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ON AFGHAN CLASSIFICATION OF POETIC FIGURES 

This pap~r concerns poetic figures in Pashto exclusively. The 
term Afghan poetics is used to denote the relevant part of Pashto 
literary theory. 

Assuming the existence of es(lential differences between some 
aspects of theories concerning literatures of different cultures and, 
consequently, the impossibility of employing universal terminology 
and methods of discription the present paper does not aim at re­
ducing specific trends of Afghan poetics to the concepts we are 
familiar with, but it attempts to present the problems in the way 
in which they are considered by contemporary Afghan scholars 
and in accordance with Afghan view-point and criteria. Some of 
the examples, quoted after Afghan theoreticians, from our point 
of view would be classified as illustrations of altogether different 
figures; some others - even as poetic forms rather than figures. 
The phonetic transcription introduced here is based on the English 
version of D. A. Shafeev's grammatical outline of Pashto 1, with 
the following changes: prepalatal affricates ts, j are transcribed 
ac o, dz, velar plosives k, g as "ff,, y and bilabial fricatives as w in­
stead of v . .Arabic and Persian words are transcribed according 
to the • way of pronouncing them in Pash to. 

1 D. A. Shafeev, A Short Grammatical Outline of Pashto, translated 
and edited by Herbert H. Paper, ,,International Journal of American 
Linguistics", 30, part 3; Indiana University Research Center for 
.Anthropology, Folklore and Linguistics, publication 33). Bloomington: 
Indiana University; The Hague: Mouton & Co., 1964. 
11 - Folia Orientalia t. XIV 

' 
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It has not always been possible to ascertain the names of the 
authors of the poems quoted in the paper. Translations of the 
poems are in nearly all cases literal; this being dictated by the 
necessity of retaining the original poetic figures, which was the 
object of description. 

1. Tasbih 

Tasbih, or simile is a poetic figure that Afghan poetics discusses 
in great detail. It consists in juxtaposing things or ideas on the 
basis of their similarity. In the structure of tasbih the following 
elements can be distinguished: musabbah - a thing or idea that 
is being compared, musabbah-bihi - a thing or idea that is being 
compared to, mustarak wasj or wadzah saba - the common feature 
of the two things or ideas. Tasbih helps to clarify the situation of 
musabbah or, more frequently, explain its beauty, evil, size etc. 

da xpal 'umr §pi au wradze ea pa zrrJ kram 
hase drumi ea guya da sind uba di 
When I remember the days and nights of my life 
They flow, you would say, like the waters of the river. 

ea par max di kra xwar da zulf o wluna 
zruna zangi pa har tar la ka guliina 
When you scatter the rings of your curls over your face 
The hearts swing like flowers on each string of your hair. 

da hilal day b lidrJ si p9 sajak k?e 
ka p9 las da gulandami spin wajay day 
Is this a crescent moon seen at dusk 
Or a silver bracelet on my roselike love's arm. 

co ba smeram za yamuna da hidzran 
humra der di laka reg da beyaban 
How long shall I count the miseries of the separation 
.As numerous as the grains of sand in a desert. 

In the above verses, ,,life", ,,the hearts", ,,the bracelet", ,,miseries" 
are the musabbah, and ,, the waters of river", ,, the flowers", ,, the 
crescent moon" and ,,the grains of sand" function .as musabbah-bihi. 
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Simile has two parts ( musabbah and musabbah-bihi) and de­
pending on their structure the ..Afghans distinguish three types of 
classification. 

.A. Simple and compound - murakkaba au mufrada tasbih. One 
part of the simile can be simple and the other complex, or both 
parts can be either simple or complex. 

a. ta§bih in which musabbah is complex and musabbah-bihi simple: 
Hamid Masuxeyl 

da yar yam rasara crJ wayam crJ ea kri 
tal mi wini drJ zra rawi lfJka rawe 
What shall I say, what the longing for my friend is doing 

[to me: 
It is sucking the blood of my heart like a witch. 

b. tasbih in which miisabbah is simple and musabbah-bihi complex: 
Hamid Masuxeyl 

wa bordzal ta mi dildar radzi pa wro wro 
ka eaman ta naubahar radzi pa wro wro 
Is this my _love approaching slowly my house, 
Or is it the beginning of spring coming slowly to my garden. 

c. tasbih in which both musabbah and mu§abbah-bihi are simple: 
Hasan 

'asilf,an ye drJ dunya la yama xlas kra 
'asilf,i da siileyman paca yamay day 
It freeds those in love from the troubles of this world; 
Love is king Solomon's jewel. 

d. tasbih in which both mu§abbah and miisabbah-bihi are compound: 

11* 

Pir Muhammad Kakar 

buy pa zulf o k?e zma gulbadan rawrrJ 
lea p9 dam k?e ye ahu da xutan rawra 
Is this the scent that my love with the rose like body 

[has brought in her hair 
Or has she brought the Xotan gazelle [caught] in the trap. 
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tori zulf e di pa spino leco zangi 
iamaran di da canda1:o pa iaxuna 
.A.re these your black curls hanging from your white arms, 
Or the snakes in the branches of the sandalwood. 

B. Concrete and abstract simile -'al_cli ait hissi tasbih. The combina­
tions can be as follows: one part can be concrete and the other 
abstract, or both can be conrete, or both abstract. 

a. tasbih in which musabbah is abstract and musabbah-bihi concrete: 
Abdulkadir 

'isl_c 'asil_c lara yaw hase gulistan day 
ea iJ,a bay wata ye ldr da xazan nasta . 
sa'adat ba l'Jka syitre dar sara wi 
ka pa zra kie de ciray da 'ilm bal wi 
Love. is a garden of roses for the one who is in love, 
Autumn has no entrance to this garden. 
Happiness will always accompany you like a shadow 
If the lamp of wisdom burns in your heart. 

b. tasbih in which musabbah is concrete and musabbah-bihi abstract: 

ea mi yar stargo willid ma gilman kra 
ea ham da sa' at mi bya mimda zwandun 
When my eyes saw my friend I thought: 
In this very hour I found life again. 

