Handout 1 Sufi Elenents in the Medieval
Hindi Love Poetry

Brief Plot Qutline of the Representative |ndo-Sufi Masnav”s

Candayan: Conpleted in 1379, conposed by Daud,
Candadyan is, according to MGegor, "---the first nmajor
work of Hindi literature which stands in clear view, free of

uncertainties as to date, authenticity and place of origin
(McGregor 1984:26).a@e Mahar Sahdev's queen Phul &ré&n” gives
birth to a beautiful daughter Candd. Wwen Cand& is but four
years old, she is married off and sent to live in her
father-in-lawes househol d. However, twelve years pass after
Cand&as marriage but her husband Bavan is incapable of
consummating the narrige. Finally, Cand& returns back to
Govar to live with her parents at age seventeen. Here, at a
festive occasion, brave Lorik and Cand& see each other and
fall in love at first sight. Lori kes devoted wife, Ming,
is very hurt when she learns of her husbandss affair with
Cand&. During a chance encounter between the two women a
physical struggle occurs. Shortly after this incident,
Lorik, who is forced to make a choice between the two wonen,
el opes with Candd across the Ganges. After a long journey
and nmany adventures, Lorik returns home to live with Miina
along with Candad. Once again, there is a conflict between
Mai nd and Canda but Lorik successfull resolves it.

MBgavat” was conposed in 1500 by Kutuban who lived in
Jaunpur . Prince Rajkuwar caught a glinpse of a very
unusual fenale deer, ngg”", on one of his hunting
expeditions. Before he could get to it, the deer vanished.
The prince became conpletely obsessed wth the deer.
Through many seasons, he remained conmitted to finding the
deer. One day, the prince by chance arrived at a pond where
seven nynphs were bathing. He recognized MBgévat” as one
of the seven apsaras. But before the prince could go
closer, the nynphs flew away. Nevertheless, the prince
found out that if he stole the very clothes which MRgavat”
had left by the side of the pool, she will not be able to
get away. In this way, Rajkuwar got a chance to talk to
MBgavat . He convinces her of his |ove and soon the prince
and Megdvat” were united in matrinony.

One day when the prince went away to visit his father,
MBgavat ~ | ooked for her original clothes and found them
Wearing these, she took off to her fatheras kingdom in
order to test the sincerity of Rajkuwaras devotion for her.
Upon his return, when Rajkuwar |earned that MRgévat” had



left him he was deeply distressed. After a nunber of
danger ous expeditions, in one of which he rescued a dansel
R'pnmini from a denmon, Rajkuwar found Megdvat”. On the way
back to his kingdom he brought R'pmini also back to his
pal ace al so. Once when Raj kuwar was hunting, he fell from
an elephant and died. H's queens committed sat” at his
funeral .

Padmévat is by far the npst fanmpus |ndo-Sufi
masnav®. |t was conposed by Malik Mihammad Jayasi in 1540.
Ratansen, the ruler of Chittore, buys a very acconplished
parrot who tells him of the inconparable beauty, Padnévat”,
the princess of Siphala. Rat ansen |eaves his kingdom
becomes a yogi and after enduring many difficulties,
ultimately finds and marries Padmivat”. In the absence of
Rat ansen, his wife Nigamat” suffers the pangs of
separation. However, Ratansen returns to Chittore along
with Padmévat".

Alauddin Khilji learns of Padmvat”as beauty from a
disgruntled Brahmin who was previously associated wth
Ratansenas court. In the hopes of getting Padmivat”,
Al auddin decides to attack Chittore. However, in the

neanwhile, Ratansen is killed in another battle. Both
Ndgamat ~ and Padmévat” imol ate thensel ves on their husband
Rat ansenas funeral pyre. Utimtely, Chittore falls to
Al auddi n, but Padnévat” does not.

Madhumdl at  was conposed by Manjhan in 1545. Prince

Manohar, when he was asl eep, was taken by the nynphs to
princess Madhumélat” to see if the two would make a
suitabl e couple. Leaving them asleep side by side, the
nynphs went to play. In the neanwhile, Manohar and
Madhundél at* woke up and began to speak to each other. They
fell in love. Upon their return, the nynphs were renorseful

at what had happened and took the prince back to his
pal ace. Manohar burned in the fire of love in separation.
He became a jogi and set out in search of Madhumélat”.
After facing many dreadful and hopel ess situations Manohar
finally found Madhum@l at”. They got married and she cane to
live with himat his pal ace.

