon
1978, pp. 9-10)

~,"

This introductory section of the story, which
could stand alone as a prose poem, presents the theme of
the story, a search for self, in more general, universal
images.

The story then uses particular incidents from

everyday life, combined with dialogues with a Sufi guide
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(murshid) which partake of fantasy, to illustrate the
same theme through narration.

The mystic imagery in the

prose poem further enhances the sufistic element of the
narrative portion of the story.

It is when Rashid

Amjad's metaphoric use of language produces such visual
or tangible imagery rather than a purely decorative
figure of speech that his stories are most successful.
The New Generation
The authors of the new generation which began
writing in the seventies, like the followers of Modernism
from the late sixties, were greatly influenced by the
first four Modernists.

Like them, they made extensive

use of fantastic settings and of an internal monologue or
stream of consciousness technique.

The new generation

has also adopted many of the subjects and sometimes even
the plots of both the original Modernists and of those
writing in the later sixties.

Asa result, this period

has produced a large number of formulaic stories in which
few works stand out as individualistic or original.
Although there are some unique stories, monotony is the
besetting sin of the works of this generation.
There are three trends discernible in the
writings of these authors:

mimetic or representational
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narrative stories; non-mimetic or illustrative narrative
stories using fantasy; and expressionistic non-narrative
stories using an internal monologue or stream of
consciousness technique.

The least frequently occurring

trend is a mimetic narrative style.

These traditional

style stories are usually about the problems of the
individual in an industrializing city.

The better

examples of this trend are written without sentimentalism
and with some degree of self-detachment and irony.
Examples are Anvar Qamar's

"~

aind

j i l AUL

~ ~"

(1976), and "Hathiyon ki Qatar" (1974);25B Anvar Khan's

"Raste ~ khirkiyan" (1970) and "Shikastagi" (1976) ;259
and Salam bin Razaq's "Anjam kaL" (1974).260 All three
authors live in Bombay.

25BBoth stories are included in the author's
collection Candni ke supurd. (1978). The dates given
for the stories are those attributed in the book.
259Both included in his collection Raste aut
khirkiyan. Delhi: Na'i avaz, 1976. "Raste AUL
khirkiyan," first published in 1970, was the author's
first story. (Interview July 2, 1979).
260In his Nangi dopahar ka sipahi. Bombay: New
Writers' Publications, 1977. Date attributed in the
book.

512

"Jaik

~

jil

~ ~

beta," t.old from the

father's point of visw, provides an excellent description
of the father's horror when he finds out what his young
son is learning in school:

swear words, and that he

should emulate Jack and Jill rather than his own culture.
"Hathiyoo Ai Qatar" shows both the alienation and
loneliness of city life in the person of an old Parsi
gentleman who is living alone, and the effects of
urbanization in his lament for the death of nature at the
hands of the steel and cement "elephants" of the city
[the tall buildings] which have slowly raised high their
trunks to uproot the trees and crush the inhabitants of
the city.
Anvar Khan's stories are relatively more
sentimental, but do still convey a feeling of modern
urban life.
Qatar,"

"Baste

~

khirkhiyao", like "eathiyoo Ai

shows the loneliness of city life.

The

narrator, a young man in search of living accomodations
in crowded Bombay, takes a room with an elderly man.

At

first he is bored and rude to the old man who has no one
else to talk with and who continually pesters him with
his attempts at conversation.

When the old man finds

another elderly gentleman to talk to, it is the young
narrator who is left without human companionship.
with loneliness there is also a lack of privacy.

Along
The
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people in the city are lonely, but not alone.

They

cannot play the radio because it will disturb the
neighbors, and cannot open the window because the
neighbors are waiting to look in.

In a rather weak

ending, the narrator, who is continually hiding from
others, finds that he has hidden his self from himself
and has become hollow ("Shjkastagi").
The best of the stories written in this style is
Salam bin Razaq's "Anjam kaL." When the filth of the slum
around him reaches the doorway of the first person
narrator in the form of six bottles of bootleg liquor
hidden in the ditch in front of his door he rebels and
orders them removed.

While his wife details the daily

arguments of the quarrelsome neighbors and their violent
results he remembers the power of the bootlegger who is
beyond the reach of the law, and worries.

The bootlegger

and his henchmen return with the bottles and the narrator
confronts them, but the hoodlums threaten him with a
knife while the neighborhood watches with great interest.
He stands his ground until his wife pulls him into the
house.

Filled with anger, fear and helplessness, he goes

to the police station to file a complaint, only to find
the police in league with the bootleggers.

Finally he

stops at the bootleggers' shop, orders a drink, and
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enjoys their amazement, which he interprets as their
discomfiture and helplessness.

It is a psychological

necessity for the narrator to feel that he has
successfully taken

~

action to combat the hoodlums.

Ironically, the only way he can beat them is to join
them.
Without any sentimentalism thp. author has given a
moving picture of the violence-ridden, hazardous life of
the poor and the courage but ultimate helplessness of
those who try to stand up to it.

The fact that it is the

poor themselves who are oppressing other poor, the
story's lack of overt propaganda and authorial comment,
its focus on the psychology of the individual rather than
on stereotyped representatives of the class struggle, and
the realism of its avoidance of a "happy ending"
distinguish it from the kind of story which an author
from the fifties would have written on the same subject.
The majority of the stories from this period are
either fantasies or monologues (or a combination of the
two in which the first person narrator expresses his
feelings about a fantastic rather than a realistic
setting).

Often these stories are allegories with an

obvious political or social message. Shafaq, for
instance, has put the history of twentieth century India
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into a fantastic setting in his

"~

ka

~ ~"

(1975), with the result that the story has reached an
unwieldy length as its story line is governed by
historical events rather than by the demands of plot.
Salam bin Razaq's nZanjir

hiJane~"

(1977), written

during the Emergency in India, gives an ambiguous feeling
through its characters who are both fearful and
expectant, uncertain whether the mysterious horsemen who
rattle the chains on their doors at night are friends or
foes.
There is no such ambiguity in the stories in
Gayahj (1978) and other works written after the
declaration of Martial Law in Pakistan.

These fantasies

abound in symbols such as a city in which there is a new
law that people are forbidden to mention birds or look at
the sky (lest they be reminded of freedom) and in which
the birds are being shot

(~'mad

Da'ud, "Viski

~

pirinde

Ka gosht," 1978); or a meeting in which the narrator

warns of an earthquake but is not believed (Aijaz Rahi,
"Sahim-i zulmat,"

1978); and a house whose watchman has

turned into a wolf from whose breath there issues a foul
smell which kills everything around it (Mazharul Islam,
"Kandhe

~

kabutar,ft 1978).
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The style of a number of these Rawalpindi authors
bears an obvious affinity to the works of Rashid Amjad.
The "Rawalpindi school" has the distinguishing feature of
imagistic fantasies, in which the images are very similar
to those used by Rashid Amjad (through whom their lineage
might be traced back to the earlier stories of Enver
Sajjad, as discussed above).

Phrases like Aijaz Rahi's

" ••• the sparrows of thought ••• " and " ••• the pigeons
locked in the cage of desire ••• [i.e. thoughts]n
zulmat i

"

(nSahim-~

1978, p. 26); Mazharul Islam's " ••• amazement

began to dance upon his face ••• " ("Kaodhe

~

kabutar,n

1978, p. 80); Mirza Hamid Beg's n ••• with lengthening
nails I scratch the wall of night which has settled in my
eyes ••• "

(n~ ~

Muharoroade ka akhiri kibat,n

1981,

p. 131); and Ahmad Da'ud's n ••• he placed before me the
empty cup of wishes ••• "

("Baojar rekha ka safar,n 1980,

p. 41) are rare among writers outside the
Rawalpindi/Islamabad area.
It is not only the Rawalpindi writers who have
been influenced by their predecessors, nor is such
borrowing necessarily detrimental if the author is able
to develop the story in an individualized direction
rather than merely reiterate what has already been
written.

Qamar Ahsan's REa men hai

rakhsh-~

.~"

(1980a), although obviously inspired by a scene in Enver
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Sajjad's "Yapsi, deyjans, ravanagi,"
in its own right.

is a powerful story

Like "Yapsi, deyjans, rayanagi," Qamar

Ahsanis story begins with a crippled man sitting by a
tree.

In both stories a dog licks inside the man's

pajamas and the man scratches his crippled leg (in Enver
Sajjad's story the right leg is crippled; in Qamar
Ahsan's story both legs are crippled) and finds he has
lost the feeling in his leg(s), but here the resemblance
ends.

While Enver Sajjad uses his story for a political

message (the crippled man throws his crutch to a young
rebel so that it may be used to further the revolution),
Qamar Ahsan's work is an interrogation of the meaning of
life, relationships and religious tradition.
The "heron is a formerly religious man who has
been to Mecca and Karbala, who had the normal
relationships of wife and family, and was bound to those
ties by words of love (p. 94).

The man contracted

leprosy, was expelled from the village, and has seen all
his former relationships broken.

He now sits by a tree

in the graveyard of a deserted khanagah, surrounded by

wild plants, whirlwinds of red dust, and the ruins of
mosques and imam barahs.

His only companion is a

leprotic dog who sleeps on the grave where the muharram
taziyah lies buried.

He is torn between a lingering
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attachment to the bonds of normal life--he still regrets
his lands which have been usurped by his relatives and
his child whom his wife had had aborted when the disease
appeared--and an almost Buddhistic mental detachment from
the past from which he has already been physically
severed.

This past includes not only his personal past

but also the history of Islam in South Asia and the Shi'a
history of the events at Karbala.

All of his history,

like his body, is decayed and meaningless.

The symbols

of religion lie around him in ruins, and he compares his
religious tradition, including the muharram procession,
to the leprosy which has descended upon him like a
punishment (p. 97).

Both religion and relationships are

as meaningless as his own incomplete existence which is
literally oozing towards decay (p. 96).

When the women

of the village corne to him in a procession wearing the
mourning clothes of myharram and ask him to pray for them
he sees that they too have the disease.

Despite their

entreaties he remains silent, cut off from his past,
which (as the diseased women illustrate) is itself in
decay.

Be watches his only companion, the leprous dog,

die the horrible death which he will soon face himself,
and rubs that which the dog has vomited over his own body
so that he may himself die more quickly.
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The graphic details of this story (even more
shocking than those in stories by Ahmad Hamesh), make its
character a a readily visualizable, memorable, and
devastating symbol for decay, death, the meaninglessness
of life and tradition, and the transitory nature of
existence.

"Ru

~

hai

rakhsh-~

'~"

is told without

unjustified sentimentality and with no self-pity that is
not motivated by the situation of the character.
Although it draws on an earlier story, it stands alone as
a unique and individualistic work, not a formula piece.
Most of the derivative works of this generation,
however, are formulaic, monotonous, and boring. The
extent to which authors have been influenced by the
ideas, techniques and even the plots of their
predecessors can by seen by comparing the works of one
author of the new generation with similar works by an
earlier author, and by showing how one theme--the search
for self-identity through the rather well-used images of
a face, a name, one's identity, and the fairly obvious
connection between them--has been used by a number of
authors with no significant insights and little of
interest to say.
The works of a large number of authors of the new
generation of the seventies show the effect of the
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fiction of earlier authors, but the influence of Balraj
Mainra on the writings of Shaukat Hayat is particularly
obvious.

Shaukat Hayat's "situation series" was inspired

by Balraj Mainra's

"compositions"~

Hayat's "Laitar haks

ki talash" (1973) is a (less successful) take-off on

Mainra's

"~";

and Hayat's use of repeated lines is based

on Mainra's (even then ineffective) use of this
"technique":
Is there
???
Why am I
I am not
Is there
There is
There is
There is
(Mainra.
1966 p. 139)

any end to my wandering?
silent?
silent!
any end to my wandering?
no end to my wandering!
no end to my wandering!!
no end to my wandering!!!
"Kampozishan Maysam-i sarma

"I'm asking what is in the box?"
"I don't know!"
"I don't know!"
"I don't know!"

"Then who knows?"
"I don't know!"
"I don't know!"
"I don't know!"

~,"
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(Hayat. "Bakson ae

~

admi," 1972, p. 26.)

The sentimentalism and emotionalism which
occasionally surface in the more self-pitying characters
in Mainra's earlier stories are also much in evidence in
the stories of Shaukat Hayat.

It is not uncommon to find

as many as five exclamation points ending a sentence in
his stories (for instance, in "Akbiri
p.lOO).

salakhi~

1972,

Hayat's emotional counterpart among the

youngest authors in Pakistan is Rukhsana Saulat who
frequently has more than a dozen exclamation points per
p~ge·~6~oth write expressionist internal monologues which

are most often placed in a fantastic setting.