c. tasbih in which both milsabbah and musabbah-bihi are abstract: 

ham haya sa' at mi tilh fo tana kuc ka 
ka xali mi sta l'J xayala xpal zamir k'Jr 
My soul will depart from my body in this very hour 
In which I free my heart from my dreams of you. 

d. tasbih in which both musabbah and milsabbah-bihi are concrete: 

mahbilba par bistar wawil?ta l'J xoba 
ka hosey wa d'J bahar pa gillo ry'J?ta 
Is this my love, asleep, turning over on her bed, 
Or is it a gazelle wallowing in spring flowers. 
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C. Classification • of tasbih according to the nuipber and arrange-
ment of milsabbah and musabbah-bihi. • 

a. in malfufa tasbih there are several milsabbah, each having its 
own milsabbah-bihi. A perfect example of this type of tasbih 
is yazal from diwan of Mirza Hanan; iri. the first misra' of 
each bayt the poet enumerates the things or ideas that are 
being compared and in the second misra' - those that are 

• being compared to. • 

da c'J zulfe c'J rilxsar au C'J zal_can day 
ea silmbul au C'J gillab c'J nastaran day 
da cg max d'Jy da c'J zillf e da c'J xatt day 
c'J lala c'J binaf sa ea yas'Jman dgy 
da cg xal da . cg dzabin da ea tamkin dgy 
C'J paca au dii, C'J taxt C'J nasastan d'Jy 
da ea l_cad day da cg st'Jrgi da c'J max day 
da C'J sarw c'J nargis da c'J gulsan day 
c'J sabza da ea !Jillab dgy c'J . yunca da 
da cg xatt day c-;i 'azar da • cg dahan d'Jy 
ea mil!fagan dgy c'J abru dgy c'J kat'J day 
da c'J yasay cg Zinda da ea zadan day 
dii, C'J yar da ea ayyar dii, C'J hanan d'Jy 
da cg gul da c'J bulbill da ea zayan day 
·what locks, what a. face, what a chin, 
What a hiacynth, what a rose, what a hawthorne. 
What a face, what locks, what down, 
What a tulip, what violets, what jasmine. 
What a beauty-spot, what a forehead, what dignity, 
What a king: what a throne, what bearing. 
What posture, what eyes, what a face, 
What a cypress, what a narcissus, what a garden. 
What green, what a rose, what a bouquet, 
'\Vhat down, what a cheek, what lips. 
'\Vhat lashes, what eyebrows, what a glance, 
What an arrow,· what an arch, what archery. 
'\Vhat a friendi what an enemy, what Hanan, 
What a rose, what a nightingale, what a raven. 
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b. in mafrnl,ca tasbih there are several musabbah and several 
musabbahbihi within one bayt or even one misra'. 

Mirza Hanan 

tan di sim yasuna du1·1· laban di la'l 
oawkidar de sta max per xazana yem 
alif l;c,ada lala xada gulruxsara 
siimbiil muya 'ambar buya gadz raftara 
Your body is silver, your teeth are pearls, your lips are 

[a ruby, 
.And I am a guard of the treasury of your face. 
Your figure is like [ the letter] alif, . your cheeks are like 

[ a tulip: rosy-cheeked, 
With hiacynth hair, ambergris-fragrant, walking proudly. 

Abdul~adir Xan Xatak 

sun(le di yal,ciit d9y maryafore spin yaiuna 
sar tn paya dr9st d9 pacahano xazana ye 
Your lips are rubies, your white 'teeth are pearls, 
From head to foot you are the kings' treasure. 

Rahman Raba 

max di 01· xat di sabza z9 hayran y9m 
o9 sabza p9 or k~e c9nga zaryune~i 
Your face is fire, the down on it is green: I am bewildered 
[To see] how this green stays green in the fire. 

c. in taswiya tasbih there are two or more musabbah and only one 
musabbah-bihi. 

Mirza Hanan 

da p9r max ye xal o xat o zulf e nad9y 
tor atlas ye p9r ka' aba d9y xwarw9lay 
'This not a beauty spot, the down and curls over her face, 
'This black satin spread over Ka'aba. 

,. 
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d. in dzam' a tasbih there are several musabbah-bihi and only one 
musabbah. 

haya st9rgi o9 nargis o ham badam di 
tere turi di zma p9 7,cat9law9lo 
These eyes that are both narcissuses and almonds 
Are also sharp swords [designed] to kill me. 

A poem by Rahman Baba is an example of making maximum use 
of this type of tasbih. In each hemistich the poet first names the 
thing or idea that is being compared and then he lists those that 
are being compared to . 

max d9 yar sams o 7,camar dre wara yaw di 
l,cad o sarw o sanobar dre wara yaw di 
hadzat n9lar9m p9 sahad o p9 sakaro 
lab d9 yar sahad o sakar dre wara yaw di 
o'J yubar ye d'J kuce 1·abandi rasi 
da yubar musk o 'ambar dre wara yaw di 
p9 sabab d'J. zalimano hakimano 
gor au or pe?aw'Jr dre wara yaw di 
The face of my love, the sun and the moon are one thing. 
Her figure, the cyprus and the fire are one thing. 
I do not need honey nor sugar, 
Her lips, honey and sugar are one thing. 
When the dust from her street is carried over here 
This dust, musk and ambergris are one thing. 
Because of the cruel governers 
The grave, fire and Peshawar are one thing. 

Comparative conjunctions - de tasbih adat 

The words that most frequently join the parts of simile in 
Pashto are: leka - ,,like", ,,as", ,,as if", ,,as though"; dod -
,,like", ,,as", ,,as if", ,,as though"; cer- ,,like"; san - ,,as ... as", 
,,as though", ,,in such a way"; t'J ba waye - ,,you would say"; 
yunde - ,,as ... as", ,,as if", ,,as though"; t'J wa - ,,you would 
say", ,,almost", ,,nearly", ,,as if"; syal - ,,like", ,, the same as"; etc. 
According to the presence or absence of comparative conjunctions 
tasbih can be classified as follows: 
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a. miirsala tasbih - a simile containing a comparative conjunction. 