Brief plot outline of the non-Sufi prendkhydns:

Thold Mar® r& d"h& is wdely considered to be the
ol dest of the non-Sufi premékhydns. ® Kushal L&bhas version
of the story was reconposed in 1560.% Prince Thol& and
princess Mrava?® were married to each other in their
chil dhood under unusual circunstances. Both continued to
live with their own parents. Wen ihol & became a youth, he




married another princess. Wen Mrava?* becane a young
wonman, she saw her husband Thol& in a dream Now she wi shed
to be with her husband. Many nessages were sent to invite
Thol& to come and get his bride, but to no avail. However,
when Marava?” sent a nessage describing to Thola, her own
longing and suffering in Tholdas absence, he too
experienced feelings of love for Mrava?*. He set out to
bring her home. After the gaund, consummation, cerenony and
festivities Thol & brought his bride back to his pal ace.

Mai na- sat was conposed by Sadhan in approxi mately
1567.° Like Candayan, it is inspired by the folk-tale of
Loriki . Mai nd was a chaste woman. Her husband el oped with
anot her wonman. |n her husbandss absence, the prince of that
city sends a wonman, Ratn, to plead with Maind to wn
Mai ndas favors for hinself. Ratnd tries to convince Mind
that she should forsake her loyalty and devotion for Lorik
because he was not true to her. Mai n&, however, in a
barahmésd, describes her own suffering and repeats her vow
of loyalty to her husband Lorik to her last breath. As
Mai nd pl edged her sincerity for Lorik, she realized the
true identity of Ratnd. Recognizing her to be a pinping
bawd, Maind had Ratndas head shaved and had her parade
through the city streets (Pandey 1982:135).

Madhavanal  Kamakandl &: The love story of the
courtesan Kamakandal & and the Brahmi n Mdhavanal has been
inspired by a Sanskrit conposition of the sane nane.
Madhavanal  Kamakandl & is also known as Mdhavénal a-
Akhy8nap or Mdhavénal a Natakap. It was conposed by poet
Anandadhar in approxi mately 1300.° Since then this work has
inspired many non-Sufi as well as  Sufi narrative
conposi tions.’

In nost recensions of this love story, the plot
devel ops along the follow ng lines. Madhava and Kanakandal &
are incarnations of Kamadeva and Rati, god and goddess of

beauty and |ove. Mdhava, the handsome and acconplished
Brahmin, is a courtier of King Govinda Candra of Pu?pavat”
city. The young women of Pu?pdvat” are totally in love with
the handsome Mdhava. Consequently, King Govinda banishes
Madhava from Pu?pévat”. Mdhava finds a position at king
Kamasenass court where Mdhava and the royal courtesan
Kanmakandal & see each other and fall in love. Wen Kamasena
learns of their affair, he also orders Mdhava to |eave
town. In great distress, Mdhava proceeds to Ujjayani, the
capital of king Vikramdditya, in the hopes of getting sone
hel p. After testing Mdhava, Vikramiditya is convinced of
his love for Kanakandal a. He declares war on Kamasena.



Kamakandal & al so undergoes tests to prove that her devotion
for Mdhava is steadfast. Finally, the two lovers are
united by Vikranaditya.® Madhava and Kamakandal & get
married.

Nal a- Damayant* kat ha was inspired by the story of
Rija Nala and his wife Damayant” in Mhabharata, in the
Nal opakhyana of the Vana-parva. Later conpositions such

as [r~har?aas Nai ?adh“ya- caritam conposed in Sanskrit® and
Fai zi @ Nal - Daman conposed in Persian'® were also inspired
by the Nal opdkhyana.