The

characters in these stories, like those of most other
expressionistic stories by authors of this generation,
are paranoid and self-pitying.

The stories, however, do

not supply any justification for either the paranoia or
the self-pity and are hence unconvincing and merely
melodramatic.

261clee any story in her collection Gile barf.
Islamabad: (published by the author), 1978.
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Most of the expressionist stories and many of
the fantasies of the seventies fail to develop an
"objective correlative" of sufficient evocative power to
serve as a symbol for the emotions the author wishes the
story to embody.

This is usually because the symbol

chosen is not given specificity or has been so overused
that it is already hackneyed and trite.

Most such

symbols are presented as "mini-epiphanies" or didactic
interpolations which the first person narrator thinks or
experiences in the course of the story.

An example of

how one set of "objective correlatives" appears again and
again in the works of various authors is the use of faces
and names to establish identity.

In 1968 Rashid Amjad

incorporated a concern with names and identity into his
"Paune admi ki kahani":

I asked, "What is your name?"
He peered into my eyes, "I have no name."
I said, "A name is necessary. We are known
by our names."
"A name. What's in a name? The feeling of
each other's presence is what's important."
I insisted, "There should be a name."
He began to say, "There are already millions
of names in the world. If I have one more, then
so what?"
I said, "You must have some name of your own.
Without it we are just shadows." (p. 61)
In 1971 Rizvan Ahmad added the platitude, "Today's man is
afflicted with the disease of facelessness.
face has a thousand forms ••• (in

"~,"

Or else his

p. 81).

In 1972
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Rashid Amjad expanded the question of identity by having
one character change bodies with another.

The next year

Abdus Samad did the same with faces ("AuQ auL kiran,"
1973).

Hamid Suhrawardy's

"~

caharagi" seems to have

constructed solely to allow the narrator to discuss the
concept of the relationship between one's face and name,
and one's identity.

He does so at long and dull length:

For the first time I thought, what is my
name? My name could be anything. It's foolish
that we are imprisoned in the fortress of names.
A name could be "A" or "L." And I could be
nameless too. We are all the form of a chance
accident. We have not come of our own will, nor
will we leave of our own will. We seem unreal
between existence and non-existence. A name.
This too is just chance. Existence makes our
face conspicuous and non-existence is faceless.
Faces always deceive. A single face changes from
moment to moment. It's hard to say whether the
first thought was correct or the present one. A
name. It belongs to the face. Identity cards
are made so that we may know the name and face
and be satisfied. The photo and name of the
identity card are as close as the finger nail and
the flesh. The photo and name of the identity
card can't both at once be a lie. If we want to
remind ourselves of our identity then our photo
proves to be our assistant and helper. That is,
our entire personality is collected into our
photo. Often we are delighted and happy thinking
very innocent and foolish things. What's amazing
is that we publicize it too. We are happy
looking at our faces in the mirror. When someone
begins to look intently at our face we think that
our face is very appealing, or else we infer that
the one looking is reading our face (m.s. supplied
by the author).
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The only sentences of interest in this passage are those
in which the narrator acknowledges that he very often
thinks innocent and foolish things, and what is more
amazing, that he publicizes them too.

Unfortunately, the

author probably did not intend this as self-irony.
The above examples should make it clear why this
generation has been accused of all sounding alike.

It

also illustrates the defects these authors will have to
overcome if they are to avoid monotony and triteness.
They should avoid that which is too obviously
derivative, whether copied from Western authors, earlier
Urdu Modernists, or others of their own generation (all
of these types of borrowing occur).

Similarly, the use

of banal platitudes and trite generalities is not likely
to impress the reader as either thought-provoking or
convincing.

The reader will also not be convinced by

highly sentimental passages or outbursts of emotion on
the part of the characters which are not justified by the
events in the story.

Rather than creating sympathy for

the characters, such melodramatic sections are likely to
have the opposite effect.

All of these shortcomings are

most evident in the expressionistic, internal monologue
style of story, perhaps because of the ease with which
(mediocre) examples of this style may be produced merely
by an effusion of the author's thoughts,.whether those
thoughts be epiphanies or platitudes.

525
If the author intends to create a symbol from
images or incidents within the story, it should be one
which is appropriate for the concept which he wishes to
express and of sufficient connotative power to have an
impact on the reader.

There must be, or t.he author must

persuasively establish, some characteristic which the
vehicle (the situation or image) and the thought the
vehicle is to express have in common for it to be
perceived as an apt symbol.

262

The "lap of barren

similarities" (R. Amjad 1978, p. 10), for instance, does
not establish a link between thought and vehicle; the
river as time does (R. Amjad 1978 pp. 9-10).
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'The making of a successful image by means of
similies and metaphors has been discussed by Stephen
Ullman and I. A. Richards, among others. Richards
remarks:
As the two things put together are more
remote, the tension created is, of course,
greater. That tension is the spring of the bow,
the source of the energy of the shot, but we
ought not to mistake the strength of the bow for
the excellence of the shooting; or the strain for
the aim (Richards 1936, p. 125).
Ullman, who largely concurs with Richards, adds the
following standards by which to judge an image: 1. The
resemblance it expresses must have "a concrete and
sensuous quality," 2. " ••• it must produce a surprise
effect due to the discovery of some common element in two
seemingly disparate experiences ••• " (Ullman 1966,
p. 178).
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In order to convey the image or incident to the
reader, it should be described in sufficient detail for
it to form a striking and memorable image.

Often this

will be an image which appeals to sense-perception.
Khalidah Asghar's wagon, for instance, is described in
terms of both sight and smell.

"Objective correlatives n

such as the fly in Intizar Husain's
seedling in Enver Sajjad's "Kaunpal

"~ ~n
ft

and the

are other examples

of the creation of successful symbols.
Most of the authors of this generation have been
writing for about ten years.

Although Salam Bin Razaq,

Qamar Ahsan, and Anvar Qamar show considerable promise,
none of the new generation of the seventies has yet
achieved the degree of renown and the uniformly high
quality of work which the original Modernists, and even
Khalidah Asghar and Ahmad Hamesh, had attained after a
comparable period of time.
Conclusion
Although the numbers of authors writing Modernist
stories remains high, the degree of formulaic writing
among the youngest generation of writers needs to be
corrected if the Modernist Movement is to continue to
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be as vibrant and stimulating as it has been in the past.
The best stories of the original generation of authors
are from the decade of the sixties, and few works of
the authors following them are comp,arable in quality.
There was a .decline in the Movement at the beginning of
the seventies which is only now beginning to be reversed.
The stories which both Enver Sajjad and Intizar Husain
wrote in the early and middle seventies were far more
repetitive and static than were their works in the sixties.
Fortunately the works of Intizar Husain, Enver Sajjad
and Surendra Prakash have both increased and improved
at the end of this decade.

The Movement as a whole has

also grown at a more rapid rate at the end of the seventies.
Although literary movements in South Asia do not usually
last over two decades, the relative lack of dogmatism
in the Modernist Movement (in comparison with the
Progressives)
more.

may allow it to continue for some years

APPENDIX A:
CHRONOLOGY OF PUBLICATIONS
BY LEADING MODERNISTS

(1948-1979)

1948

INTIZAR HUSAIN
"Oiyuma .k.i dllkan"
"Kbarid-Q balva baisin

ta"

"~"

".f..a..ia k.i

~

1U.ti"

"Ayodhiya"

1949

INTIZAR HUSAIN

"Bah

~ shauQ-~ manzil-~

"RhiI.. a' A9.i "

1950

INTIZAR HUSAIN
·Ag,ila.h khalah"
R~

nagar .k.i sayariyan"

R£k bin likhi razmiyah R
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magsud"
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1951

INTIZAR HUSAIN
"Ustad"

1952

INTIZAR HUSAIN

"IAn

A.Q.e.

.dam tha."

"Pasroandagan"
"Naukari"
Gali kuee

1953

INTIZAR HUSAIN
"Akhiri roQrobati"
"Mahal
"~"

~"

(Also published as "Laila")

"~"

Cand gahan
ENVER SAJJAD

"Jimrni"

"Lapakte

ahQl~,

ghana'~

yaden"
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1954

INTIZAR HUSAIN

"Rat. haena"
".Ka.t.s. hll' a .dib.a"

.wu.:"

"Satvan

"Kankari"

"Am ki

gathli Ki shahzadi"

"Majma'" (? Included in Kankari)
"Islab"

"

"peyala"

"

"Jangal"

II

ENVER SAJJAD
"Adhura

~"

SURENDRA PRAKASH

".Re.t. .te .Qh.az. II
SAADAT BASAN MANTO
"Phundne"

1955

INTIZAR HUSAIN
"Sirhiyan"
"Dahliz"

Kankari
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1956

ENVER SAJJ AD
RKapas ka dil R (Also published
as "Sayyid Badshah ft )
Rag-i sang

SURENDRA PRAKASH
ftDadar R

1957

INTIZAR HUSAIN

ENVER SAJJAD
ftJanam dinft

BALRAJ MAINRA
RBhagyatift

MUMTAZ SHIRIN
R~

malhar"
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1958

INTIZAR HUSAIN
"Faslah"

"GhQre ki nada w (? Published
in Naya Daur, n. d.)

EWER SAJJAD
"~"

"Rlshte"
"Jbatka"

1959

INTIZAR HUSAIN
"Shahadat"

ENVER SAJJAD
"HatakP.
"Ratta

~archanvan"

"ManujjW (? manuscript, n. d. )
"Ajnabi"

"

"Siyah jhanda"

"

"Tisrj takbjr W

W

"
BALRAJ MAINRA
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"At.ms.

.IiUIl"

"LambeD ka ghularn"

1960
INTIZAR HUSAIN
"HadiyeD ka dbaDe"
"Murdah ak.ll"

ENVER SAJJAD
"BrjDdaraban"

ft.Ka.k..a II
ftEk depabar Ai kahani"
",J.al,£ yatan"
n~
n Na

Ai talasb"

rna r n e .val.a..

BALRAJ MAINRA
"Havas Ki aulad"
nAna .k.a zakhm"

KHALIDAH ASHGAR
"Mahrum-i~"

·Carab
"G.i.r..Q-i

"Jl.Qll"

w."
.LAh.

[Est.]
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1961

INTIZAR HUSAIN
"Hamsafar"
"Akhiri admi" (read in public in 1958)

EWER SAJJAD

"Ankh

~

sayah"

BALRAJ MAINRA
"l1.U.Qn.

l i haya t"

"llil. b

safar"

"Gham ka mausam"
KHALIDAH ASGHAR
"Andheron l i

as"

"lUl. darya"

1962

INTIZAR HUSAIN
Din aur dastan
".z.a.t.g kutta"

"~~"

BALRAJ MAINRA
"Roshni b
"Roshni

"Raftar"

ke

sailab~"
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"Tasyir

~

li"
1963

INTIZAR HUSAIN
"Lamhah"
"Qadamat pasand larkin
"Samjhota"

"h'm.iti kam"
"Tangen"

ENVER SAJJAD
"ll"
"Mirgi"

BALRAJ MAINRA
"lla..Q. ~n

"Introyart"
"Paryart"
"Jli.Qm

l i diyar II

"Shahar

li Lat."

"Sarak ma.z.i U"
"~"

SURENDRA PRAKASH

li

"Ra'~

gadamoD

"~

angan ka

~"

~"

536
"Piyasa samundar"
"Piyas"

KHALIDAH ASGHAR

"Itil. I I

.illZ.U"

"Shahar-,i panah"
"Dahan-,i zakhm"

1964

INTIZAR HUSAIN

".au '~"
ENVER SA.JJAD

"Cayraha"
"Sazashi"
nGa.'~"

"Kekar"

nsada basahra"

(Also published as

"Shahar ke lain

~

men

sabra tha")

(? Included in collection Cauraha)
"DiYQL AYI daryazah" (? in Cauraha)
Cayraba

BALRAJ MAINRA
"KQ',i
"llg,"

~hni

kg',i roshni"
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"Kampozishan U"
"Kampozishan dasambar

I~"

SURENDRA PRAKASH
"Postar"

KHALIDAH ASGHAR
"Zamin"
nG.l.l.nsl shahzadi"
nAkhiri samat"

nHazar payah"

nliam ki kahani n

1965

INTIZAR HUSAIN
II

J.l , Ha..t& "

nKhansahab yaloD Ki

~"

BALRAJ MAINRA
"Vardat"
"Siyahi
"~

Ka £hun"

(also published
as "Kampozishan ~")

muhmal kahani"
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"Zulmat"
"Magtal"
"Oaidgah"

KHALIDAH ASGHAR
"Caubgrl'lh"
"Savari"

1966 .