09 d9 xyal p9 las ki tan d9 dilbar nisam 
d9 hafok p9 dod pe las ki '1!,amar nisam 
When my hands in a dream clasp the body of my beloved 
I am like a boy who clasps the moon in his hands. 

b. mitakkada tasbih - does not contain a comparative conjunction. 

Rahman Baba 

W9 nawk ta d9 muzigano di hadaf kr9m 
p9 sina mi d9 zaxmiino hisiib n9sta 
You made me the target for the arrows of your lashes, 
In i;ny breast there are innumerable .wounds. 

2. Madziiz 

This is metaphor, broadly understood. It is a figure essential 
for the poetic language, which makes use of the possibility of 
combining even remote concepts into new semantic units, pro­
vided they have one feature in common. In Afghan poetics two 
types of madziiz are distinguished: miista' ar madziiz or isti' iira and 
mursal madziiz. 

.A. Isti' iira. Concepts juxtaposed in this trope must, apart from 
their actual and metaphorical meaning, be connected in the same 
way as the concepts juxtaposed in tasbih. The Pashtuns distinguish 
the following elements in isti' iira: miista' iir-lahu - the thing or 
idea that is being identified, miista' iir-minhu - the thing or idea 
that is being identified with, wadza dzami' - the analogy between 
the two things or ideas 

cfa '!f_iir xyal 09 rawri d9 zr9 t9r kora 
p9 '1!,adam ki ye gohar 19 st9rgo toy '1!,ra 
When you bring the image of friend into the home of your 

[heart 
Let the pearls shed from your eyes accompany its steps. 

In this bayt the word ,,pearls" functions as musta' iir-minhii, and 
,, tears" (implied) as miista' ar-lahii. Tasbih must always contain 
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both musabbah and musabbah-bihi; isti' ara frequently contains 
only musta'ar-minhu (the element corresponding to musabbah-bihi), 
and musta' ar-lahii ( the element corresponding to musabbah) is 
implied by the context. 

Isti'ara has a number of variations: 

a. musarraha isti' ara. It contains only musta' ar-minhu, and is very 
popular in Pashto. 

Kazim Xan Sayda 

XP9le turi di p9 ea d9y n9n sre kri 
09 lid9 si bya p9 sro wino kak9ri 
For whose sake did you make your swords so red, 
One can see that they are again stained with blood. 

M osta' ar-lahu implied in this verse is the word ,,eyes". 

b. makniya isti'ara. It contains only musta'ar-lahu plus· an ad­
ditional phrase, connected in some way with musta' ar-minhii 

Kazim Xan Sayda 

'is'/;, yaw hase rang afsun p9 'alam wulwr 
09 'asi'/;, p9 toro st9rgo nabina d9y 
Love cast such a spell upon the colours of the world 
That the black eyes of the man in love are blind . 

c. asliya isti' ara. .A concrete concept is employed as musta' ar-
minhii, e. g.: sword, pearl, hiacynth, narcissus, ruby etc. 

ma d9 yar d9 max p9 bay k?e d9y lid9lay 
ea we da 09 tor nargis mund9lq,y n9si 
I have seen them in the garden of my belovecl's face, 
.And someone said you cannot find a black narcissus. 

d. tabi'ya isti' iira. In this figure musta' ar-lahii denotes activity: 
it is then a verb and not a noun. In the bayt below the verb 
implied is ,,to comb". 

.Abdul];{adir Xan Xatak 

l9 yayrata mi z9rgay tok9r tok9r si 
09 ye gwute p9 wi?to wahi siina 



170 

My heart was torn from pride 
When her fingers in her hair changed into a comb. 

e. mutla"f;ca isti' ara. In this trop an unknown object has been iden-
tified with musta' aar-minhu. 

ma pa max da mdzaki wulido mahtab 
ea xadzil tre da mahtab day ham aftab 
I saw a moon once on the face of the earth 
That put to shame both the moon and the sun. 

f. mitrasaha isti' ara. It contains a phrase thematically connected 
with musta' ar-lahit. 

Pir Muhammad Kakar 

sta da yafo la parhara ba roy nasem 
ea wistalay di pa zre laka naxeir yam 
The wound inflicted by your arrow will· never heal, 
You have hit my heart: I am like a naxeir 2• 

g. mudzarrada isti' ara. Not only does it present the thing but also 
names its features. 

Hamid 

na la ma da miM xoy wlar da butano 
na da dzawr o da dzaf a rasm la duy wlar 
Neither have I abandoned my habit of worshipping gods, 
Nor have they abandoned their tyranny and cruelty. 

B. Mitrsal madzaz. If relationship between the real and the alle­
legoric meaning is different from tasbih, the figure is classified by 
the Pashtuns as mursal madzaz, e. g. 

ra ta witkra pa de sro §undo bayan laz 
da zma pa u~o waeawa ihsan la~ • 
Tell me something with your red lips, 
Cast some favour on my shoulders. 

The word ,,lips" is used instead ,,tongue"; their physical pro­
ximity allows this. The connection between these two concepts is 

2 a kind of a mountain goat hunted by the Afghans; a wild animal 
(in general). 
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different from that postulated by tasbih. Mursal madzaz can be 
based on different types of relations, with the substitution of 
different names, e. g. a container can be substituted for the content, 
a cause for its effect, a part for the whole, a concrete idea for an 
abstract one etc. Thus in fact it is a metonymy or a synecdoche, 
but the examples of these figures, which are found in works by 
.Afghan theoreticians are not always obvious (like some of those 
which were discussed above, under tasbih). 
a. effect instead of cause: 

Mirza Hanan 

hie xabar mi bya da wrak jusuf ra naye 
ka ja'"f;cub ranga mi su wara mozgan spin 
I have had no more news of the lost Jusuph • 
Though my lashes turned white like those of Jakub. 

effect - ,,white lashes", cause - ,,weeping" (implied). 