Narapati Vyas of Ujjain conposed Nal a-Damayant” katha
in approximately 1575. Except for the introduction of a
few new episodes, the story-line basically follows the
story in the Mahdbh&rata. ' R3j& Nala heard of the beauty
of Damayant” and fell in love with her. He went to her
svayapvar a. Damayant” had also fallen in love with Nala
and selected himto be her husband. Later, in ganbling Nala
forfeited his entire kingdomto his brother. He had to live
in the forest with his wfe Damayant”. One day, Nala
abandoned Damayant” when she was asleep. Upon waking up in
the woods, when Damayant” did not find Nala, she was
terrified. Hearing her cries, a hunter approached her and
tried to conpromise her chastity but he was not successful.
Damayant” experienced terrible hardships and sufferings
while she |ooked for Nala. Nala who was very know edgible
in appraising horses, lived in disguise and took up a job
as a chariot driver. Utimately the two lovers are united
at a Aecond svayapvara/k 2
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Chronol ogi cal Account of the Indo-Sufi Msnavis

Narme of the Author Conposi tion date
Mul | a Daud Candayan 1379
Shai kh Kut uban MRgévat » 1503
Mal i k Muhanmmad Jayasi Padmévat 1540
Manj han Madhundl at » 1545
Shai kh Usman Gitraval » 1613
Kavi Jan (12+ masnav”'s)

Shai kh Nabi Gyand~p 1618
Hussain Ali Puhupavat »

Qasi m Shah Hapsa- j awdhar 1736
Shai kh Ni sar Y suf Zzul ai Kha 1790
Shah Naj af Ali Sal oni Akhar dvat »

Khwaj a Ahnmad N'rj ahan 1905
Nasi r Prem Dar pan

1725

1809

1917
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The wultimate triunph of love in the face of
adverse circunstances as their defining characteristic, the

nedieval Hndi love narratives conposed in Awadhi, the
eastern npost dialect of Hndi flourished. Mst scholars of
Hindi literature agree that Candayan (1379), ), Mrgavat”"

(1503), Padmévat (1540and Madhumélat” (1545), may be
consi dered the representative conpositions of the I|ndo-Sufi
love narratives and Tol& mir® r& d'h&  Min&-sat,
Madhavanal Kanekandal & and Nal a- Damayant” kat ha may
represent the genre of premékhydns. 2 Before beginning to
di scuss the specific characteristics of these works it nay
be interesting to briefly examine the plot outline of a
representive work of the premdkhyan and the Indo-Sufi |ove
narrative.

Candayan: conpleted in 1379, conposed by Daud, is
according to MGegor, "---the first mgjor work of Hindi
literature which stands in clear view, free of uncertainties
as to date, authenticity and place of origin (MG egor
1984: 26) . a@e Since Candayan is the pioneer work of the Indo-
Sufi love narrative and has served as a nodel for the
subsequent conpositions of this genre, let us consider it as
the representative work of its genre.

Mahar Sahdev's queen Phul &rdn® gives birth to a
beautiful daughter Candd. Wien Cand& is but four years old,
she is married off and sent to live in her father-in-|awes
househol d. However, twelve years pass after Canddas narriage
but her husband Bavan is incapable of consunmating the
marrige. Finally, Cand& returns back to Govar to live with
her parents at age seventeen. Here, at a festive occasion,
brave Lorik and Cand&d see each other and fall in love at
first sight. Lorikes devoted wife, Maind, is very hurt when
she learns of her husbandes affair with Candd. During a
chance encounter between the two wonen a physical struggle



occurs. Shortly after this incident, Lorik, who is forced to
make a choice between the two wonen, elopes wth Canda
across the Ganges. After a long journey and many adventures,
Lorik returns hone to live with Maind along with Cadnda. Once
again, there is a conflict between Maind and Candd but Lorik
successfull resolves it.

Al though Thol& Mar” rd d"hd is widely considered
to be the oldest of the non-Sufi prenmékhy&ns. 2  (Kushal
Labhas version of the story was reconposed in 1560), let us
consi der the Nal a-Damayant” kathd, inspired by the story of
R3j& Nala and his wife Damayant” in Mbhabhdrata, in the
Nal opdkhy&na of the Vana-parva, as the representative work
of the premikhyan genre because |ater conpositions such as
ir~har?aas Nai ?adh“ya- caritam conposed in Sanskrit® and
Fai zi @ Nal - Daman conposed in Persian'® were also inspired
by the Nal opdkhyana.