INTIZAR HUSAIN
"~

ke. .t..a...t."

"~~

khandag"

nSakand

u'Jmd"

"Kana

Dajal" (? Included in Akhiri admi)

"Parcha'in" {? Published in Sahifah, n. d.}
ENVER SlW JAD

"Pirinde ki kahani"
"~,

~

AYL lynja"

"Shiraze"
"Sindarala"

BALRAJ MAINRA
"Kampozishan maysam-i sarma
"Kampozishan

'A!"

tin"

"Portrait in blaik

aind hlad"
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The Altar and Other Stories (tr. Hernon)

SURENDRA PRAKASH

..Bagb

Ata. I in.s

A.dmi. b

.. Py s r e

.tlUIl"

zan."

KHALIDAH ASGHAR
"Pahcan"

lin

ripQrtash"

nTaftish"

AHMAD HAMESa

"ae

zamini"

1967

INTIZAR HUSAIN
Akhiri adrni

ENVER SAJJAD
II Promi th i l.wi"

"Saryeyar--yarshan 1"

SURENDRA PRAKASH
IIBadushak
"RQ.n.e.

li

Ai

~

..

AlZaZ."

AHMAD HMESH
"Makkhill
IIPrenage

~

siLR hula ga1am"
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IGabro1a"
1968
INTIZAR HUSAIN

"Mashkuk log"
"Apni ag ki taraf"
ENVER SAJJAJ.J

"Pathar, lahu, kutta"

"Chutti .ka A.i..n"
"Ka~'ak

damah"

BALRAJ MAINRA
II

(~lWD)

main

(hai)"

SURE NORA PRARASH
"~

.bi.t..i"

"Ta1garmas"
"Rhasht-~

II

sul"

(? Included in Dusre agrni ka
dra'ing rum)

B.iha I i .k.e ha I .d "

"Manadi"

"Bat

~

"
II

hai--rjportash"

Dusre admi ka draling rum

AHMAD HAMESH
"Kharish"
"~

zaminj-,2"

"Cupkili he diyar"

II
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Makkhi
"Satvin kahani"

1969

INTIZAR HUSAIN
"Dusra rastah"

ENVER SAJ J AD
"Ka cn p!2l1.

"Vapsi,

~

ianR,

ravanagi"

BALRAJ MAINRA
"Kampozishan

~"

SURENDRA PRAKASH
"Chora hula shahar"
"Jangal

~ ~ ~I~

lakriyan"

nJipizan"

1970

INTIZAR HUSAIN
"~ j.Q

divar k2

"Safar manzil
~s

n.a

~ ~"

~"

":slQ j.Q

ENVER SAJ JAD
"Bichu,

~,

nagsh"

"Makkhi ka mODolag"

(Also published
khQ. Ie. ,g.a Ie."
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Ista'are

BALRAJ MAINRA
WKampozishan

~R

(Author attribution)

"Akhiri kampozishan R (Author attribution)

SURENDRA PRAKASH
wJamfyrah ulfrim W
"Tasyir" (Also published
as WMurdah Admi t i tasvir")

".au.t RU. mukalamah W
AHMAD HAMESH
"Salma aYL

~n

1971
INTIZAR HUSAIN
"Lamba gissah"

ENVER SAJJAD
"Gangrin W

SURENDRA PRAKASH

1972
INTIZAR HUSAIN
WShahar-i afsos·
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aa.ll"

"Andhi

EWER SAJJAD
"Xurjka, yurjka"
"Ha j im e

l l i i man

AlU.

ma.in."

BALRAJ MAINRA
"Sabjl Ki zjllat"

1973
INTIZAR HUSAIN
"YQ aJU.

ma....in"

"Nind"
"Hindustan

ae

~

khat"

Shahar-i afsos

ENVER SAJJAD

"Ali.f.

lie. y,e.

.t.ak"

SURENDRA PRAKASH
·nl~1II

1974
INTIZAR HUSAIN

"As..iL "
"Kachye"
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ENVER SAJJAD
"~

stori"

1975
ENVER SAJJAD
~

"Machli

deyata"

nm'ib~"

1976
INTIZAR HUSAIN
"Gular

b.~"

"Badal"

ENVER SAJJAD
"Yusuf khyah"
"Talash"

1977
INTIZAR HUSAIN
"Patte"
"Yapas"

"nil kQ akhiri salam"
ENVER SAJ JAD

545
"Zindan namah"

"Bat £a
"AI~

safar namah"

Af ma.t&.

"R L ~

(Also published as "Makkhi £a manolas")

SURENDRA PRAKASH

"A1:.t gailairi"

1978

INTIZAR HUSAIN
"Cakkar"
"Dusri diyar"

EWER SAJJAD
"I(hushiyon £a

hash" (First work of this title)

"Siyah L1.t"

"Han AlU. ~"

"Bali kaunpal"
SURENDRA PRAKASH
"Janat"
"Sahjl RaL

~

"Bajuka"

KHALIDAH ASGHAR

"Adhi aurat"
"Kamrah"

huli aurat"
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ka

"~

piyalah"

1919
INTIZAR HUSAIN
".slu:u: "

"SUQh Ke khysh nasih W
"Kishti"

ENVER SAJJAD
"Cupkili ki Aati

"Ai"

~"

(Extended version of Cupkili ••• )

"Sigal"
"Rehis"
"Kaiosar"
"Khushiyon

ka

hagh-~"

Khushiyon ka hagh [Written.]
"Sazashi-.2"

SURENDRA PRAKASH
"liam .aiLf j a 0 9 alae 9 y z a r .I.a.h.e. baiD"
"Bazgu'.1"

KHALIDAH ASGHAR
"Pirindah"
"Piyar kahaoi"
"Bayan

hath"
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"Sayah"

AHMAD HAMESH
"Kahani mujhe likhte

hain
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APPENDIX C:
Kitab and Shabkhun Surveys

The charts in Appendix

Four which are discussed

in the Survey section of Chapter One indicate the amount
of recognition given to these authors a2 modernists, not
their popularity with the general reader.

The general

reader seems to still prefer authors of the generations
before the fifties, and a surprising number are loyal to
auttrors of the first decades of this century.

In 1970

the Lucknow-based literary magazine Kitab published a
survey showing the relative popularity of story writers
(Dr. Sharab Ridolvi and Abid Suhail,
~'il:

lRha'atl nUQtah-i nazar

~,"

.~

afsane ke £anQ

Kitab, N. 87. Part

Two. (Nov., 1970): 310-324.) They say of the 289
respondents to their questionnaire that "as well as
unlv~rsity

and college teachers, and readers with an

interest in Urdu literature and particularly in stories,
they included engineers, doctors, lawyers, tradesmen, and
people in service.

Some answers also came from America,

England, and some countries of Africa" (p. 311).
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As
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their survey was published in the journal Kltab, a
disproportionate number of their respondents are from the
Eastern portion of India, and an unusually small number
of the authors named are from Pakistan.

In answer to the

question ftIf you had to at one time buy 10 collections of
short stories, whose collections would you buy?" 242 of
the 289 respondents named the

~

nQire of the

Modernists, Krishan Chander.

The distribution of answers

was as follows:
242 Krishan Chander
203 Rajinder Singh Bedi
187 Ismat Chughta'i
147 Ghiyas Ahmad Gaddi
143 Qurratulain Hyder
135 Ram La'l
126 Sa'adat Hasan Manto
101 Ahmad Nadim Qasmi
92 Ji1ani Banu
91 Khwaja Ahmad Abbas
71 Prem Cand
65 Ali Abbas Husaini
57 Jogindar Paul
57 Rattan Singh
56 Ba1want Singh
55 Wajadah Tabassum
55 Iqbal Matin
52 Qazi Abus Sattar
44 Hajrah Masrur
41 Raziyah Sajjad Zaheer
38 Salah Abid Husain
37 Suhai1 Azimabadi
37 Ahmad Jamal Pasha
35 Anvar Azeem
30 Shaukat Siddiqi
29 Kausar Candpuri
28 A. Hamid
28 Ghu1am Abbas
28 Majnun Gorakhpuri

24 Muzaffar Hanfi
23 Abid Suhai1
23 Virendra
22 Niyaz Fatehpuri
22 Shafiqur Rahman
19 I1yas Ahmad Gaddi
18 Nur Shah
18 Kashmiri La1 Zikar
17 Ba1raj Mainra
17 Ibrahim Ja1is
16 Mumtaz Mufti
16 Bijab Imti'az Ali
15 Abu Fazal Siddiqi
13 Abdullah Husain
12 Zafar Auganvi
11 Aivaz Sa'id
11 Majad Haidar
10 Siddiqi Begum Sivhari
9 L. Akbarabadi
9 Mahendranath
8 Ahmad Hamesh
7 Ahmad Yusuf
7 Sat Parkash Sangar
6 Siraj Anvar
6 Bashar Nahid
4 M. K. Mahtab
4 Sultan Haidar
4 She Akhtar
3 Azim Iqbal

•
28
27
26
24

Satish Batra
Yusuf Nazam
Mujtaba Husain
Surendra Prakash

3
3
1
1
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Azim Vasti
Mohan Lal
Faruq Argal
Jalil Bazidpuri

The above survey is of popular rather than
Modernist authors, and there is little similarity between
this list and the list of Modernist authors given in the
survey in Chapter One.
As the survey in Chapter

One

includes works

from 1962 to 1978, it gives a diachronic picture of the
relative popularity of Modernist authors.

One might wish

to compare that diachronic survey with one taken in 1971
and published in the journal Shabkhun (V. 6. N. 66.
(Nov., 1971): 53-66) which shows the authors considered
most representative of Modernism in that year.

The

authors (Ahsan Nazar and Ajaz Suri) distributed a
questionnaire of 35 questions and selected for analysis
100 responses at random.

The questions included: Is

Modernism a movement, a trend, an instrument to expose a
sick mind, a means to find fame? Do you consider
Modernism to be an extension of Progressivism?

Opposed

to Progressivism? Modernism and the Progressives to both
be revolts against tradition?
of Modernism: 1.

What are the foundations

The feeling of loneliness, 2. The

development of a sick mind, 3. The dark side of life, 4.

559

The disorder of world politics,S. None of the above.
Dividing the answers into those which showed either
support of or opposition to Modernism, the authors found
that most respondents had strong views in regard to
Modernism. Few were impartial.

30.4% of the 100 randomly

selected respon3es were strongly opposed, 4.3% somewhat
opposed, 4.3% impartial, 4.4% in favor, and 56.5%
strongly in favor of Modernism.

To the question "Who are

the representative Modernist writers?" they received the
following responses:
Balraj Mainra--28%
Ghiyas Ahmad Gaddi--28%
Qurratulain Hyder--24%
Surendra Prakash--20%
Intizar Husain--16%
Enver Sajjad--16%

Abdullah Husain--16%
Jogindar Paul--16%
Zafar Auganvi--16%
Iqbal Matin--l2%
Ahmad Hamesh--12%
Ahmad Yusuf--12%

In comparison with the survey given in Kitab, the
Shabkhun list has far more authors in common with the
list in Chapter One.

,

APPENDIX D:
FIGURES FOR SURVEY
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Figure One.
Authors named as Modernists in 100 articles are
given in chronological order from 1962 to 1918. In order
to give only the better known authors in this table but
not exclude those of the younger generation who have only
recently been given recognition by the critics, those
authors are included who: are first listed between 1962
and 1912 and are listed 1 or more times1 are first listed
between 1913 and 1916 and are listed 4 or more times; and
those who are first listed in 1911 and 1918 and are
listed 2 or more times. The list is split over three
pages, with roman numerals identifying the authors on
succeeding pages. The references.for the articles,
numbered one to one hundred, are given in Appendix B •
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Figure One--Continued
(Second of three pages)
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Figure One--Continued
(Third of three pages)
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Figure Three.
The geographical distribution of Modernist authors showing the spread
over time from the original centers of Lahore and Delhi to other areas is shown
in Figure Four. Each line indicates an author in that area. The line begins at the
pOint the author is first named as a Modernist author in the '00 articles
surveyed. Authors named 2 or more times are included.
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Figure Four.