Rahman Baba 

ay zma da zra arama rasa rasa 
sarwo "f;cada gulandama riisa riisa 
Come, come peace of my heart, 
Come, come my rose-like love with cypress-like figure. 

effect - ,,peace of heart", cause - ,,beloved" (implied). 

b. cause instead of effect: 

Hamid Masuxeyl 

hasi mor kram da yiir yam la xpala 'umra 
ea pa hal!c k?i mi itba da haywiin n?ali 
The longing for my friend made me so satiated with life 
That the water of life has dried up in my throat. 

cause - ,,satiety", effect - ,,dissatisfaction" (implied). 

c. the whole instead of a part: 

Rahman Baba . 

ea pezandam za ea 'asi"f;c na wam pa dzahii,n k?e 
os mi sta la ritya nitm raswa pa drast dzahan day 
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Who in the world knew me when: I was not in love, 
Because of you my name is now disgraced all over the 

[world. 

whole - ,,the world", part - ,,neighbourhood" (implied). 

d. a part instead of the whole: 

Pir Mahmad 

ah af siis ba ea rane za pir mahmad nakram 
ea na zra laram pa las k?i na dilbar 
0 how I, Pir Mahmad, have grieved 
.About not having the heart in my hand nor my beloved. 

part_:_ ,,hand", the whole - ,,the body" (implied). 

e. container instead of the contents: 

sta pg bazm k?i mi dzam da sarab wueii 
ka sayar mi ha easma da aftab wiie{j 
I have drunk a glass of wine at your feast 
.As if I drank a cup at the· sun's eye. 

container - ,,cup", contents - ,,wine" (implied). 

f. contents instead of container: 

.Abd~adir Xan Xa~ak 

pa ruymal mi u?ke wuee kre dad krey 
za faryad kram ta zma pa delasa se 
I wiped my eyes with kerchief, have mercy on me; 
I am in despair: let us be reconciled. 

contents - ,,tears', container - ,,eyes" (implied). 

3. Kinaya 

.A trop in which a simple term is substituted by a more complex 
one, consisting of a number of words often figurative. It can 
function as an allusion, where the task of making a suitable substi­
tution is left to the reader. It is then an equivalent of a periphrasis. 
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.Afghan poetics makes distinction between different types of 
kinaya, according to its hidden purpose: whether it aims to give 
a description, or express approval, reproof, command or prohiti­
tion. The type is also determined by the form in which the in­
tention is expressed. 

a. kinaya whose purpose is to express approval: 

• Hamid Masuxeyl 

da1·wiza la darwizgara nakasi da 
da f alak kaekol ta ma nisa kaekol 
Begging of a beggar is villainy; 
Do not take your beggar's bowl with you to the bowl of 

[Heaven. 

,,To take beggar's bowl" means here ,,to beg". ,,Begging" is the 
object of allusion. 

b. kinaya whose purpose is to give a description (the poet names 
one or more features of the object of reference): 

Zaryun Xan 

or mi bal da zra pa kor kra 
la har ea har ea ye tor kra 
.A fire was made in the house of my heart, 
Everything was turned black to everybody. 

c. kinaya, involving the relationship between a certain occurrence 
and the object referred to. It gives one or more features of 
a given occurrence, connected with man. Its purpose is a com­
mand or a prohibition: 

Xushal Xan Xa tak 

ta ea mata waye waya eok de wazni 
ta la xpalo stargo ywara da dzawab 
If you talk to me, tell me: who is going to kill you~ 
But demand the answer from your eyes . 

The poet mentions the ability ,,to kill" as a property qf ,,eyes" -
the thing which is connected with the object of reference (,,the 
beloved one"). 
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4. Tausihl 

The structure follows the principle of an acrostic. The first 
letters ~f consecutive bayts form the name of the poet who wrote 
the poem e. g. 

Gul Maluk 

gumrahano sara ma ga,J,awa dzan 
farmii,yglay dgy nabi axir zaman 

zg fuzulo badkarano suhbat makra 
bgl xabare t0 ywa~ ma ~da d0 nadan 

mu dam ggrdza pg medzlis kf i d0 nikano 
Zcayim osa p0 xp0l din k~i musalman . 

l0 guniili ba munaza wi haya ook 
c0 sana sif at tgl wayi p0 zuban 

warkaw0l b0l ta d0 xudai p0 namfJ §0 di 
p0 ~01:an k~i dasi wayi pak siibhan 

k0 de gandz l0ka ~arun pg diinya der si 
bi kaf ana tosa nesi wre d0 dzan 

Do not join those who go astray, 
That's the order that the last prophet gave us. 
With importunate malefactors do not talk! 
To the speech of fools do not listen any more! 
Be always ready to meet those who are good! 
Live as a Moslem, unyielding in your faith! 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 

etc. 

5. Siial au dzawab 

The characteristic feature of its construction is that in every 
verse the first misra' is a question, and the second one - the 
answ~r. The dialogue is that betw~en the poet and his lyrical 
addressee. 

3 Because of the peculiarity of Arabic consonantal writing used ?Y 
the Pashtuns the transcribed example of tausih may seem not qmte 
clear. The same refers to the examples of mu'amma and tadznis included 
later in the paper. 

we mi zulfe di p01· max wale tawi~i 
we nawruz da spa au w1·adz sara same~i 
, we mi wridze di Zinda ba?J,U di cg d0y 
we nawak di de 'asi~ pg zr0 carxezi 
we mi st0rgi di t0r kuma xunxari ka 
we da baz d0 f kar p0 wino na mare?i 
we mi ma ta sta d0 yaso ta'rif wukra 

. we zalgy da p0 lala kse° c0 wilezi 
we ~i xal di p0r max c0 w0ta ~kara k0r 
we yaw day p0r sina ?dem c0 yade~i 
we mi wuwaya 'iladz d0 zara c0 kr0m 
we baran dg rahmat f0 d0y c0 wari~i 
we mi 00 rang beltana l0 ma dzuda kre 
we ruh 00 rang fo ~aliba dzuda ke?i 
we mi z0 d0 ra~ib ziilm p0 'azab ~rgm 
we padas d0 xp0l 'amal d0rta ra~ezi 
we mi xwar fo Pir JYlahmad pg 'asi~0y kse 
we pg ma c0 mina kri haya xware~i 
I said: why do your curls fuzz all over your face? 