Narapati Vyas of Ujjain conmposed Nal a-Damayant” katha
in approximtely 1575. Except for the introduction of a
few new episodes, the story-line basically follows the
story in the Mahdbh&rata. ' R3j& Nala heard of the beauty
of Damayant® and fell in love with her. He went to her
svayapvar a. Damayant” had also fallen in love with Nala
and selected himto be her husband. Later, in ganbling Nala
forfeited his entire kingdomto his brother. He had to live
in the forest with his wfe Damayant”. One day, Nala
abandoned Damayant” when she was asleep. Upon waking up in
the woods, when Damayant® did not find Nala, she was
terrified. Hearing her cries, a hunter approached her and
tried to conpromise her chastity but he was not successful.
Damayant” experienced terrible hardships and sufferings
while she |ooked for Nala. Nala who was very know edgible
in appraising horses, lived in disguise and took up a job
as a chariot driver. Utimately the two lovers are united
at a Asecond svayapvaraZ& (Actually there was no second
Asecond svayapvara, Buck 1982:135-6 for details).

The following are sone observations on the Love
narratives conposed in the nedieval Hindi. The |ndo-Sufi

narratives, and the premikhyan traditions, along wth
vernacul ar conpositions simlar in nature, share many
common features. For exanple, both the genres, the Indic
Sufi narratives and the premikhydnas, often turn to a
common pool of literature and folktales for inspiration.
Wthin the body of the text, a picture, a dream or a

description of the beloved acts as the agent which plants
the seeds of love in the loveras hearts; in nmpst cases, the
guru or the spiritual preceptor plays a significant role;



the hero and the heroine often have a friend or confidante
to help them through the crucial situations. The friend is
often instrunental in sending nessages, etc.

However, in the premékhydn tradition, the narrative
focuses on the chastity of the heroine. In terns of her
physical purity, when faced with tenptation, the heroineas
singul ar devotion for her spouse, and her self restraint is
tested over and over again. Her suffering exceeds the

suffering of the hero by far. In all four of the
premékhyans mentioned above, the heroine suffers through
unspeakabl e hardships in the absence of her husband. In

Mai n&-sat, Midhavanal Kamakandl & and Nal a- Damayant~ kat ha
the heroines are tenpted to have physical relations wth
men other than their Jlawfully wedded husbands. This
situation, when a worman is tested for her fidelity and
loyalty to her husband, is called sat”“tva par”~k?3, the
test of chastity.®® However, in each case the heroine
appreci ates that her physical chasity and purity is the
only neans to denpbnstrate that her devotion belongs to her
husband exclusively. The purity of the heroineas physical
body is therefore a very powerful synbol for her enotional
and spiritual commttment to her husband. GCccurrences of
this nature establish that in the premikhydn tradition, a

significant identifying characteristic is the physical
purity of a woman; it equates to her spiritual power.
Eventual ly, the heroines of all of the premikhydns are

united their spouses and the story ends on a happy note.

The above values are not observed in the literary
tradition of the Indo-Sufi love narratives. The suffering
and commitnent of the hero is accented, as opposed to the
heroine. The sincerity of the hero is subnmitted to nunmerous
strenuous tests. For exanple, conpared to the sufferings of
Canda, Padmévat *, MRgavat A and Madhundl at », t he
difficulties which Lorik endures and the risks he takes in
order to be with Candd, the pain which Rajkuwar bears in
MRgdvat “as absence, the perils through which Ratansen
passes to neet Padmivat”, and the circumstances Manohar
goes through to get to Madhunél at”, are far nore trying and
of much Jlonger in duration. In short, in the aSufie
narrative tradition the story focuses on the pain the hero
suffers due to his separation, viraha, from the bel oved.

In the Indo-Sufi love narrative tradition, the description
of the heroas viraha plays the same role as the
description of the heroiness sat”tva plays in the

premdkhydn tradition in providing the proof of conmmttnent
to the spouse.