•
. Figure Four gives the regional distribution of Modernist authors
according to the number of times per year authors from particular regions are
named as Modernists. This table is compiled from authors in Figure One.
excluding 3 authors. for whom regional identification was not possible.
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Figure Five
authors as Modernists.
times Pakistani authors
second line is the total

indicates 'the relative recognition of Indian and Pakistani
The first line in each year represents the total number of
are named as Modernist (using the data in Figure One). the
for Indian authors.
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Figure Six.
Figure Six gives the numbers of Indian and Pakistani authors named as
Modernist. adding the additional authors named each -year to those already named
The solid lines represent Pakistani authors; the dotted lines Indian authors. The
first of each set of lines represents all those authors named two or more times;
the second of each set of lines represents those relatively more recognized
authors included in Figure One
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Figure Seven.
The solid lines represent the number of works published by each
author per year, The dotted lines represent the number of times the author is
named as a Modernist each year,

570

(Lahore)
IntlZar
Husain
11962 Pakistan
1963 Delhi
1965

I(Delhi)
Surendra
Prakash

Del hi
Del hi
Delhi
Lucknow
!1966 Lucknow
Lucknow
Lucknow
1967
Hyderabad
Rawalpindi Rawalpindi
Delhi
Lucknow
11968
Delhi
1969 Rawalpindi
Mu1tan
Multan
Multan

Hyderabad
Del hi
Rawalpindi
Multan
Multan

Multan
Delhi
Allahabad Allahabad
1970 Dacca
Aligarh
Aligarh
Delhi
Rawalpindi
Aligarh
Dacca

I(Del hi)
IBa1 raJ
Mainra
Delhi
Delhi
Lucknow

{Lahore}
IAnvar
Sa.i.iad
Delhi

Hyderabad
Rawal pindi Rawalpindi
Delhi
Lucknow
Sargodha Sargodha
Hyderabad
Del hi
Delhi
Rawalpindi Rawalpindi
Multan
Multan
Multan
Sargodha
Multan
Multan
Delhi
Allahabad Allahabad
Dacca
Aligarh
Aligarh
Delhi
Delhi
Rawalpindi Rawalpindi
Aligarh
Dacca

Figure Eight.
Figure Eight gives the regional distribution of the critics who name the
Lahore Modernists. Intizar Husain and Anvar Sajjad. and the Delhi ModernIsts.
Surendra Prakash and Balraj Mainra. during the first years of the Movement

•
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Tassels
by Sa'adat Hasan Manto
Behind the bushes in the wide and spacious garden
next to the house, a cat had given birth to kittens which
the tomcat had eaten. Then a bitch had given birth to
puppies whicb had grown up, and day and night had barked
and spread filth inside and outside the house. They had
been given poison--one by one they had all died--their
mother too--who knows where their father was.

Had he

been there, his death too would have been certain.
Who can say how many years had passed--the bushes
in the garden next to the house had been trimmed and
pruned hundreds and thousands of times. Behind them,
several cats and dogs had given birth to kittens and
puppies of whom not even a trace had remained.

Her often

wayward chickens would lay eggs there, which she would
pick up and take inSide.
Some man had very cruelly killed his young
servant girl in this garden.

Wrapped about her throat

was her tasseled red silk drawstring which she had
purchased from a peddler two days before for eight annas.
The murderer had twisted it so tight that her eyes had
popped out.
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Looking at her she had caught such a high fever
that she had become unconscious--and perhaps was still
unconscious.

But no, how could that have

been~

because a

little after this murder the chickens had laid eggs, no,
the cats had given birth to kittens, and there had been a
wedding--it was a bitch, about whose neck was a red
duppata. With gold embroidered borders-- sparkling and
glittering.

Ber eyes weren't popping out; they had

sunken in.
A band had played in the garden--red-uniformed
soldiers had come who, pressing colorful water-skins
under their arms, would bring strange sounds out of their
mouths. From their uniforms were hanging several tassels
which people were picking up and attaching to their
drawstrings--but when morning came there was not so much
as a trace of them--a11 had been given poison.
Who knows what was wrong with the bride; not
behind the bushes, but in her own bed the silly thing
gave birth to just one chi1d--who was a very chubby red
tassel. Bis mother died--his father too--the child killed
them both.

Who knows where his father was. Bad he been

there he too would have died along with the two of them.
The red-uniformed soldiers dangling large tassels
disappeared

w~o

knows where and didn't come back.

garden tomcats prowled and stared at her.

In the

They thought
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her a basket filled with scraps of flesh, although there
were oranges in the basket.
One day she took out her two oranges and set them
in front of the mirror.

Standing back she looked at them

but she cvuldn't see them.

She thought, -It's because

they're too small---but even as she was thinking this r
they grew large, and she wrapped them in silk cloth and
set them on the fireplace.
Now the dogs began to bark--the oranges began to
roll on the floor-- gamboled on every floor of the house,
frolicked in every room, and gamboling and frolicking,
began to race and run in the large gardens.

The dogs

played with them, and kept fighting and quarreling among
themselves.
Who knows what happened; two of those dogs ate
poison and died.

Those who remained were eaten by the

middle-aged strong and robust servant woman.

She had

come in place of the young girl whom someone had
murdered r putting the noose of tasseled drawstring about
her neck.
There was her mother, six or seven years older
than the servant woman.
like her.

She wasn't strong and robust

Every day she would take a ride in the car in

the morning and evening, and like the wayward chickens,
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would lay eggs behind the bushes in distant gardens.
Neither she nor the driver would pick them up and bring
them back.
She would make omelets whose spots would stain
her clothes.

When they dried she would throw them away

behind the bushes in the garden where kites would pick
them up and take them away.
One day her girl friend came--Pakistan Mail,
Motor Number 9612 PL.
mountains.
sweating.

It was very hot.

Daddy was in the

Mommy had gone for a ride--everyone was
As soon as she entered the room she took off

her blouse and stood under the fan.
boiling, slowly became cool.
suddenly began to boil.

Her milk which was

Her milk, which was cool,

Finally both milks shook

together and became lukewarm and made sour lassie
The girl friend's band played--but the uniformed
soldiers didn't come, making tassels dance.
place were

b~ass

In their

pots--large and small--out of which came

voices--thundering and mild--mild and thundering.
When she met her girl friend again she said she
had changed--she truly
stomachs.

~

changed.

One old, the other new.

climbed on top of the first.

She now had two
The second had

Her milk was soured.
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Then her brother's band played--the middle-aged
strong and robust servant woman cried a lot.
comforted her very much.

Ber brother

The poor thing had remembered

her own wedding.
Her brother and his bride fought for the entire
night.

She kept crying, he kept laughing--morning came

and the middle-aged strong and robust servant woman took
her brother away with her to comfort him.

The bride was

bathed--her red tasseled drawstring was in her

shalwa~-

who knows why it hadn't been tied about the bride's neck.
Her eyes were very large.

If her throat were

strangled hard, they would pop out like the eyes of a
slaughtered goat.

And she would catch a high fever; but

the first one hasn't ended--it's possible, it may have
ended, and this may be a new fever from which she is
still unconscious.
Her mother is learning to drive--her father lives
in a hotel. Sometimes he comes, sees his son, and leaves.
The son sometimes invites his wife to the house.

After

two or three days some memory troubles the middle-aged
strong and robust servant woman and she begins to cry.
He comforts her; she caresses him; and the bride goes
away.
Now both she and the bride sister-in-law go on a
trip--the girl friend too--Pakistan Mail Motor Number
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9612 PL. Traveling along they end up at Ajanta where the
making of pictures is taught.

Seeing the paintings, the

three become paintings themselves.

Each and every color,

red, yellow, green, blue--all of them are ready to
scream.

They are silenced by the creator of those

colors.

He has long hair.

winter and summer.

He wears an overcoat in both

He is good-looking.

outdoors he always wears sandals;

Indoors and

After silencing his

colors he himself begins to scream.

These three silence

him and later themselves begin to shriek.
The three continued to make hundreds of works of
abstract l08 art in Ajanta. In each picture of the first
is a woman with two stomachs--of various colors. In the
pictures of the second there is a middle-aged woman-strong and robust.

In the pictures of the third there

are just tassels--a bundle of drawstrings.
They continued to paint abstract pictures, but
the milk of the three kept drying up.

It was very hot,

so hot that the three were soaked in sweat.

As soon as

they entered the room hung with cooling

grass they

kha§

took off their blouses and stood under the fan.

The fan

l08 Th e word mujarrad can mean both abstract, or
solitary and unmarried. Both meanings may be relevant
here.
o
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kept running. Neither coolness nor warmth was produced in
their milk.
Her mother was in the other room. The driver was
wiping Mobil Oil off her body.
Her father was in the hetel, where his lady
stenographer was massaging

~ ~

cologne on his

forehead.
One day her band played too. The desolate garden
bloomed again.

The decoration of the flower pots and

doors had been done by the owner of the Ajanta studio.
Impressive, deep-colored lipsticks, seeing his spread-out
color, flew away.

One of darker color flew so much that

she fell right there and became his disciple.
He had also prepared the design for her nuptial
clothes.

He had produced thousands of directions in it.

If you looked at her from straight on, she seemed to be a
bundle of multi-colored drawstrings.

If you came a

little this way, she was a basket of flowers.
went to the back, a pile of crushed watermelon.

If you
If you

changed angles a bit and looked, it was an earthern jar
filled with tomato sauce.
incomparable art.

If you looked from above,

From belOW, Miraji's ambiguous poetry.

Art-loving gazes lifted in wonder--the groom was
so impressed that the second day of the marriage he
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decided that he too would become an abstract artist.

So

he went to Ajanta with his wife, where they learned that
his wedding was in progress and he had been living with
his future bride for several days.
Bis future bride was the deep-colored lipstick
who was of darker hue in comparison with the other
lipsticks.

For several months in the beginning her

husband remained interested in her and in abstract art,
but when the Ajanta Studio closed and there was no news
of the owner anywhere, he started a salt business which
was very profitable.
In the course of this work he met a girl whose
milk wasn't dry.

Be began to like her.

but there was a wedding.

No band played,

The first one picked up her

brush and left, and began to live alone.
At first this separation was a cause of
bitterness for them both, but later it changed into a
strange sweetness.

Her girl friend, who after changing

her second husband had returned from a tour of Europe and
was now a victim of tuberculosis, painted this sweetness
in cubic art.

There were countless cubes of clean and

translucent sugar which she set above and at the foot of
small cacti in such a manner that they formed two
figures.

Boney bees sat on them sucking their juices.
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Her other girl friend took poison and died.
she heard this tragic news she became unconscious.

When
Who

knows whether this unconsciousness was new or still that
same old one which had become manifest after the very
high fever.
Her father was in

~ ~

cologne, where his hotel

stroked the head of his lady stenographer.
Her mother had given the account book for the
whole house into the keeping of the middle-aged strong
and robust servant woman.

Now she had learned how to

drive, but she had become very sick.

Even so she cared a

lot for the driver's mother-less puppy.

She would feed

it her own Mobil Oil.
The life of her sister-in-law and brother had
become very middle-aged and strong and robust.

They met

each other with great love, until suddenly one night when
the servant woman and her brother were keeping the
accounts of the house, her sister-in-law appeared.
was abstract--there was
hand.

neithe~

She

pen nor brush in her

But she wiped clean the accounts of them both.
In the morning there emerged two large tassels of

blood which had congealed in the room and which were
attached to her sister-in-Iaw's neck.
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Now she had become somewhat conscious.

Because

of her separation from her husband, her life had become
bitter and later changed into a strange sweetness.

She

tried to make it a bit more bitter and started to drink
liquor, but was unsuccessful as the amount was too
little.

She increased the amount1 so much so that she

began to swim in it.

People thought she would surely

drown, but she came out on the surface, wiping the liquor
off her mouth and roaring with laughter.
When she would get up in the morning she would
feel that every part of her body had cried aloud the
entire night--all of her children who could have been
born, in the coffins which could have been built for
them, were wailing for the milk which could have been
theirs--but where was her milk?--an alley cat had drunk
it all up.
She would drink more and more so that she might
drown in the unfathomable ocean, but her wish was not
fulfilled.

She was intelligent.

She was

educated~

She

would talk frankly about sexual matters without any
hypocrisy. She didn't see any harm in establishing
physical relationships with men, but still sometimes in
the loneliness of the night she would wish she could go
behind the bushes and lay an egg like one of her own
wayward chickens.
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She had become completely hollow.
nothing but a skeleton of bones left.
stay away from her.
them.

There was

People began to

She understood, and didn't run after

She began to live alone in the house.

She would

smoke cigarette after cigarette, drink liquor, and think
who knows what.

At night she slept very little.

She

kept wandering about the house.
In the opposite quarter of the house the driver's
motherless child kept crying for Mobil Oil, but her
mother hadn't any left.
accident.

The driver had caused an

The car was lying in the garage and her mother

in the hospital, where one of her legs had been cut off.
The other was about to be cut off.
Sometimes she would peer into that quarter of the
house and would feel that a slight tremor had been
aroused in the residue of her milk; but this foul-tasting
thing didn't moisten the lips of his child either.
Some time ago her brother had begun to live
overseas.

