INTRODUCTION

OR A THOUSAND YEARS the classical Persian poetic tradition flourished,

continuous and uninterrupted. It began in the great urban centers of

Central Asia, Bukhara and Samarkand; and for centuries it domi-

nated the high culture of all of Central Asia, Iran, Azerbaijan, Iraq,
Anatolia, and the whole of the northern part of the Indian subcontinent. It has
been composed by saints and roués, kings and beggars. It has been written in
gold, poets have had their mouths stuffed with precious gems for an apt line
of poetry, and the uncivilized have measured their progress into civilization
by their ability to quote Persian poetry.

Classical Persian poetry, so called here to distinguish it from modern free
verse, represents a continuous body of poetry that conformed to one set of
forms and one metrical system, both of which were rigidly defined from the
very outset and recognized by all, practitioner and audience alike.

Most of the great poets of the classical period were professional poets, and
zs professionals attached to courts they produced poetry much as other fine
craftsmen produced items on demand for the ruler. “Poetry isacraft (sind‘at),”
says Nizdmi Arizi of Samarkand at the beginning of the discourse on poets
in his Chahdr magdla (Four Discourses, circa A.D. 1155),

by means of which the poet arranges in order premises that produce an image
in the mind and knits together arguments that lead to a conclusion insucha way
that he makes the meaning of an insignificant thing significant and the meaning
of asignificant thing insignificant, and he displays a beautiful thing in 2 hideous
robe and an ugly thing in a gorgeous raiment. By means of such ambiguousness
he stirs up the irascible and concupiscent faculties so that people experience
contractive and expansive moods and thereby cause great affairs in the order
of the world.!
ven if one did not become a poet in order to effect change in the world,
bviously poetry was not a calling to be entered into lightly. It also required
ong apprenticeship and years of preparation.
A poet cannot reach such a degree [of effectiveness] unless during his youth he
learns twenty thousand lines of the ancients’ poetry and passes before his eyes
zen thousand lines of the moderns. He must continually peruse the divans of

*Ahmad ibn ‘Umar al-Nizdmi al-‘ArQzi al-Samargandi, Chahdr magdla, ed. Mu-
mad ibn-i ‘Abdu’l-Vahhab Qazvini (Berlin: Iranschihr, 1927), p. 30 (translation
o).
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the masters and remember how they get themselves into and out of tight spots

in poetry.”?
Because poets were expected, as Nizimi Artizi observes, to have read practi-
cally the entire corpus of Persian poetry before they ever composed their first
poem, and because refinement of existing conventions was valued, not in-
novation, the tradition is cumulative and builds upon itself. The stereotypes
of lover and beloved—miserable, suffering, unrequited lover, and aloof, un-
concerned, and inapproachable beloved—and the topoi, the conventional
metaphors, that typify these relationships, such as the moth and the candle,
the nightingale and the rose, Farhad and Shirin, and so forth, all are immuta-
bly fixed in the tradition.

The metaphorical language of poetry also developed within the cumulative
tradition. What began initially as a simile, lips as red as rubies, for instance,
became so commonplace and hackneyed after thousands of repetitions over
the decades and centuries that in the end the simile was scrapped, and ruby
lips became simply rubies. So also tears that initially rolled down the cheeks
like pearls became, in the end, simply pearls, while tears that glistened like
stars became stars. A face as round and lovely as the moon similarly became
simply the moon. In the twelfth century Nizdmicould write that Layli’s mother
mah-1d zi sitdra tawq barbast (bound a necklace of stars onto the moon) and
know thathisaudience would immediately understand by this thatshe covered
her daughter’s face with tears.

In ghazals, particularly those of the fifteenth through the eighteenth centu-
ries, when the bizarre comparison and highly intellectualized metaphor were
greatly prized, the logic that underlies many an irmnage can be stated as follows:
it A shares any attribute with B, and B shares any attribute with C,then A =
C. For instance, when the down on the beloved’s lip is called saby, it means
dark, but the literal meaning of sabz is “green”; parrots are green; therefore,
the down on the lip becomes a parrot. The lips are as sweet as sugar and
become simply sugar. Parrots are spoken of as sweet of speech (the parrot’s
irritating voice is beside the point—the tradition so named them); therefore,
they are shikarkhd (sugar-chewing). The final stage in this series is to have the
parrotof the down chewing the sugar of the beloved’s lips. On first encountering
such an image, the English reader may be puzzled, if not to say repulsed. It
should be remembered that English too has many expressions a Persian speaker
would find strange and distasteful. It is necessary to go beyond one’s own
cultural conditioning to appreciate an alien literary tradition, and since En-

glish literature and Persian literature, like European and QOriental music, have
virtually no common ground or shared cultural tradition, it is all but impos-