175 

She said: it's a new year, and the day is equal to the night. 
I said: your brows are like an arch; what are your lashes? 
She said: they are like arrows, aimed at a lover's heart. 
I said: how long will your eyes feed on blood? 
She said: they are hawks, never tired of blood hunting. 
I said: describe your teeth for me. 
She said: 'tis hail, melting in a tulip . 
I said: why did you make the beauty-spot visible on your face? 
She said: I [want to] leave an impress on your breast, so that 

[you remembered. 
I said: tell me, what medicine shall I find to cure crying? 
She said: it is good when the rain of mercy falls. 
I said: how did you make the parting part with me? 
She said: like the soul with the body parts. 
I said: I had been tortured by the rival's tyranny. 
She said: it is the payment for your deeds that comes to you. 
I said: Pir Mahmad has become a wretch in his love. 
She said: a wretch is the one fell in love with me. 
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6. Irsal-itl-masal 

Quoting a well-known proverb in a poem. 

ce m·be si ka1·e kala yanem kezi 
dey ristya ce ce kari haya axli 
One who sows rye, will not gather wheat. 
The truth is that one gathers what he had sown. 

7. Kis9y 

A puzzle, asking for the name of an object that was described 
in an indirect way, e. g. by giving its cause, reason,· resemblance 
to something else, etc. 

le pasa iayey sur bal'uc 
ayosti ye pindze .pandzos 
A red Baluchi has come from above, 
Dressed up fifty five (times) . 

.Answer: ,, an onion". 

8. Mu'amma 4 

Following the principle of a charade, a name a date or some 
other piece of information is interwoven into the poem in a compli­
cated way: Mu'amma can in general be fully appreciated only by 
an educated man, with some practice in deciphering poems of 
this kind. Tei understand the artistry of its structure, it is often 
necessary to be acquainted with the so-called d9 abdzado hisab, 
i. e. the form using letters of the .Arabic alphabet so that they 
stand for numerical values .. Thus having solved some kind of an 
algebraic problem, one finds out for words imposed by the con­
text, an additional level of meaning, which escapes the reader's 
attention at a normal reading. 

4 Of. footnote No 7. 

~ 

co c9 1iim lab ye namak axistay nad9y 
d9 yunas namaki ism p1·e haram sa 
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As long as half of the mouth the salt (taste) does not take, 
The salt (taste) of the name Jiinas is forbidden. 

y + w + n + s = n + m + k + -} (Z + b) 
10+6+50+60 = 50+40+20+-} (30+2) 

126 = 126 

In our next example, at least elementary knowledge of .Arabic 
is essential for understanding the mu'amma: 

b las po1·i si p9 max d9 gulbadan 
l9 yayrata ye xal pr9wiizi p9 Zaman 
When the hand is put on the rosylike one's face, 
From pride, the beauty-spot will drop upon the lap. 

The .Arabic word for ,,hand" is yad. Placed immediately after tha 
word ,,face" - max, it forms a new. word, maxid. Shifting the 
diacritical mark from above to under the line, we get the name 
Madzid, which provides the solution of the mii'amma 5 • 

9. Tadznis 6 

Based on play on words, it employs a specific poetic technique, 
involving using similarities of sound and gTaphic representations 
of words. In Afghan poetics (like in Persian poetry), seven kinds 
of tadznis are differentiated. 

A. Tam tadznis. The sound and graphic representations of the 
words are identical, but they differe in meaning. 

Jirak p9 ma xori d9 zergi wini 
asna mi n9sta allah mi wini 
Separated, I live on the blood of my own heart, 
My friend is not here, Allah sees. 

wini -1. ,,blood" 2. 3rd person sg. praesentis of the verb lid9l -
,,to see". 

5 Of. the example of mu'amma in WT, p. 68. It is a very similar one. 
6 Of. footnote No 7. 

13 - Polia Orientalia, t. XIV 
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B. Na"lf,is tadznis. The graphic representation of words is identical, 
but they differ in pronunciation. 

d9 yar yam rasara 09 way9m ce 09 kri 
t9l mi wini d9 zr9 r9wi l9ka r9we 
What shall I say, what does the longing for my friend do to me, 
It keeps sucking the blood of my heart like a witch. 

r9we- ,,witch"; r9wi - 3rd person sg. praesentis of the verb 
rawd9l - ,, to suck". 

C. Zaid tadznis. One of the two similar words has an additional 
morpheme at the beginning, in the middle or at the end. 

d9 dzah~n p9 max ba ij,er wi se maxuna 
wale zre mi sta W9 max ta wiikra xuna 
On the face of the world there is perhaps many a beautiful face, 
But your· face is home for my heart. 

max - ,,face"; maxuna - plural from the noun max; xuna -
,,home". 

D. Miirakkab tadznis. Two words which occur together make the 
graphic and sound representation of another single word. 

sta p9r max bandi orbal d9y 
dz9ka or bal mi p9 gog9l d9y 
You have a fringe of curls over your face, 
.And this is why I have the fire buming in my breast. 

or - ,,fire"; bal - ,, burning"; or bal - ,,fire burning"; orbal -
,,a fringe of hair". 

E. Mukarrar tadznis. Two words which are placed together have 
such sound and graphic representation, that the first differs 
from the second only by an additional semantem in initial position. 
Pir Muhammad Kakar 

buy d9 zulf o c9 mi ter su masam sam 
W9 bulbul ta mi d9 zre zdi gulandam dam 
The fragrance of your curls passed through my nose at night, 
For the nightingale of my heart, the one with the roselike body 

[lays a snare. 
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masam - ,,nose"; sam - ,,night"; andam - ,,body", ,,figure"; 
dam - ,,snare". 