Finally one day his letter came from

Switzerland where he was being treated.

The nurse was

very nice; as soon as he got out of the hospital he was
going to marry her.
The middle-aged strong and robust servant woman
stole a bit of jewelry, some cash, and a lot of clothes
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which were her mother's, and disappeared after a few
days. After this her mother died in the hospital as a
result of an unsuccessful operation.
Her father was in the funeral procession.

After

this she didn't see him.
Now she was completely alone.
the servants, including the driver.
charge of his child.
of her thoughts.

She let go all of
She put an

~

in

No burden was left but the burden

She hoped that little by little she

would be free of them too.

If occasionally someone would

come to see her, she would scream from inside, "Go
away ••• whoever you are, go away ••• l don't want to see
anybody ••• "
She had found many pieces of priceless jewelry of
her mother's in the safe.

She had her own too, which

didn't appeal to her at all.

But now she would sit naked

before the mirror for hours at a time adorning her body
with all this jewelry, drinking, and singing obscene
songs in a coarse voice.

There was no other house

nearby, so she was completely free.
She had already used several methods to lay bare
her body.

Now she wanted to lay bare her soul, but she

found a stron.g veil over it.

There was only one method

she could think of to strip away this veil, and that was
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to drink, and drink a lot, and use the aid of her body in
this condition.
She had become tired of painting pictures--for a
long time her painting materials had lain in the box.
But one day she took out all of the colors and dissolved
them in large cups.

She washed all the brushes, set them

to one side, stood naked before the mirror, and began to
form new features on her body.

This was an attempt to '

make her existence completely nude.
She could only paint her front side.
busy in this the entire day.

She was

Without eating or drinking

she stood before the mirror fixing various colors on her
body and making crooked lines.
her brush.

There was confidence in

At about midnight she stepped back,

critically surveyed herself, and took a breath of
satisfaction.

After that she adorned her paint-besmeared

body with the pieces of jewelry one by one and once again
looked intently in the mirror, when suddenly there was a
footstep.
She turned and looked--a man was standing with a
knife in his hand and a mask on his face, as though he
wanted to attack.

But when she turned, a scream rose

high from the throat of the attacker.
of his hand.

The knife fell out

In consternation he turned this way and

that--finally he ran out by the first way he could find.
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She ran after him, screaming, calling,
·Wait ••• wait ••• I won't hurt you ••• wait ••• ft
But the thief didn't listen, and leaping over the
wall, disappeared.

Disappointed, she came back.

The

thief's dagger was lying near the threshold of the door.
She picked it up and went inside--suddenly the mirror
confronted her gaze.

She had painted the hollow opening

of a leather-colored scabbard where her heart was.

She

set the dagger on it and looked at it. The hollow was too
small.

She threw down the dagger, took four or five

swallows of liquor from the bottle, and began to wander
here and there--she had eaten nothing at all.
After wandering about for a while she again carne
in front of the mirror.

On her neck was a drawstring-

like necklace which had large tassels.

She had painted

it with the brush.
Suddenly she felt that this necklace had begun to
tighten.

It was slowly, slowly sinking into her neck.

She stood silently--her eyes fixed on the mirror- -her
eyes were as slowly popping out.
of her neck began to swell.

After a while the veins

Then all at once she

screamed and fell face down on the floor.
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The Rock, the Blood, the Dog
by Enver Sajjad
A dark night.
The man in whose coarse woolen shawl is the
reflection of the night, in whose tongue are thorns and
on whose feet are blisterv, from whose body perspiration
drips on the thirsty earth, has come gathered together
from the four directions and moves towards that ruins
where lies the black stone which existed before time.
Some think that this stone will still exist after time
when the one coming from the four directions will spread
out in the four directions.
The man notices nothing.

The black night, the

dry bushes, the thirsty earth, nothing at all.

In his

eyes sunk deep in thought there is only the light of the
black stone which lies on the throne in the ruins before
him, which some think existed there before time.
Just as he moves his blistered foot a step nearer
the ruins, the long bark of a dog nearby is entangled in
his feet.

He stops, wraps the end of his shawl more

tightly about his shoulder, and looks in the direction of
the dog's bark.

Slipping past his ears the bark goes off

with the wind and dissolves far in the distance.
He smiles1 advances towards the ruins.
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Ever since he set out, the bark of the nearby dog
has at various intervals entangled his feet.

Be stops,

wraps the end of the shawl more tightly about his
shoulder, and looks in the direction of the dog's bark.
Each time the bark slips past his ears, goes off with the
wind, and dissolves far in the distance.

He smiles, and

again begins to advance towards the ruins.
moment he stumbles over the threshold.

The next

The blisters on

his feet burst, and red, glistening blood mixed with
water moistens the threshold.
The light of the black stone on the throne
becomes brighter.
The other half of the door grates open.
crosses the threshold.

He

When he sees the rock in front of

him he breathes a sigh of relief.

The bark of the dog

rises up right beside him, and instead of going off with
the wind and dissolving far in the distance, is absorbed
in the walls of the ruins nearby.
He confidently stretches forth his hand towards
the black stone, lifts the stone with strong hands, hides
it under his shawl, and turns.
As he is about to step over the threshold, the
doors and walls of the ruins tremble with the sound of
"yahoo."

From the shadow of the wall a man, the lower
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half of whose face is covered by a mask, on whose thighs
are pistols which hang from both sides of the wide, nailstudded belt at his waist, suddenly draws a pistol with
his right hand, and with his other hand, in which he
holds a whip, pushes back the wide-brimmed hat on his
head.

He tells the man in the shawl to put his hands up.
The man wearing the shawl hides the black stone

further under his shawl and steps back.
The man clothed in black, finding his order not
obeyed, tightens his grip on his pistol and with his left
hand waves his whip.

As the whip rains on the man in the

shawl, for a moment it takes on the shape of an S. The
handle of the whip is seen falling perpendicular to the

s.
The masked man catches him in the coil of the S
and pulls him towards himself; laughs.
Each launches a verbal assault in his own
language.

But to no avail.

The masked man sticks the

barrel of the gun in the other man's stomach.

The man in

the shawl holds the heavy rock carefully to his chest
with one hand.

with his other hand he draws out a dagger

from the folds of his clothes.
Fountains of blood boil up from both bodies.

The

black stone rolls out of the hand of the man wearing the

589

shawl.

Part of it is covered with the glistening, red

blood of the man in the shawl.

On the rest are patches

of the dull, whitish blood of the masked man.
In his own language the masked man says with
anguish,

wI

am dying. w

Seeing his eyes closing and his body, which was
crawling towards the black stone, becoming still, the man
in the shawl asks in his own language, with surprise, "Am
I dying too?W
Then seeing his own glistening blood on the black
~tone

he smiles, and with a moan, half closes his eyes.
The dog comes, following his own voice.

moment he looks at the man in the shawl.
advances towards the black stone.

For a

He blinks.

He sniffs it.

He

Leaving

the glistening, red blood on the stone, he licks off the
dull, whitish blood.

He absorbs it into his entire

being, puts together his forepaws, and resting his muzzle
on them, he sits at the head of that black stone which
existed before time, and which some think will still
exist after time, when the one coming together from the
four directions will spread out in the four directions. l

lThe ~ranslator would like to thank Mrs. Nusrat
Sajjad for advice and assistance in translating this
work.
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Composition Four
by Balraj l-1ainra
I am here on the west side.124,125From the left
corner of the line-like road bisecting the exact center
of my circle of vision a car of intensely bright color is
entering.

There from the deserted east side two

strangers, each unaware of the other, quite a distance
between the one in front and the one behind, are walking
towards the black, glossy, smooth broad road, and quite a
distance behind them a barefoot boy, holding the Evening
News under his left arm, is rapidly approaching them.
I am here on the west side.

From the left corner

of the line-like road bisecting the exact center of my
circle of vision a car of intensely bright color is
entering.

There from the deserted east side two

strangers, each unaware of the other, quite a distance
between the one in front and the one behind, are walking

124"Kampozishan ~" and "Kampozishan dQ" have
been published in Sayera (Lahore) and "Kampozlshan .tin"
in Shabkhun. In addition, two other stories in the
composition series have been published: "Kampozishan
Desember '~n in ~ (Karachi) and "Kampozishan mausam-~
sarma '~" in Sayera. [Mainra's footnote]

.

125please read this story in a rather loud voice
in some silent place. [Mainra's footnote]
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towards the black, glossy, smooth broad road, and quite a
distance behind them a barefoot boy, holding the Evening
News under his left arm, is rapidly approaching them.
I am here on the west side.

At the left corner

of the line-like road bisecting the exact center of my
circle of vision a car of intensely bright color is
moving.

There from the deserted east side two strangers,

each unaware of the other, quite a distance between the
one in front and the one behind, are walking quickly
towards the black, glossy, smooth broad road, and quite a
distance behind them a barefoot boy, holding the Evening
News under his left arm, is rapidly approaching them.
I am here on the west side.

At the left corner

of the road bisecting the exact center of my circle of
vision a car of intensely bright color is moving.

There

from the deserted east side two strangers, each unaware
of the other, quite a distance between the one in front
and the one behind, are walking quickly towards the
black, glossy, smooth broad road, and behind them a
barefoot boy holding the Evening News under his left arm
is rapidly approaching them.
I am here on the west side.

At the left corner

of the road bisecting the exact center of my circle of
vision is a bright yellow speeding car.

There from the
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east side two strangers, each unaware of the other, quite
a distance between the one in front and the one behind,
are walking quickly towards the glossy, smooth broad
road, and behind them a barefoot boy holding the Evening
News under his left arm is rapidly approaching them.
I am here on the west side.

On the road in the

exact center of my circle of vision at the left is a
bright yellow speeding car.

There from the east side,

each unaware of the other, quite a distance between the
one in front and the one behind, two strangers are
walking quickly towards the glossy, smooth broad road,
and behind them a barefoot boy holding the Evening News
under his left arm is rapidly approaching.
I am on the west side.

On the road in the exact

center of my circle of vision at the left is a bright
yellow lightning-swift car.

There from the east side,

each unaware of the other, quite a distance between the
one in front and the one behind, two strangers are
walking quickly towards the glossy broad road, and behind
them a barefoot boy holding the Evening News under his
left arm is rapidly approaching.
I am on the west side.

On the road in the exact

center of my circle of vision at the left is a bright
yellow lightning-swift car.

From the east side, each
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unaware of the other, some distance between the one in
front and the one behind, two strangers are walking
quickly towards the glossy broad road, and behind them a
barefoot boy holding the Evening News under his arm is
rapidly approaching.
I am on the west side.

On the road in the exact

center of my circle of vision at the left is a yellow
lightning-swift car.

On the east side, each unaware of

the other, some distance between the one in front and the
one behind, two strangers are walking quickly towards the
broad road, and behind them a barefoot boy holding the
Evening News under his arm is rapidly approaching.
1 am on the west side.

On the road in the center

of my circle of vision at the left is a lightning-swift
car.

On the east side, each unaware of the other, some

distance between the one in front and the one behind, two
strangers are walking quickly towards the road, and
behind them a barefoot boy holding the Evening News under
his arm is rapidly approaching.
I am here.

On the road in front of me at the

left is a lightning-swift car.

From there, each unaware

of the other, in front and behind, two strangers are
walking quickly towards the road, and behind them a
barefoot boy holding the Evening News under his arm is
rapidly approaching.
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I am here.

On the road in front of me at the

left is a lightning-swift car.

From there two strangers,

in front and behind, unaware, are walking quickly towards
the road, and behind them a boy holding the Evening News
under his arm is rapidly approaching.
I am here the road in front of me on the left a
lightning-swift car--there two strangers in front and
behind unaware walking quickly towards the road behind
them a boy under his arm the Evening News quicker
I here the road in front of me on the left a
lightning-swift car there two strangers in front and
behind unaware walking quickly towards the road behind
them advancing quicker a boy Evening News
I here the road in front on the left a lightningswift car there two strangers breast to breast unaware
walking quickly towards the street behind quicker a boy
Evening News
I here the road in front on the left a lightningswift car there two strangers breast to breast unaware
walking quickly towards the street behind Evening News
quicker a boy
I here the road in front on the left a lightningswift car there two stangers behind and in front unaware
street behind Evening News boy
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I here the road in front a little to the left a
lightning-swift car there two strangers behind and in
front unaware road behind Evening News boy
I here the road in front a little to the left a
lightning-swift car there two strangers behind and i'n
front unaware road behind Evening News boy
The road in front a little to the left a
lightning-swift car two strangers behind and in front
unaware road Evening News boy
A lightning-swift car two strangers behind and in
front unaware Evening News boy
A car two strangers Evening News boy
A car two strangers "Evening News!"
One stranger a car "Evening News" the other
stranger lying flat
The road in front a little to the left one
stranger a little to the right the other stranger lying
flat a car
1 here the road in front a little to the left one
stranger unaware a little to the right the other stranger
lying flat the Evening News a boy a skidding stopping car
I here the road in front a little to the left one
stranger unaware a little to the right the other stranger
lying flat a boy holding the Evening News the road a
skidding stopping car
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I am here the road is in front a little to the
left one stranger is in the middle of the road on this
side of the road the other stranger is lying flat a boy
with bowed head holding the Evening News a skidding
stopping car
I am here.