2Ibid., p. 34.
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izto appreciate the one in terms of the other. Each must be taken on its own

;‘e of the major difficulties Persian poetry poses to the-novice reader I%es
2 pervasion of poetry by mysticism. Fairly early in the game the mystl.cs
d that they could “express the ineffable” in poetry much better‘ than in
. Usurping the whole of the poetic vocabulary that bad b.een built up by
tirne, they imbued every word with mystical sign‘x‘ﬂc'atlon. What h.ad
n as liquid wine with alcoholic content became the “wine of union with
godhead” on which the mystic is “eternally drunk.” Beaus‘xful young
'bearers with whom one might like to dally became shdhids, bearers.of
ess” to the dazzling beauty of that-which-truly-exists. After the mystlcs
wrought their influence on the tradition, every word‘ of the poeth vo-
alary had acquired such “clouds” of associated meaning from lyricism
mysticism that the two strains merged into one. Of CO‘L‘II‘SE, iorrfe poet}i
ote poetry that is overtly and unmistakably mystical arlmd Sufi.” Itis muc

wore difficulr to identify poetry that is not mystical. It is useles§ to as%c, for
rance, whether Hafiz’s poetry is “Sufi poetry” or not. The fact is that in the
rteenth century it was impossible to write a ghazal that did noF reverberate
h mystical overtones forced on it by the poetic vocabular).f 1.tse'lf. When
&z speaks of dn turk-i shirdzi (that Turk of Shiraz, p. 64), it is 1rre1ev.ant
ether the Turk is male or female, really a Turk or not, or a native or Shiraz
not. The “Turk” is the beloved—any beloved, all beloveds——be.cause, by
‘nition within the ghazal, the beloved is cruel and so are the martial Turks:
refore the beloved is a Turk. Turks are also enchantingly beautiful, just as
beloved is irresistibly seductive. (In this particular line Hafiz also needed
tithesis to the dark “Hindu mole” on the beloved’s cheek, and .for tha.t
arpose nothing suits better than a light-skinned Shirazi Turk who mlght.hall
m Samarkand or Bukhara, the two cities mentioned at the end of the Iu}e.)
To return to the craft of poetry, some of its techniques, the rhetor_xcal
ires, need to be mentioned. Since this is not the place to go into a detailed
udy of Persian poetical rhetoric, only a few of the more cc?mmonly used
res in which every poet was trained will be given.? In addition to tbose )
iliar that they need no discussion, like antithesis, hyperbole, su_mle, an.d
lusion, the following are frequently encountered. Husn-i ta‘lil (etlology).xs
the assigning of a fanciful cause to a naturally occurring phe.nomenc?fl, as in
z line by Hilali(p. 76): “That was not dew in the morning during Layli’s time:

*Forafullerdiscussion, see E. G. Browne, A Literary History of Persian, vol. 2 (1?06;
reprint ed., Cambridge: At the University Press, 1964), pp. 47-76, and E. ].W. Gibb,
A }{istory of Ottoman Poetry, vol. 1 {1900; reprint ed., Londor:: Luzaci aAnd 'Com'p'any‘,
1958), pp. 111-24. Foragood introduction in Persian, see Vahid Tabr-xm, Risdla-ijam'-
mukhtasar, ed. A. E. Bertels (Moscow: Izdatel’stvo Vostochnoy Literatury, 1959).
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it was the heaven weeping all night until dawn over Majnun’s state.” fhdm
(amphibology) is the intentional use of an ambiguous word, like Khusraw’s
use of nizdm (both “order” and the first part of Nizdmuddin Awliyd’s name)
and ‘ayn (both “eye” and “the thing itself”) on page 52. Laff u nashr (“folding
and spreading”) is the naming of objects and the subsequent naming of their
respective attributes, often in reverse order. Raddu’l-‘ajuz ‘ala’s-sadr (epana-
diplosis)isthe repetition in the second hemistich of aword or phrase occurring
in the first hemistich, the best employment of which is reckoned as the rep-
etition of the last word of the first hemistich as the first word of the second
hemistich, like Rumi’s repetition of bdz in line 3 on page 42. Murd‘dt-i nazfr
(maintaining the like) refers to the introduction of things that are naturally
associated, like moon, sun, and stars, or hand, foot, and head.

Tajnis (homonymy, paronomasia, or the pun), with its several subcatego-
ries, was employed by all poets. “Perfect” tajnfs occurs when two ho-
mophonous sequences give very different meanings, as in Nizim{’s bargrézdan
(autumn) and zi barg rézdn (dripping from the leaves) on page 32, Khagant’s bar
khwdn (on the table) and bdrkhwdn (recite) in line 26 of the gasida on page 30,
and Rumi’s use of nist bdd (it is not the wind) and nist bdd (may he not exist)
inline 9 of the Masnavfon page 43. “Imperfect” tajnis involves two words that
are almost the same except for an extra letter in one of the two, like diydr and
ydr on page 24.