F. Motraf tadznis. Except for a single letter, the two words used 
have identical sound and graphic representation. 

d9 yar yad foka say"lf,al zr9 pre safa ka 
aine di d9 xatir wuniw9 zang 
ta c9 rang d9 mayo wark9r d9 labano 
or di pore k9r p9 kor d9 mayxarano 
Let the memory of your friend brush your heart like a polish, 
The mirror of your soul been covered with rust. 
When you gave the colour of wine to yom· lips, 
You lit the fire in the house of those who drink the wine. 

yar - ,,friend"; yad - ,,memory"; zang - ,,rust"; rang - ,,co­
lour"; or - ,,fire"; kor - ,,house". 

G. Xatti tadznis. The only difference in the graphic representaton 
of the two words is the placing or number of diacritical marks; 
in consequence, in pronunciation they differ by one sound only. 

c9 p9 toro st9rgo tor randza si pore 
l9 yawe tore bala paoi s9l nore 
If we add some black randza 7 to black eyes, 
Out of one black witch, a hundred others will rise. 

pore - a postposition; tore - pl. fem. of tor - ,,black"; nore - pl. 
fem. of nor - ,,other". 

'ayadat p9 zahfr sakl 'ibadat d9y 
p9 nu"lf,ta t9r 'ibadat ziyad 'ayadat d9y 
In its outward shape, visiting the ailing is a prayer, 
But there is more point in 'ayadat than in 'ibadat. 

'ibadat- ,,prayer"; 'ayadat- ,,visiting the ailing". 

The poem makes use of the fact that in its written form the 
word 'ayadat has more diacritical marks than the word 'ibadat. 
Also, in Islam visiting the ailing is considered a greater merit than 
saying a prayer. 

7 a mineral used for curing and painting eyes. 
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10. Talmih 

The contents of the poem appeal to some extra-contextual 
knowledge on the part of the reader. In general, it is the hint of 
literary or historical character. 

da dunya pa dusmanay .kse 'isa wiixot wa asman ta 
pa dustay kie ye la dzi taxt os-sarata lf,arun hase 
Amidst the enmity of the world Jesus rose to Heaven, 
~arun, even when among friends, goes to the very bottom 

of Hell. 

11. Tabalf, 

Also called tazad or talf,abol. In every bayt words occur that are 
opposite in meaning (e. g. laughter: crying; grief: joy; friend: 
enemy, etc.). The function of these antonyms is to emphasize 
contrasting ideas or feelings. Their frequent occurrence is connec­
ted with the use of antithesis or even sometimes oxymoron. 

marg la tande pa mazhab zma behtar day 
na zwandum da ditn himato pa ubo 
In my religion, dying of thirst is better 
Then living, thanks to the water of the mean. 

. har sahar stargi da gul pa oio ij,a1ci 
pa da bay ki bi zaralo xanda nasta 
Every morning, the eyes of the flower are full of tears, 
In this garden, there. is no laughter without crying. 

da ayyar pa siwat or yam ea lagi?am 
laka gul tar o taza pa las da yar yam 
For the face of my enemy, I am like fire burning, 
Like a flower, fresh and moist, for the hand of my friend. 

co mi sta da 'islf, xwari hiimra iadi da 
ka mi wraka da xwari swa nor ba xwar sam 
As long as the grief of love exists - the joy exists, 
When I lose this grief, it is only [then] that I'll be sad. 
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fo adaba ye max ta katay nasam 
xiidai ra piia dzudai kra pa waslat k?e 
For the sake of decency, I cannot look into your face, 
The God who had joined us had made the parting our destiny. 

12. Mura'at iin-nazir 

,,Harmony of imagery" is a favourite oriental stylistic figure. 
Its basic principle, roughly speaking, is accumulating inside one 
bayt a maximum number of concepts, belonging to a given notional 
sphere; e. g. light, bright, ligtning, brilliance, sun-ray, etc. 

wa kakitl ta di kafi da riixsar gul day. 
hadzat nalari W'J 'atr O 'ambar ta 
For your curls, the flower of your cheek is enough, 
The need neither parfume nor ambergris. 

ma' foki hamesa naz pa 'asilf, kandi 
rah~an hie la xpala yara azar naday 
The beloved one· will always tease the lover, 
Rahman's friend never saddenes him. 

13. H usn-e ta'lil 

The chief principle of this stylistic figure is that the poet, when 
described a certain fact, phenomenon or occurrence does not give 
the real reasons for its development, but allows his creative imagi­
nation to provide a fantastic explanation. Due to antropomorphisa­
tion, in the framework of poetical imagery normal existence of 
Nature's products becomes a new relationship, psychologically 
motivated and everlasting, with a stronger appeal to the reader's 
imagination. For example, ·it is a well-known fact that narcissuses 
blossom earlier than roses. When the rose bursts into flower, the 
narcissus is already fading. The poet tells us about it in the fol­
lowing way: 
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Hamid Masuxeyl 
00 nazar ye d0 gulrux si{lfi p0 max su 
de nargis l0 lasa dzam prewot naskor sii 
When salf,i with rosy cheeks looked into his face, 
The narcissus dropped his cup and fell down himself. 

14. Laf aii nasr 

The principle of this trope is that the poet first talks about 
a given fact or occurrence in a general way and only afterwards 
makes his picture more precise and detailed, lists its particular 
features, etc. 

Xushal Xan Xatak 

p0 dzan au p0 dzahan kii ma dwa ciza di wuki0li 
p0 dzan ·kie dwara st0rgi p0 dzahan kie wdra lcui0li 
In myself and in the world I have chosen two things, 
In myself - the two eyes, in the world - all that is beautiful. 

gulgiine o?e sar0 ahuna 
c0 l0 st0rgo c0 mi l0 zr0 wiizi 
Rosy tears and cold sighs -
(That's) what comes from my eyes and from my heart. 

15. Mubalaya 

A poetic figure, based on the magnification and intensification 
of features, ascribed to given occurrences. It is a very popular 
device of verbal expression. Afghan poetics differentiates between 
several kinds of hyperbole - the criterion for the division is an 
appeal to common reason or generally accepted habitual norms. 