In front of me on the left one

stranger is in the middle of the road, there, a little to
the right on this side of the road the other stranger is
lying flat.

A boy is standing holding the Evening News.

A car has skidded and stopped.
I am on the west side.

On the road in the center

of my circle of vision to the left is one stranger.

On

the east side to the right on this side of the road the
other stranger is lying flat.
the Evening News.

A boy is standing holding

On the road in the center of my vision

to the right a car is stopped.
I am on the west side.

On the road in the exact

center of my circle of vision to the left one stranger is
walking.

There on the east side to the right on this

side of the road the other stranger is lying flat.

A

barefoot boy is standing holding the Evening News.

On

the road in the exact center of my circle of vision on
the right the car is stopped.

597

Talqarmas
by Surendra Prakash
In l12 september it~ not good to use teargas in
those days the farmers corne to buy ration card seeds l13 in
the city they were very hospitable people in place of
eggs they boiled the heads of their children and in place
of bread cut off and presented the breasts of women but
at the last moment when I was dying they were thinking of
stealing my ration card they had set up their trays of
wares on the high walls and below in the valley huts were
burning as the huts burn the train arrives at the
platform and everyone pressing forward identifies his own
corpse then they callout "hot kabobs" no one asks of
which dear one's flesh are these kabobs how many elders
are gathered together today how many times did the tree
bow in greeting how many flowers were on the ridge gourd

112 The word Talqarmas has no meaning in Urdu.
The author says a person of this name approached him in a
dream and told him to write this story, which is the most
frequently cited example of an Urdu abstract short story.
113 That is, to buy seeds from which to grow
ration-cards.
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vine yesterday and why is Madhu Malti l14 sad give water to
each plant but swear not by anyone we are all dissolving
in the sorrow of each other's becoming fat no one even
thinks of learning the art of tying a tahmudllShow will
the naked one face God how will the naked one bathe and
what will he wring but when the naked one wrings the
cloth the angels will begin ablutions how many drops of
blood are used for one drop of water everything should be
counted including how much blood became white yesterday
take the pot of boiling blood off the stove the rest of
the work he'll come and do himself no he won't mix
anything in it he'll just close his eyes and read a bit
and then spread it on the floor as far as the blood flows
out that far the floor will be his own how can he compare
with our armies so far as meanness goes he'S a new man
there is always an empty gunny sack on his shoulder and
he holds his shoes in his left hand there is no soil
under his feet l16 then he says I'm sick of it his body has

114Madhu Malti is both the name of a vine, and a
girl's name.
lISA tahmud is a Single piece of cloth worn while
bathing.
116That is, he has lost contact with tradition.
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some problems of its own he always comes on stage wearing
a big hat and stands with his back to the audience this
way he seems very sad he measures his height with his
neighbor's tape measure then he will sit weeping how much
liquor do ! need after all pour as much liquor in stolen
glasses as there is existence of God call the seven
angels and seat them nearby and then say in a loud voice
it is free it is forbidden you are judge and you have the
right and that's that my spirit is in your possession do
you know how many days it takes to cross the canal where
the war seems to be ending then and there start to clean
your weapon this is more impressive the woman remains
expectant the night the jar broke it rained had it not
rained that night the four girls would have been married
tell us again each of the fourteen things of yesterday
not one word more nor less or else write it and keep it
to yourself when they call float paper boats towards them
there's no need to fear anyone all of them are impotent
like us prostitutes tell me of their condition everyday
they are good girls the poor things they fulfill their
commitment towards children I hadn't sent anyone with
shackles whatis it to me that I should stick my foot in
my own ships aren't unloaded so why should I dry up any
other's ocean they live on the other side of the mountain
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and they on the opposite bank of the canal there is
friendship between them each has an eye on the women of
the other if only I could find my ancestral sword I would
cut off the stream of their milk no shadow falls now on
the broken wall perhaps the sun has turned away its face
what need was there to say that there was nothing
resembling a sword hanging on the ancient broken walls of
the fort the light of the sun fell on some insubstantial
object and a shadow fell on the wall as though there were
a sword hanging there we all thought it was our ancestral
sword we thought it would be useful in a war but in the
search for the sword all the walls had to be torn down as
a result there had to be a secret wedding the lover was
called brother and all those customs were fulfilled which
are done for brothers so that the husband would have no
suspicions his father made him show his hand l17 to see how
many years he would live as long as he lived he stood
under the porch like a donky so that love be not
advertised use the red of the beet also separating one
element from another see everything will be all right
there's no need to be upset every exile has a specified
duration some centuries more to be sure yes the period of

ll7 TO a palmist.
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postponement of his birth has ended now women have
started giving birth to two children each some day you
will hear that he is the second child and your wife will
bring him to the house hidden in her womb once your wife
too was beautiful another's wife of course is alluring
look inside her too she is being exhausted by continuous
abortions give her a mango to suck or else the triphala
medicine of three herbsllByou cause a lot of trouble
friend at least let someone come to the store first
you'll make a good deal those who have money haven't all
the goods I have in my store currency notes can't jingle
like a kilo of thoughts the coming age will be very cheap
let there be something left for the children so that they
will remember that they had a rich father having begun to
fear the sea you can't reach the sun by climbing a
mountain at every door stands a deceitful sadhu wearing a
raincoat when are you starting the pilgrimage be sure to
take along that Christian girl whose marriage was
advertised for in the paper when you leave there will be
another advertisement in the paper for sale two
fatherless children and one widow he sits in a wheelchair

llB The triphala medicine is considered to
strengthen the body as well as cause an abortion.

602

and stares at us I had read about him in some book ll9
slowly dragging himself forward in the early morning
while its still dark he comes outside then when the
hoofbeats of horses are heard on the dirt road and the
sun slowly peeps through its window he comes out we are
very surprised to see that he appears to be all right and
is contented he doesn't even suspect us we will have a
lot to sell when the buyer enters the gates of the city
we will garland him with flowers he will touch our bodies
then scraping with his nails he will draw blood and test
it rubbing it between his fingers he will gesture with
his eyes and smile with his lips and our parents will
wail aloud and all the world will know that the goods
~ave

been sold you're coming from outside close the door

slowly and come and whisper in my ear what kind of wind
is blowing outside eastern or western what's the harm in
admitting that you're an ignorant person all wash their
dirty hands in the wash basin and wiping their faces on
the towel go on their way is it any lack of kindness on
our part that you've been given the right to live tell
the truth could you have lived in your hospital the

ll9 The book is Lady Cbatterly's Loyer. This
exact scene, however, does not occur in the book.
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pictures made by your urine are still weeping on the
walls of the town you've left perhaps they're weeping at
your fate tomorrow they will surely laugh and you will be
ashamed why don't you marry your friend's sister this is
your family tradition now marry your sister to that
sweeper to whom she is promised you might as well tell
everyone what he was saying at the time of the invention
of the atom bomb but remember let no one know what you
say because you have agreed that now you have no physical
existence.
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The Garden of Delights
by Enver Sajjad
Each one of those burning in hell dreams of
making the sparks leaping all around him into a garden of
flowers. ll2
So there are restless waves in the blue sky of
this world of color.
atmosphere.

Ocean fish soar through the

Thinking the clouds the depths of the ocean,

become absorbed in increasing their race in them.
A little to one side of the horizon a conical
building, suspended in mid air, built of yellow; in it
circular windows on various floors through which a
peaceful blue sky is seen.

Birds, black, long-tailed,

emerging from an ancient cave, enter through one circular
window, exit through another, in the distance dissolve in
the heavenly lake, descend to the depths of the lake,
sleep in nests made in unmoving stones in the depths of
the lake.
Four waterways swelling from the four directions,
capturing and reflecting the indigo of the sky, coming

ll2A reference to the fire built by Nimrod to
burn Abraham alive, which was miraculously changed into a
garden of flowers. Qur'an. Surah xxi, 69.
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together in the middle, becoming one in the form of a
lake.

In the exact middle of this lake is the fountain

of life.

Onion-pink, gothic-conical, balanced on a blue

globe, various corners forming bowed arches which take on
the shape of branches on which are swaying, blooming,
half-blooming flowers, mysterious flowers, fruits of
untasted joys, the flavors of which spread on the tongue
the moment they are wished for.
White herons on the balconies encircling the blue
globei men, women leaping from the balconies.

Naked men

and women are glimpsed through the windows built in the
fountain, soft, tender and transparent as the inner parts
of an oyster, bodies glittering in a rainbow, who have
taken one another into their arms, taken one another into
their eyes.
Around this lake, four more small houses set at
equal distances:

in nests of this same form, this same

construction also, in smiling eyes, on silent lips,
unspoken, unknowable desires.

Naked men and women who

have taken one another into their arms, taken one another
into their eyes.
Immediately in front of the lake, at a short
distance on the other side, a deep, circular pool.
this virgin maidens in various groups bathe, frolic.

In
On

606

the heads of a few are black ravens, white herons, bluenecked jays, and on the head of one of those seated en
the bank a peacock also.

Around them on the banks of the

pool, naked men and women on foot and riding lions,
cheetahs, bears, horses, unicorns circumambulate the pool
of youth in a procession.

In the atmosphere they spread

those songs which are born of the whispers of those who
love and those who are loved.
In this world of colors all are naked; no one is
naked as colors are the clothes of all; or perhaps the
nakedness of one another has not yet become apparent.
Between the lake and the pool, spread around them
in groups, in pairs, men and women becoming manifest
through each other's existence, dissolving in each
other's existence, the spheres, hemispheres of glass
enveloping them so delicate they would be shattered by
the touch of a breath, are seen emerging from, entering
into eggs, into fruits.
She is as though just now awakened from her first
sleep. Her hand is in the hand of he who awakened her,
upon whose lifting her she rises up.
Fixing

on~

hand on the soft velvet grass, resting

the other hand on his thigh, sitting with spread legs he
gazes in astonishment at the girl whose body like his own

607

body is as though made of onion-skin, more transparent
than even the seventh heaven, more tender than even the
hearts of lovers.
Her first glances gathering him in she lowers her
eyes.

To each comes the fragrance of the other's body.
Taking each other by the hand they go out to

explore their world, leaving behind their clasped hands.
When they return they see that their intertwined
hands have taken root in the ground; soft, glossy, deep
red new branches have sprouted.

In awe, both wonder who

had cultivated their hands even while they were not there
themselves.
Both smile that it was necessary for them too to
be sown in the ground.
"Listen, I wish I could grow grape vines in place
of my veins and arteries."
The girl smiles.
"Listen, when
though

I

take a deep breath it seems as

am drinking life from the fountain in front of

I

us."
More tender than the hearts of lovers, more clean
and transparent than the seventh heaven, in amazement at
their own

ex~stence,

before them life persistently

gushing up from the fountain of life springing up in the
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lake descended from heaven, they advance towards the
procession of men, women, on foot, riding lions,
cheetahs, bears, horses, unicorns, circumambulating the
maiden virgins bathing, diving, rising, swimming in the
pool of life.
Now they go a few steps more in that direction
when the girl suddenly stops. A slight wave of anxiety
spreads on her face.
it on her breast.

She takes the boy's hand and places

The sound of the chiming of the

rapidly beating tears in her heart runs into his hand and
reaches his heart.
what it means.

Neither knows what the chiming is,

Both close their eyes to understand it.

Learning nothing from reflection, when they open
their eyes they find themselves in the circle of men on
foot and riding lions, cheetahs, bears and unicorns.

So

in the atmosphere are spreading those songs which are
born of the whispers of those who love and those who are
loved.
Each one of those burning in hell, having seen
such a dream, struggles so to turn the sparks leaping all
around him into a garden of flowers that even should the
very joints and sinews of his body be melted his eyes
will still be singing.
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_________ • 1953b. wLepak~ ~'~, ghana'Yni yaden,"
Humayun. V. 64. N. 3. (Sept., 1953): 588-591.
_________ • 1954. "Adhyra ~,w Humayun. V. 65. N. 2.
(Feb., 1954): 148-154.
_________ • 1956a. wKapas ka ~,w Hymayun. V. 71. N. 6.
(Dec., 1956): 474-81.
_________ • 1956b. Rag-i sang. Lahore:
1956.