In the Indo-Sufi tradition, the heroine is often
portrayed as bei ng unconpassi onat e and at times
deliberately inconsiderate of the condition of the
suffering hero. The hero of the masnav® has to prove his
sincerity and commitnment by going through long ordeals. In
Cand&yan, when Lorik tries to scale the palace bal cony by
throwing a scaling hook, Canda deliberately disengages the
devi ce. Sinmilarly, in MRgdvat”, the heroine abandons the

hero to test his devotion for her, and in Padnmivat, even
when Ratansen gives up everything in quest of Padmivat” and
finally arrives at Siphala, Padmavati still thinks that he

is imature.

Contrary to the above, in the premikhyan tradition,
the hero denpnstrates indifference for the heroineas
suffering. In Thol& Mar® rd d'h& many nessages are sent
to Thold to come and get Mr" but he does not respond.
Simlarly, Lorik, the hero of Mina-sat, and Raja Nala,
| eave their wives in conpletely inpossible situations.

Unlike the premdkhydn tradition, in the Indo-Sufi
narrative tradition, it is not necessary for the hero and

the heroine to be nman and wife. Lorik and Ratansen are
married nen before they fall in love with Candd and
Padmévat~ respectively. In Cand&yan, Cindd is married to

Bawan but does not show unconditional comitment to him
In addition, usually, the heroine of the |Indo-Sufi
narrative tradition is already a married woman as well.
Thus unlike the premdkhy&n tradition the heroineas body is
not a symbol for her spirit.

Additonal |y, because reincarnation is not a common

theme in the Sufi literary tradition, there are fewer
references to the incidents of a previous birth. For
exanple, in the Mdhavadnal Kamakandl & premdkhyan the

circumstances of the previous birth play a pivotal role.
Contrary to the Sufi narratives, npst premdkhyans have a
happy ending. Love triunmphs over adverse circunmstances and
m sfortune is averted due to the colossal strength of the
heroi ness character and her spiritual power. The heroine is
united with her husband and they live happily ever after.
Wien Thol & comes to fetch Marava?® it spells the end of her

mi sfortunes and suf ferings. Madhavanal Kamakandl &
pr em@khyan ends in the marriage of Mdhava and
Kamakandal a. Wien Damayant” sees Nala, they finally find

each other and the episode ends on a blissful note.

This feature is not consistently observed in the Indo-
Sufi narrative tradition. . The story never ends when the



hero and the heroine are united. In fact, the story goes on
to show the hero living with both, his wfe, and his
bel oved, as well. Sonmetimes the story ends with the death
of the hero. In sone Sufi narratives, when the hero is
killed, the heroines implate thenmselves on their spousess
funeral pyre. For exanple, in Padmivat, the hero Ratansen
is killed in battle. Both Padmvat” and Nagmat” conmit
sat®. Simlarly, Rajkuwar, the hero of MRgdvat” dies in a
hunting accident. His spouses also throw thenmselves on his
funeral pyre.

The nost significant difference between the prenmdkhyan

and the aSufiee narratives, however, is that a Sufi love
narrative is an allegorical romance. This sinply means
that the story can be interpreted on two different |evels,
secul ar and spiritual. On the secular level, the scenario
is not very different from the premikhyan in the sense

that both serve simlar purposes. For exanple, the reader
can derive entertai nnent, pleasure, information, and |esson
fromthe narratives of both traditions. Nevertheless, nost
pr emékhyans cannot consistently be interpreted as being
allegorical in nature, whereas in the Sufi narratives there
is a one-to-one relation between the characters and
el enents of the story.

On the spiritual level, the hero of the nasnav®
represents the human soul. The wife of the hero in the
I ndo- Sufi masnav® often represents his worldly life. At a
certain nmonent in his life, he gets a glinpse of the
heroine. The heroine is the synbol of the Eternal Beloved.
The hero falls in love with the bel oved and experiences the
pain of separation. He must find the beloved but does not
know how. He needs a teacher to guide him Only a teacher
who has already attained the astate of know nga can show
him the appropriate path. Only by giving up the luxuries
of this world, by practicing austerities in the forest, by
passing through the tests of difficulties, does the hero
ultimately fulfill his spiritual goal s. The heross
sufferings are likened to the spiritual stations a Sufi
seeker nmust experience before he can reach the ultimte
destination of his nmystic journey.