A. Tabliy miibalaya. A hyperbole, acceptable in terms of both 
custom and common reason. 

l0 Xiishal sara ka k?eni yawco kala 
da d0 Xatak .ba wara sa'iran si 
If they sat for a couple of years next to Xushal, 
All the Xatak from this mountain would become poets. 
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B. lyrii!c miibalaya. The hyperbole is acceptable in terms of reason 
but has no customary justification. 

zr0 mi dasi andiino hidzran i/,ak ki 
dzay d0 wasl p0kfi n0sta yaw xasxas 
My heart is so full of the grief· of ·parting 
That there is no place for reunion in it, not even as small as 

[a single poppy seed. 

C. yiiliiw mubalaya. The hyperbole lacks justification - both in 
terms of reason and custom. It occurs very frequently. Going 
beyond the limits of praise, it allows for a particular flexibility 
of style. 

w0 asman ta ba d0 se'r zini ksezdi 
lea hamid d0 yam l0 sara zangu;,, wuki? 
Hamid would rise the stairs of poetry to heaven 
If he· only lifted from his knees his worried head. 

16. Takrar husn 

A basic feature of rhythmization. It bases on periodical re­
occurence of sameness of certain complete elements (words, groups 
of words, lines or stanzas). It creates the mood of predictability 
and anticipation which, becomes the source of aesthetic pleasure. 
The repetitions emphasize the meaning, magnify the emotional 
impact of an expression, etc. One of the types of takrar hiisn is 
the so-called radif. 

sta malalo st0rgo zr0 l0 ma na yuw0r 
ahucasma giilruxsara rasa rasa 
c0 ham is di d0 ayyar p0r lor saf ar d'Jy 
yaw dzal yar ta l0 ayyyara rasa rasa 
Your sad eyes have captured my heart from me, 
Come, come, you rosy-cheeked with the eyes of a gazelle. 
You always turn towards strangers, 
Come, come, but once, do come from strangers to a friend. 

fa ahwala ye wro wro pii?t0y yarano 
beltana d0 rahman war d0y xata kre 
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bya ratfa di wg dzahiin ta bgl war ng§ta 
bgl war ng§ta bgl war ng§ta war di da 
.Ask him about his fate, his friends, ask one by one, 
Parting has led Rahman astray. 
There is no second coming to this world, 
There is no second time, no second time, just the one time. 

The poet purposely suggests to the reader that he does not 
recognize a certain fact or finds it difficult to identify. It is meant 
to rise misleading associations. 

da bawra dgy rfg pn pa1Ja dg gul nast dgy 
ka pgr max dg gulruxsar da tora zgxa 
Was it a black butterfly that sat upon the rose petal, 
Or was it a black beauty-spot on the rosy face? 

da ye stgrgi di fa zau?ca zma diJ zra pa •ywaio niati 
ka ahu gul da lala xuri pa dahasi damana ksi 
Is it that her eyes desire to nestle in the flesh of my heart, 
Or is it a gazelle, feeding on tulip flowers in this valley? 

18. Hosn-e ma!cta' 

.A. sudden and unjustified breach of the poem at an interesting 
point. 

da iadmano pa xanda ~u 
da yamdzino pa zara ~u 
da randano pa randay 
da seyxano pg ta?cwa ~u 
da wasal pa sel xwaigy 
da hidzran pa zar bala zu 
da bahar pa io goluno 

da biilbiilo pa nawa ~ii 
ea tar dzan pa ta maym ygm 
ze X ushal X atak pa ta ~u 
By the laughter of the gay - I swear, 
By the crying of the sad - I swear, 
By the dissipation of the dissolute, 
By the devotion of sheikhs - I swear, 
By hundreds of joys of reunion, 
By thousand of miseries of parting - I swear, 
By beautif flowers of spring, 
By the singing of nightingales - I swear, 
That I love you more than I love myself 
I, Xushal Xatak, it is by you that I swear. 

185 

.Arabic-Persian influences upon .Afghan poetics have been con­
siderable, which can be easily explained in the light of historical, 
geographical and social facts. .Afghan independent state was 
constituted as late as the middle of the 18th century and until 
then .Afghan history was very closely connected with the history 
of the neighbouring countries. Until recently Persian was the only 
official language in .Afghanistan 8 • One more fact has to be con -
sidered, namely, the domination of Persian -.Arabic culture until 
the middle of the 19th century, reaching as far as what today is the 
territory of India. This contributes to the idea of the Pashtuns 
as the people almost completely ,,enclosed" by this culture. 

Comparing .Afghan and .Arabic-Persian poetics one can find 
a number of important analogies as well as differenced. Differences 
can be seen primarily when comparing folk poetry and prosody, 
whereas the consideration of terminology, of borrowed poetical 
forms (.Arabic and Persian) and of the classification and criteria 
of distinguishing the poetic figures reveal similarities between 
the two theories. 

.A. number of terms used in Pashto have been taken over from 
.Arabic-Persian terminology any changes ( except slight phonetic 
modifications of the word) e. g. tasbih, madzaz, irsal-ul-masal, 

8 Pashto was recognized as an official language as late as 1936. 
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layz, mu'amma, tadznis, talmih, mura'at un-nazir, hiisn-e ta'lil, 
mubalaya etc. Nearly all others are copies of .A:rabic-Persian terms, 
e. g. tam tadznis, siial aii dzawab, mursala tasbih, da tasbih adat, 
iyra~ miibalaya, laf au nasr and others. Afhan original terms occur 
only exeptionally, and even they occur along with Persian-.A:rabic 
terms, e. g. kisay. 

Classification of the figures of speech reveals equally clear 
similarities. The distinction between various types and explication 
of tadznis or miibalaya are identical in Afghan and .A:rabic-Persian 
poetics 9 . But the classification of tasbih is not identical 10 although 
it is difficult to make very definite comparisons since Persian 
scholars themselves are not unanimous on the subject. What 
certainly is identical are .A:rabic terms denoting the thing or idea 
to be compared and the one compared to, tertium comparationis 
and comparative adverb. 