Goshah-yi adab,

_________ • 1957a. nJanam din. Afkar. V. 66. (Feb.,
1957): 38-43.
_________ • 1957b. ·Piyare jimmie LaiJ-o nahar. V. 7.
N.35.
(Sept., 1957): 19-20.
_________ • 1957c. ·Phulon ~ ~. Adab-i latif. V. 44.
N. 6. (Nov., 1957): 25-32.
_________ • 1957d. "Suraj ~ RA'e men. Lail-o nahar.
V.7. N. 47. (Dec., 1957): 17-18.
_________ • 1957e. wSaleb ~ aa'~
(Nov., 1957): 248-253.

men,"

Na'i tahrjren.

_________ • 1958a. w~,w Adab-i latif. V. 44. N. 6.
(Nov.,1957): 25-32.
_________ • 1958b. wRishte," Lail-o nahar. V. 8. N. 46.
(Nov., 1958): 15-16.
_________ • 1958c.
235-244.

wp~,.

Sahifah. V. 5.

(June, 1958):
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__________ • 1958d. "Jhatka," Dastango.
(Nov., 1958): 50-53.

v.

2. N. 13.

__________ • 1959a. "Ajnabi,"Manuscript provided by the
author. Undated. Estimate 1959 or earlier.
__________ • 1959b. "Manuji," Manuscript provided by the
author. Undated. Estimate 1959 or earlier.
__________ • 1959c. "sjiah jhanda," Manuscript provided by
the author. Undated. Estimate 1959 or earlier.
_________ • 1959d. "Tisri takbir," Manuscript provided by
the author. Undated. Estimate 1959 or earlier.
_________ • 1959f. "Hatak," Adab-i latif. V. 47. N. 2.
(Feb., 1959): 53-63.
_________ • 1959g. "Ratta parchanvan," Lail-o nahar.
V.9. N. 36. (Sept., 1959): 13-15.
__________ • 1959h. "Vaqiyoo ki ~," Lail-o nahar. V. 9.
N. 43. (Oct., 1959): 78-79.
__________ • 1960a. "Bindaraban," Dastango. V. 3. N. 27.
(Jan., 1960): 205-244.
__________ • 1960b. "~ dopabar ki kahani," Adab-i Jatif.
V. 48. N. 3. (Mar., 1960): 201-212.
__________ • 1960c.
86-90.

"Kala," Kamran. [Salnamah] (1960):

__________ • 1960d. "Na marne ~," Nugush.
number.]
(Nov., 1960): 85-86.

[Afsanah

__________ • 1960e. "~yatan," Kemkol. V. 33. (1960):
25-39.
[Also published as "Sah Ae purani
kahani," Sat tango V. 1. N. 9. (Jan., 1961).]
• 1960f. "Sone ki ta1ash men," Sat rang. V.I.
--------:-::N:--. 4. ( Sept. -;-T9 60T : 36- 4 8-.-
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_ _ _ _-:--,. 1961a. "Sab se purani kahani," ,in Cauraha.
Lahore: Maktabah-yi Matbu'at, 1964, pp. 91-110.
[Orig. pubd. Sat rang. V.I. N. 9. Jan., 1961.]
_______ ~ 1961b. ft Ankh ~ s~vah,ft. Sat rang. V. 2. N. 1112. (1961):
212-221.
________ • 1962a. "Sa~~ig badshab, Adab-i latif. V. 50.
N. 5. (ft1ay, 1952): 48-53.
_________ - 1963a.
230-233.

"~,"

Adab-i latif.

[Salnamah)

(1963):

__________ • 1963b. "Mirgi," Adab-i latif. V. 63. N. 2-3.
(1963) :
165-169.
_________ • 1964a. "Kekar," in Cauraha. Lahore: Maktabah-vi
Matbu'at, 1964. pp. 202. [Orig. pubd. Adab-i 1atif.
V. 69. N. 10. 1964.]
_ _ _ _ _ • 1964b. "Ga'e," Funun.

(Apr.-May, 1964): 147-150.

________ • 1964c. "Cauraha,"in Cauraha. Lahore: Maktabahyi Matbu'at, 1964, pp. 159-172.
-------y~i

• 19 64d. "Sazashi, H in Cauraha. Lahore: .r.laktabahMatbu'at, 1964, pp. lI1-a14.
• 1964e. "Sada basahra," in Cauraha. Lahore:
Matbu'at, 1964. pp. 81-89.

-------~M~aktab~yi

• 1964f. "Divar aur darvazah," in Cauraha.
Maktabah-yi Matbu'at, 1964. pp. 115142.

-------~L-ahore:

• 1964g. Cauraha. Lahore:
--------=-1=964 •

1v1aktabah-yi Matbu'at,
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_ _ _ _,,-:--. 1966a. "Dub, hava ~ 1unja," Auraq. V. 1.
N. 1. (1966): 127-134.
• 1966b. "Shiraze," Funun. (July-Aug., 1966):
-----::::2=20- 2 2 2 •
• 1966c. "Pirinde ki kahani," Savera. V. 36.
(May-June, 1966): 140-147.
_ _ _ _-:-::-. 1966d. "Sindira1a," Savera. V. 37.
1966): 55-62.

(Oct.,

----""7"":'.

1967a. "Sarveyar--varshan: ,!," Savera. V. 40.
(July, 1967): 70-78.

_ _ _ _-::-:::-. 1967b. "Promithi'us," Savera. V. 39.
1967): 34-41.

(Mar.,

• 1968a. "Kardi'ak damah," in Ista'are. Lahore:
----0:--,
Izhar Sons, 1970, pp. 132-139. [Orig. pubd. Nuqush.
V. 110. Nov., 1968.]
• 1968b. "Chutti ka din," in Ista'are. Lahore:
Sons, 1970. p~ 105-131. [Orig. pubd. Adabi 1atif. V. 68. N. 1-2. 1968.]

-----=I~zhar

----=N~.

• 1968c. "Pathar, 1ahu, kutta," Shabkhun. V. 3.
30. (Nov., 1968) :~-25.

15.

1969a. "Vapsi, dev jans, ravanagi," Sip. V.
(1969): 312-315.

• 1969b. "Kaunpa1," Dastavez. V. 1. (April,
1969): 39-50.
_ _ _ _::::--. 1970a. "Bichu, ghar, naqsh," Shabkhun. V. 4.
N • 44. ( Jan., 19 70): 15 -18 •
• 1970b. "Makkhi ka mono1ag," Shabkhun. V. 5.
-------=-:N:-". 53. (Oct., 1970): 47-48.

- - - - -•

1970c. Ista'are. Lahore: Izhar Sons, 1970.

• ,1971. "Gengrin," Funun. V. 13. N. 3.
------=1-:-971): 33-38.

(Aug.,
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1972a. "Yurika, yurika," Savera. V. 45.
(Nov., 1972): 39-50.

_ _ _ _...-=.

______ • 1972b. "Hajim~
V. 59- 6 o. iIf.n. d.):
• 1973. "Alif
1973): 86-87.

ae

~i

man

AYL

main,· Naya daur.

389 - 3 90 •
~ ~,ft

FunuD.

(Apr.-May,

_________ • 1974. "L~ stori," Funun. V. 20. N. 1. (Dec.,
1974): 133-135.'
________ • 1975a. "Machli AYL deyata," Funun. (Ju1yAug.,1975): 137-138.
_______ • 1975b. "Aja'ib
1975): 52-55.

~,"

Sayera. V. 49.

(Apr.,

__________ • 1976a. "Yusuf khvah," Sayera. V. 50-52.
1976): 179-182.

(May,

________~. 1976b. "Talash," Funun. Daur-i nau. V. 2.
(Aug., Sept., 1976): 136-138.
_________ • 1977a. "Zindan namah,n Sayera. V. 53-54.
(1977): 191-196.
________ • 1977b.
117-119.

"Rat ka safar namah," Mihrab. (1977):

_______ • 1977c. "A'~ at
1977): 5-6.

~,"

Mah-yi naq.

(June,

__________ • 1977d. "~L AaQ,. Mah-yi nau. (June, 1977):
7-8.
[Also published as nMakkhi ka IDQnolag. n ]
_______ • 1978a. nKhushiyon ka hash,n Sayera. V. 55.
(Jan.-Mar., 1978): 77-80.

·
· 197 8e.
355-357.

197 8b. ".Man. al1.I..
351-354.

~,

n Sba'l.lt. (Mar., 1978) :

"Ba'i kal.lnpal, " Sba'l.lt. (Mar., 1978) :
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________ • 1978d. "Makkhi ka IDQnolag,· Izhar. V. 4.
(1978): 225-227. [Also published as "~Ail
A,ll." ]

________ • 1978e. "S;yah Lat," in Aijaz Rahi, Ed.
Ggvahi. Karachi: Avami Daru1asha r at, 1978, pp.
32

-------_.
22.

1979a. "Aj.," Sha'ur. V. 3. (July, 1979):

9-

______ • 1979b. "Sazashi (.2.)," Sharur. V. 3. (July,
1979): 133-138. Also publisheo in Mihrab. V. 2.
(1979) : 92-99.
_ _ _ _ _ • 1979c. "Sigal,· Sharur. V. 3. (July, 1979):
139-145.
______ • 1979d. "Kajnsar," Sharur. V. 3. (July, 1979):
167-170.
______ • 197ge. "Rebjz," Sharur. V. 3. (July, 1979):
171-176.

-----_.
57.

1979f. "Khushiyon ka bagh-~,"
(July, 1979): 109-121.

Sa~.

V. 56-

19799. "Chupkjlj ki kati dam," Shabkhyn.
V. 13. N. 113. (Oct., 1979): 9-10. [This story
is included as Part One of the story "Aj..]

_______ 0

______ • 1981a. Khushjyon ka bagh. [Published as V. 5.
Sharur.] Delhi: Sha'ur Publications, 1981.
_________ • 1981b. "Gherar~," Funun. V. 15. (Jan.-Feb.,
1981): 323-326.
________ • 1981c. "Khushiyon ka ~," Khayahan. V. 1.
(n. d., estimate 1981): 152-173. [Part of the
novel. ]
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__________ • 1981d. -Ai-~,· Adab-i latif. V. 47. N. 2.
(Feb., 1981): 44-47.
_________ • 1982.
688-690.

-Ai-~,-

NUQush. V. 129. (Sept.-1982):

Samad, Abdus. -~ ~ kiran,- Ahang.
(Apr., 1983): 72-76.

V. 34.

Sau1at, Rukhsana. Glle harf. Islamabad:
the author), 1978.

(Published by

Shafaq. 1975. -Kank ka hazi giL,- Shabkhun. V. B.N. 94.
(Feb-Mar, 1975): 30-52.
And continued in
ShabKhun. V. 12. N. 109. (Aug.-Oct., 1978):
43-56.
_________ • 1979. Samitj hu'i zamin. Allahabad:
Anjuman-i Tahzib-i Nau Publications, 1979.
Shirin, Mumtaz.
63-115.

-~

maJhar,- Savera. V. 19-21. (1957):

_______ • -Kaffarah,- Kitab. V. 3. N. 1. (Jan., 1964):
95- 101, 170. [Printed earlier in Saughat;
earlier printing not available.]
Suhrawardy, Hamid. -~ caharagi,· m. s. Acc. to auther,
written Aug.~27, 1975, pubd. Sha'ir, V. 47. N. 1.
Yad, Muhammad Munsha. 1975. Band mithi men jugnu.
Rawalpindi: Mavara Publications, 1975.
________ • 1980. Mas aur miti.
Depot, 1980.

Islamabad:

Modern Book

Zaheer, Sajjad. 1932a. -NinQ nahin ~,- in Sajjad
Zaheer, et. aI, Ed. Angare. Lucknow: N1zami Press,
1932 • pp. 1-19.
, with Ahmed Ali, Rashid Jahan, Mahrnudul Zafar,
Nizami Press, 1932.