The conposer often provides a key at the end of the
conposition, of the corresponding characters and Sufi
outl ook they synbolize. In Canddyan Cand& represents the
spiritual aspect of Lorikss existence. Therefore Lorikas
quest for Candd, and his home-coning to Miina who
represents his worldly, day to day existance, are both
equal ly significant and inseparable. The physical beauty of
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the heroine is nerely an instrument for |eading the hero to
the Eternal Beauty. It is not an end in itself. The |over
sees Godes beauty reflected in the heroine. The nakha-Ri kha
var?a? of the belovedas beauty has a spiritual purpose. *
According to Rizvi:

"The nakh-shikh of the Chandasn nmade a deep inpact
on later witers of Hndi nasnaw s and were reproduced
chiefly because of the great prestige of its author as a
nystic. Cand&ss beauty is described allegorically as a
piece of wunreachable fruit. The Persian translation of
Chandaa@ n indicates the extent to which the text could be
reconciled with Persian ideas of nysticism The analogy is
subtle: Mstics get a glinpse of the Supreme but GCod
H nmsel f is beyond their reachZ (R zvi 1986:365-6). Because
the heroine represents the Universal Soul, the Sufi
narratives describe the splendor of the cities, palaces and
apartment of the bel oved. '®

On the issue of nonenclature, a number of scholars of
H ndi literature have coined different termnologies or
headi ngs under which the bulk of the Indo-Sufi narrative
genre could be classified. For exanple, Ranthandra Shukla
calls this genredpremagat hd/E ®, @ ove-storiesa Sharan and
Rastogi call it Aaukika sdhitaZ? aworldly literatureas
Tripathi calls it Amdhya k&l ~na sdhityaZk ®*  anedieval
literaturese and Parneshvarilal Gupta calls it Apremikhydn&
1° & ove narrativesae

Recently, sone scholars have suggested that due to the
features unique to this genre, the Indo-Sufi literature
nmust be not be discussed under the general category of the
aaredieval Hindi literaturese or sinply pr emékhyan or
prengathd. Among scholars advocating a distinct and
separate identity of the Indo-Sufi love narratives, the
witings of Dwivedi, Pandey, Batra, and Yash Culati deserve
special recognition. Arguing for the necessity to recognize

the Sufi conpositions belonging to a distinctively
different genre, Yash CGulati says that traditionally, the
historians of the Hndi literature have divided the
literature conposed in the age of devotional literature,
bhakt i kal , into tw sub-categories, sagu?a (with
attributes), and nirgu?a (without attributes) bhakti
kavya.

In this way early historians of the Hndi literature

either attenpted to include the Indo Sufi narratives within
the unbrella title of the Premdkhydn tradition, or

11



pronounce that Indo-Sufi literary narratives are inferior,
on the followi ng grounds. (CGulati 1979:11).

a. Mbst of the conposers of the Sufi |ove-stories
wer e H ndu. The question that they would wish to
fam liarize the general public with the Sufi
practices and belief does not ari se.

b. The goal of the Muslim poets was to gain fame and
to entertain. Their conpositions had nothing to do
wth religion.

c. Instead of the Sufi teachings, in this so called
asuf i literatures I ndi an rat her than Sufi
phi | osophy finds expr essi on.

d. There is no spiritual aspect to these so called
asufi e love-stories. The text of the aSufie stories
can not be interpreted as the stations in the
nystic journey of a Sufi seeker.

e. Even if the key to the synbols are provided at
the end of a premkatha, as for instance in
Jayasi es Padmavat, the works can be interpreted in
terms of Indian philosophy.? f. Most  of these so
called asSufiastories draw inspiration from the Indic
sour ces.

g. The stories definitely denpnstrate respect for
al | Hindu deities.

h. The style of love expressed in them is Indian.
The |anguage, the prosody, and the style, all bear
the evidence that these aSufiee premikhyans are
nothing other than Hndi prem géathas (cul ati
1979:13). £

Di scussing Candayan, in the context of the discussion of
the rise of New traditions in literature and religion in
the 13th century, MG egor wites,