There are differences as regards other figures as well. Este' are 
and madzaz are two different figures in Persian poetics whereas 
in Afghan poetics isti'ara is a kind of madzaz: a figure broader 
than metaphor, including metonymy and synecdoche as well, 
but narrower than trope in general (it does not include litotes 
or hyperbole). Persian poetics does not make detailed distinctions 
between various kinds of metaphors. It does distinguish though 
two ways of quoting a proverb depending on whether one or two 
proverbs are quoted in the bayt. Besides hosri-e makta (,,a beautifu 
ending of the poem) hosn--e matla' is mentioned (,,a beautiful 
beginning"). A.part from these two, there are hosn-e lotf, hosn-e 
taxallos, hosn-e adab, hosn-e talab, hosn-e ta'lil. Afghan poetics 
does not include all of these. 

In Afghan theory tausih is a figure in which initial letters of 
successive bayts form the name of the author. According to Persian 
poetics these can be either initial or terminal letters of either 

9 Of. QR, WT and FR. 
In QR the figme tadznis-e mokarar is exceptionally called tadznis-e 

mozdawadz . .As regards mubalaya QR is the only work that does not 
offer a classifixation and mentions only one figme eyra'f!,. 

10 The only analogy can be seen in the discussion of the type of 
simile called taswiya tasbih in which there are two or more musabbah 
and one musabbah-bihi. 
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bayt or misra'; which apart from forming the author's name can 
also form an extra bayt (thus constituting an extra level of meaning, 
not always obvious) or even a complet short poem. 

Afghan poetics does not include all the figures which occur 
in Persian poetics. Some are omitted, others are classified diffe­
rently. Kinaya, for example, is considered a separate figure by 
Afghan poetics whereas Persian poetics treats it as a kind of 
simile~ tasbih-e kenaye 11 • Such figures as i'dcid, eltefat, hasw, 
~alb-e maaab, madh, zamm and some others are not mentioned 
at all. A. close comparison however is not possible since it is not 
certain which poetics - Afghan or Persian - should be considered 
standard and authoritative and, which views can be dismissed 
as not typical. 

Further evidence of the influences I have been discussing is 
the fact that Afghan rhetorics has been, after Arabic model, 
divided into sections: da badi' 'ilm and da bayan 'ilm. These terms 
are evidently copied and the classification is taken over from 
.A:rabic rhetorics. 

Afghan da badi' 'ilm is concerned with acrostic, with quoting 
a proverb or a riddle, with charade, the structure sual au dzawab, 
with pun, allusion, antonyms, mui•ii,'at un-nazir, husn-e ta'lil, 
laf aii nasr, hiperbole, repetitions, tadzahul-ul'arif and so-called 
,,beautiful ending". Da bayan 'ilm is concerned with simile, me­
taphor, metonymy, synecdoche and periphrasis. 

It cannot be maintained that the elements of .A:rabic-Persian 
poetics have been taken over by the Pashtuns through Persian 
mediation exclusively. Undoubtedly there have been more direct 
contacts as well, and the Pashtuns must have been acquainted 
with the works of .A:rabic scholars 12 . 

The above remarks are, of course, far from complete; they 
only signal some of the problems. 

11 .According to QR tasbih-e kenayat. 
12 What can serve as evidence of more direct A.rabic-A.fghan con­

tacts is the fact that there are over 50% of .Arabic words in the Pashto 
compared to 40% in the Persian. Skalmowski W., A Note on Per­
sian and Arabic Loanworcls in Piishto, ,,Folia Orientalia", T. VII, 
Krakow 1966. 
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.A.b breviations 

WT - Baxn.n; Ta6ptt3H, ,UlliaM.H-H M.Y~Ta~ap (TpaI<TaT O II03THI<e), 
MomBa 1959. 

QR - Shamsu d-Din Muhammad ibn Qays ar-Razi, Al-M1,i'jam 
Ji ma' ayiri ashari l-ajam (A treatise on prosody and poetic 
art of the Iranians), Teheran 1935. 

FR - Friedrich Riickert, Grammatik, Poetik 1,ind Rhetorik der 
Perser, Gotha 1874. 

JADWIGA WISNIEWSKA-PISOWICZOWA 

FOL1A ORIENTALIA 
TOME XIV 1972-73 

QUELQUES REM.A.RQUES SUR L'.A.RT DE NIZ.AMf D.A.NS 
SON POEME HAFT PAI KAR 

La forme de tous les poemes de Ni~ami est celle dite ma!navi 
qui comprend une quantite illimitee de vers (bait) rimant toujours 
ses deux hemistiches. Pourtant la mesure varie d'un poeme 
a l'autre. Pour Haft paikar le poete avait choisi la mesure dite 
0afif 1, a six pieds, legere et vivace, et dont la forme classique est: 

/-u--/-- u_/_u ___ / /_u __ / __ u_/_u __ / 

(ja'ilatun, m1,istaf'iliin, fa'ilatwi) (fa'ilatiin, m1,istaj'ilun, fa'ilatun ). 

Toujours est-il que le 0afif, dans sa forme de base, ne se ren­
contre jamais dans la poesie persane, l'oreille d'un Perse ne le 
trouvant assez harmonieux 2 • En effet, la mesure en question subit 
toujours des modifications qu'on appelle zi?iaf en l'art poetique 
persan. Vu que le 'a1·u<J, persan n'en connait pas moins que trente­
-cinq, les possibilites de manier et transformer le vers dont dispo­
sait Ni~ami etaient considerables. D'ou vient que le 0afif, dans 
le Haft paikar, revet des formes variees. Le plus souvent il se 
presente comme suit: 

/_u __ /u_u_/uu_/ /_u __ /u_u_/uu_/ 

par exemple (Haft paikar, chapitre 37, vers 19, page 223) 3 : 

l bafif veut dire ,,leger". 
2 Va}:iid Tabrizi, Gam'-i-muata$ar, Moscou 1959, page 73 (du 

texte persan), § 115. 
3 Tous les exemples sont cites selon l'edition de H. Ritter et 

J. Rypka: Heft Peiker, ein romantisches Epos des Niziimi Gen/je'i, 
Prague 1934. • 