------=-:Eds., 1932b. Angare. Lucknow:

Translations
Anand, Mulk Raj and Iqbal Singh, eds. and trs. Indian Short
Stories. London: New India Publishing Co., 1946.
Ali, Ahmed. "Before Death," tr. by the author. New
Directions. No. 15. International Issue-r!955):
132-147.
("Maut ~ pahle")
_ _ _ _~..,... "Our Lane," tr. by Mulk Raj Anand and Iqbal
Singh, in Mulk Raj Anand and Iqbal Singh, eds.
and trs. Indian Short Stories. London: New India
Publishing Co., 1946, pp. 79-93. ("Hamari galin)
Asghar, Khalidah, "The Wagon," tr. by M. U. Memon. in Twenty
Years of the Urdu Short Story. Special Issue of
Indian Literature. V. 19. N. 6. (Nov.-Dec., 1976):
119-131.
(" Savari")
Askari, Hasan. "Bitch," tr. Nisar Ahmad Farooki. in Nisar
Ahmad Farooki, tr. and ~d. Contemporary Pakistani
Short Stories. Lahore: Ferozsons Ltd., 1955,
pp. 79-97.
("Haramjadi")
Azim, Viqar., ed. Modern Urdu Short Stories from Pakistan.
Islamabad: Pakistan Branch R.C.D. Cultural
Institute, n. d.
Farooki, Nasir Ahmad, tr. and ed. Contemporary Pakistani
Short Stories. Lahore: Ferozsons Ltd., 1955.
Hamesh, Ahmad. "The Fly," tr. Javaid Qazi. in Twenty Years
of the Urdu Short Story. Special Issue of Indian
Literature. v. 19. N. 6. (Nov.-Dec., 1976): 165187. ("Makkhi")
Hassan, Khalid, ed. Under The Green Canopy. Lahore:
Afro-Asian Book Club, 1966.
Husain, Intizar. "The Back Room," tr. Caroline J. Beeson
and Muhammad Urnar Mernon. in Muhammad Umar Memon,
ed. The Writings of Intizar Husain. Special Issue
of Journal of South Asian Literature. V. 18.
N. 2. (SuILI. .ner, Fall, 1983): 41-48. ("Dahliz")
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____-""._,. liThe City of Sorrows," tr. Muhammad Salim-urRahman. in Viqar Azim, ed. Modern Urdu Short
Stories from Pakistan. Islamabad: Pakistan
Branch R.C.D. Cultural Institute, n. d., pp.
128-145.
("Shahar-i afs~")

____-=_.

"Comrades," tr. Richard R. Smith. in Muhammad
Umar Memon, ed. The Writings of Intizar Husain.
Special Issue of Journal of South As~an Literature.
V. 18. N. 2. (Summer, Fall, 1983): 82-89.
("Ham-safar" )

• "The Last Man," tr. Leslie Flemming. in
Muhammad Umar Memon, ed. The Writings of Intizar
Husain. Special Issue of Journal of South As~an
LIterature. V. 18. N. 2. (Summer, Fall, 1983}:
56-60. ("Akhiri admi")

------:-:,.-,

• liThe Last Man," tr. Riaz Hassan. in Khalid
ed. Under the Green Canopy. Lahore:
Afro-Asian Book Club, 1966, pp. 234-240.
("Akhiri admi")

----~H=-assan,

____--:-::,..... "Legs," tr. Nancy D. Gross. in Muhammad Umar
Memon, ed. The Writings of Intizar Husain. Special
Issue of Journal of South Asian Literature. V. 18.
N. 2. (Sununer, Fall, 1983): 90-102.
("Tangen")
____--=~. "The Legs," tr. Qurratulain Hyder. The

Illustrated Weekly of India. (Sept. 6, 1970):
("Tangen")

34-37.

• "The Lost Ones," tr. Muhammad Umar Memon.
-----=-=Edebiyat. V. 3. N. 2. (1978): 145-156. and in
Muhammad Umar Memon, ed. The Writings of Intizar
Husain. Special Issue of Journal of South Asian
Literature. V. 18. N. 2. (Summer, Fall, 1983):
121-132. ("Vo i£ kho Ie ~")
• "Metamorphosis, II tr. C. M. Nairn. Mahfi1. V. 1.
-----=::N:--. 1. pp. 22-29. ("Kaya kalp")
• liThe Prisoner(s)," tr. C. M. Nairn. in
Umar Memon, ed. The Writings of Intizar
Husain. Special Issue of Journal of South Asian
Literature. V. 18. N. 2. (Summer, Fall, 1983):
115-120.
("Asir")

-----M~uhammad
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• "The Shadow," tr. Muhanunad Urnar Mernon. Indian
(Mar.-Apr., 1979): 172-187. and in
Muhanunad Urnar Mernon, ed. The Writings of Intizar
Husain. Special Issue of Journal of South As~an
Literature. V. 18. N. 2. (Summer, Fall, 1983):
72-81. ("Parcha'in")

--------~L~iterature.

• "The Stairway," tr. Muhammad Urnar Mernon.
------:-in Twenty Years of the Urdu Short Story. Special
Issue of Indian Literature. V. 19. N. 6. (Nov.Dec., 1976): 87-102. and in Muhammad Urnar Memon,
ed. The Writings of Intizar Husain. Special Issue
of Journal of South Asian Literature. V. 18. N. 2.
(Summer, Fall, 1983): 20-30.
("Sirhiyan")
• "A Stranded Railroad Car," tr. Muhammad Urnar
Mernon. in Muhammad Urnar Mernon, ed. The writings
of Intizar Husain. Special Issue of Journal of
South As~an L~terature. V. 18. N. 2. (Summer,
Fall, 1983): 49-55.
("Kata hu'a diha")

------:-:~

• "Toward his Fire," tr. Muhammad Umar Mernon.
in Muhammad Urnar Mernon, ed. The Writings of
Intizar Husain. Special Issue of Journal of
South Asian Literature. V. 18. N. 2. (Summer, Fall,
1983): 31-40. ("Apne ~ ki taraf")

'-----:--

• "Turtles," tr. Nancy D. Gross. in Muhammad
Mernon, ed. The Writings of Intizar Husain.
Special Issue of Journal of South Asian Literature.
V. 18. N. 2. (Sununer, Fall, 1983): 103-114.
( "Kachve")

-----~U~rnar

• "An Unwritten Epic," tr. Leslie Flemming and
-----M=-u'hammad Urnar Memon. in Muhammad Urnar Mernon, ed.
The Writings of Intizar Husain. Special Issue of
Journal of South Asian Literature. V. 18. N. 2.
(Summer, Fall, 1983): 6-19. ("Ek bin likhi
razrniyah")
-- ---

• "The Yellow Cur," tr. Daud Rahbar. in
Urnar Mernon, ed. The Writings of Intizar
Husain. Special Issue of Journal of South Asian
Literature. V. 18. N. 2. (Summer, Fall, 1983):
61-71.
("Zard kutta")

-----M~uhammad
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Jussawalla, Adil, ed. New Writing in India. Middlesex,
England: Penguin Books, 1974.
Mainra, Balraj. "The Altar," tr. Muhanunad Umar Memon, in
Balraj Manra. The Altar and Other Stories. tr.
Muharo~ad Umar Memon. Delhi:
Writers Forum, 1966,
pp. 55-60.
("Maqtal")
• The Altar and Other
-----;-here spelled "Manra").
Delhi:

Stories (Author's name
tr. Muhammad Umar Memon.
Writers Forum, 1966.

• "An Absurd Story," tr. Muhammad Umar Memon,
Balraj Manra. The Altar and Other Stories. tr.
Muhammad Umar Memon. Delhi: Writers Forum,
1966, pp. 27-36.

----~i-n

____-=...".. "The Box of Matches," tr. K. Mukadam and
Adil Jussawalla. (Author's name here spelled
"Manra"). in Adil Jussawalla, ed. New Writing in
India. Middlesex, England: Penguin Books, 1974,
pp. 243-248.
("Vo")
• "Bus stop," tr. Muhanunad Umar Memon, in
-----=B-alraj Manra. The Altar and Other Stories. tr.
Muhammad Umar Memon. Delh~: Writers Forum,
1966, pp. 47-52. ("Bas istap",
• "The Cigarette, II tr. Muhanunad Umar Memon, in
Manra. The Altar and Other Stories, tr.
Muhammad Umar Memon. Delhi: Writers Forum, 1966,
pp. 61-72. ("Shahar ki rat")

-----~B~alraj

• "Circles: Mixing Intermixing," tr. Muhammad
Memon, in Balraj Manra. The Altar and Other
Stories. tr. Muhammad Umar Memon. Delhi: Writers
Forum, 1966. pp. 15-25. ("Tah dar tah")

-----~U~mar

• "The Colour of Ashes," tr. K. Kumar. Thought.
-----:-(-=-15 Aug., 1964) ~
13-14. ("Bas istap")
• "Composition One," tr. Muhammad Umar Memon.
-----""7(";"'Author's name here spelled "Manra"}. in TWenty
Years of the Urdu Short Story. Special Issue of
Indian Literature. v. 19. N. 6. (Nov.-Dec., 1976):
115-118.
(iiKampozishan ek")
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____--:--;-. "Last Composition," tr. Jeffrey Donaghue, m. s.
(" Akhiri kampozishan")
• "The Matchbox," tr.
------=Balraj Manra. The Altar

l-1uhammad Umar Memon, in
and Other Stories. tr.
l-1uhammad Umar Memon. Delhi: Writers Forum, 1966 r
pp. 9-16.
("Vo")
• "Portrait in Black and Blood," tr. Muhammad
Umar Memon. Aavesh. V.I. N. 3. (1968): no
page numbers.
("Portrait in blaik aind ~")

-----=:~

____~~. "Rape," tr. Muhammad Umar Memon, in Balraj
Manra. The Altar and Other Stories, tr. Muhammad
Umar Memon. Delhi: writers Forum, 1966, pp. 7380. ("Rep")
• "The Seed of Lust," tr. Muhammad Umar l-1emon.
Balraj Manra. The Altar and Other Stories. tr.
Muhammad Umar Memon. Delhi: Writers Forum, 1966,
pp. 37-46.
("Havas ki aulad ll )

--------~i-n

_____---,.-=-. "The Sleeping City," tr. K. Kumar. Thought.
(16 May, 1964):

11-12.

("Shahar ki rat")

____--"".,..... "The Tremendous Treasure," tr. Sagar Sethi,
Thought. (19 Oct., 1963): 11-12. ("Rep")
Memon, Muhammad Umar, ed. The Writings of Intizar Husain.
Special Issue of Journal of South Asian Literature.
V. 18. N. 2. Summer, Fall, 1983.
Prakash, Surendra. "Another
Leslie Flemming and
Literature. V. 13.
35. ("Dusre admi ka

Man's Drawing Room," tr.
Gopi Cand Narang. Indian
N. 3. (Sept., 1970): 29dra' ing ~")

____--=_.

"The Death of Badushik," tr. Jeffrey
Donaghue. m. s.
( "Badushik ki rna u t " )

• "Jipizan," tr. Muhammad Umar Memon. in
Years of the Urdu Short Story. Special
Issue of Indian Literature. V. 19. N. 6. (Nov.Dec., 1976): 158-164. ("Jipizan")

------=TW~enty
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_ _ _ _....."""..... liThe Sound of Weeping, II translator not named.
The States. (Sept. 18, 1971): 31-32. ("Rone ki
~iI)

----

• ITa1qarmas," tr. Linda Wentink.
Indian
v. 23. N. 3-4. (May-Aug., 1980):
151-155. (ITa1garmas")

--------~L~iterature.

Sajjad, Enver.
"The Birdls Story," tr. Muhammad Umar
Memon. m. s. supplied by the author. ("Pirinde ki
kahani ")
• "Conspirators," tr. C. M. Nairn. Mah1i1. V. 7.
N. 1-2. pp. 149-151. ("Sazashi")

----~-

• liThe Cow, II tr. Yasmin Hosain. in Viqar Azim,
Modern Urdu Short Stories from Pakistan.
Islamabad: Pakistan Branch R.C.D. Cultural
Institute, n. d. ("Gale")

------e~d.

_____--::,-. liThe Garden of Delights," tr. Linda Wentink.
Journal of South Asian Literature. V. 16. N.
2. (Summer, Fall, 1981): 143-145. ("Khushiyon
ka bagh")
• "The Grass, the Wind and the Cripple," tr.
Hassan. in Khalid Hassan, ed. Under the
Green Canopy. Lahore: Afro-Asian Book Club,
1966, pp. 209-217.
("Dub, hava ~ lunja")

------=R~iaz

_ _ _ _~,-. "The Seedling," tr. Iqbal Akhtar. in Twenty
Years of the Urdu Short Story. Special Issue of
Indian Literature. V. 19. N. 6. (Nov.-Dec., 1976):
103-114.
("Kaunpal")
Twenty Years of the Urdu Short Story. Special Issue of
Indian Literature. V. 19. N. 6. Nov.-Dec., 1976.
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Arif, Rashid. July 5, 1979.
Asghar, Khalidah. June 22, 1978.
Ash'ar, Mas'ud. May 2, 1978.
Ashfaq, Anis. March 5, July 25, 1979.
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Faruqi, Shamsur Rahman. July 20, 1979.
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