"---it illustrates at once the continuation of ancient
literary traditions, the evolution of new traditions
inreligion and literature and the presence of a truly
popul ar element underlying poetry of nore fornal
characters". This statement is generally true of nost
medi eval |ndo-Sufi alligorical poens./Z

Gulati goes on to say that although it is true that a
large number of the poets who conposed Hindi | ove
narratives in the nedieval period were Hi ndu, nevertheless,
it is highly inprobable that all the conposers shared the
sane goals and objectives. The hero of Thold mér®  does
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not see the divine beauty reflected in his beloved. I'n

Mai n&- sat, Lorik is a conpletely different character than
we see him in Daudas Candayan. According to Dviwedi, in
Padnévat , Jayasi never let go of a single opportunity to

point out the hidden nmeaning of what is obvious and
transparent. He always sings the praises of the Unseen.
Simlarly, Chandrabali Pandey says that the ka?vaks of the
I ndo- Sufi masnav”s are packed with spirituality (Culati
1979: 17-18). Therefore, the fact that the aSufia
narratives are essentially allegorical ronmances |ends them
a unige identity, quite distinct from the identity of the
I ndi ¢ premdkhyan genre.

It could be argued that because in many |ndo-Sufi
narratives, the hero and the heroine neet at a tenple, the
hero often becones a jogi and is described in terns of
those who followed the Nath and Siddha paths, the constant
respectful nmention of the Hndu gods and goddesses,
description of Hndu festivals and holy places, adopting
the Indic prosody and borrowing fromthe Indic literary and
folk tradition nmay have largely contributed to the
confusion that the Indo-Sufi literature is the sane as the
Hi ndi prenmdkhyan.

Mbdern scholars such as Asani (our own Dr. Al
Asani), have pointed out a need for the re-exam nation of
the nedieval love narratives conposed in the Indic
literature. | agree with himin in his reasoning that even
the recent nonenclature of Indo Sufiarasnavfa is too broad
in terms that it does not explicitly address significant
i ssues. According to Asani, some of the crucial issues not
clarified in the above term Indo-Sufi masnav® are as
follows: The term gives the reader no clue as to whether
the masnav® conpositions which were conposed in India in
the Persian |anguage and neter, such as the masnav"s of
Amr Khusrau(d.1326), are included wthin the genre.
Additionally, should the poetic works based on the |ocal
folk romances which were conposed in the vernacular
| anguages, such as Punjabi, Bengali and Sindhi, and
interpreted in the nystic terms, for exanple, H'r-Ranjha
and Sassi-Punnuh also be classified as litertures bel ongi ng
to the Indo-Sufi masnav® genre? If the response is in the
affirmative then how can the vast differences in terns of
prosody, and rhyne scheme between the above two literatures
be reconci | ed?ad!

If the termnology is altered from a ndo-Sufi nasnavtee
to aHindi Sufi masnavtee to separate the narratives
conposed in Avadhi from those conposed in Bengali, Sindhi

13



and Punjabi |anguages then should the Bengali, Sindhi and
Punj abi conpositions continue to remain under the
premakhydn classification or should these be studied as a
single unit of non-H ndi |ndo-Sufi masnav® conpositions or
should a different criteria be coined to fit the masnav”®
of each individual |anguage in which the narrative in
question is conposed?ae

Regarding the question of the identity of the &aSufiee

narratives conmposed in Avadhi, | agree with Asani and
Gul aties argunment. | have attenpted to explain that the
features of the |Indo-Sufi masnav” literature are
sufficiently different from the premdkhyan genre. The
| ndo- Suf i masnav”® narratives deserve a separate
classification, re-exanmination , and re-evaluation wthin
the nedieval Hi ndi literature as opposed to being
considered a part and parcel of the madhya yug"n premikhyén
genre. The matter of recognizing the |ndo-Sufi masnav”

is not a nere termnological quibble, rather it is central
to the proper understanding of the Sufi nature of medieval
I ndo-Sufi love narratives in its religious, historical, and
cultural context.

Encl :

2 Handouts and copy of a page of the Candayan manuscri pt
from the John Ryland Miseum of the University of
Manchester, U K
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