The following figures depend upon the Arabic script. Tajnis-i muharraf
refers to words that are written the same but read differently, like =25l
angishtand =28l angusht in Daqigi’s poem on page 3, Khégani’s ,$ f.fkamtar
gi and ,S 5 A kam taraki on page 30, especially since the k and g were not
differentiated in Khiqéni’s time, and Q4’ant’s ol ge murgh-i zdr and e
marghzdr on page 99. Tajnis-i khatti refers to words that have identical letter
shapes but different dots, like = mast and =.ta musht, sb bdd and sl ydd.

Much has been written on the unity of a Persian ghazal, but in fact those
who composed them did not consider them entities with thematic unity so
much as exactly what the term for poetry, nazm, implies: a string of ordered
pearls—notas Sir William Jones said, “Orient pearls at random strung.” Each
line within a ghazal is a unity unto itself; it need not—indeed, grammatically
itshould not—depend upon the preceding or followingline. The form, meter,
and thyme unify all the lines of a ghazal; and secondarily there may also be a
thematic or modal unity. The myriad of variants and different line orders in
manuscriptcopies of divans showalltoo well that European notions of thematic
unity and logical progression from one line to the next do not necessarily
apply to the ghazal.

METRICS AND PROSODY

suse of certain inadequacies inherent to the Arabic script, namely the
ence of any indication of most occurrences of the izdfa and the ortho-
hic similarity of many verbal tenses (e.g., 5 »burd/barad, L. mdnd/mdnad,
T 4vurd/dvarad)—and further complicated by the inversion of normal. wc.>rd
et in poetry—no Persian poem can be read safely without first estabhshfng
eter. Although the meter will not solve all problems of understanding

poetry, it will eliminate many of the causes for confusion.

Principles of Transcription. Until the student is completely and com-
bly conversant with the scansion process, it is recommended that no
mnpt be made to scan in the Arabic script. Transcribe every line of poetry

= be scanned.

{a) Consonants. Digraphs such as sh, ch, kh, gh, and zh count as one con-
sant each since they represent only one sound. Doubled (g_emmate) conso-
.ts are necessarily transcribed twice, like 4> bachcha and a > khurram. One
the two consonants in any word ending in a doubled consonant, like 43
id and > durr, may be deleted (gad and dur).

(b) Vowels. The short vowels are @, i, and u, as in 3,5 dard, J» dil, and

gul. These are the vowels that are transcribed from modern Persian as a,

+ and o (dard, del, gol). . o o
The long vowels are d, 1, €, 6, and il,* as in ;bl> jdndn, g mi-bini,

5 }'L, U:'JQ‘ pésh, and gj)f, pﬁl

The two diphthongs/glides are aw and ay, as in =J,> dawlatand  J. mayl,

where the w and y are counted as full consonants.

(c) Ambiguous vowels: non-Arabic elements in the system. Th.e vowels
2nd diphthongs described above are all that exist in Arabic (the Persgm vow-
¢ and 8 do not exist in Arabic, but they were easily incorporated into the
stem as equivalent to  and ). When the Arabic system of scansion and
osody was adopted, there were certain elements of Persian that had to be

zdapted to the system.

The first of these is the word-final short vowel -a (the “silent” h now
~ronounced e in Iran, as in 41> khdna and » 45 dida, modern khdne and dide).
his vowel is reckoned as either long or short depending upon the exigencies of
ke meter. It is transcribed as -d.

Also ambiguous is the word-final vowel -u in the words du “two,” tu “yo.ut”
chu (poetic contraction of chun) “like, whep,” and the vowel of the enclitic
conjunction -u “and.” It is transcribed as -u.

$For the vowels & and 6, see W. M. Thackston, Introduction to Persian (Iranbooks:
Zethesda, Md., 1993), p. 196, §78.
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The third ambiguous vowelis the -i of the izdfa, and the ambiguity of length
in the final short vowels is unaffected by the addition of an enclitic, as sl
khdnd-yi and , oaus didd-i.

Also reckoned as ambiguous is the vowel resulting after the addition of
enclitics to words ending in -i, like (g s sif-yi and (4,37 draidyi.

When vowel-initial enclitics like -i and -u are added to words ending in -7,
like shddi, the final { may remain long, as shddi-i, or it may be shortened, as
shddi-vi.

In all the above ambiguous cases, the meter in use determines which of the
possibilities is to be chosen.

§2 Syllabic Shapes. Persian scansion is based on the unit of the syllable,
of which there are two types, long and short. A shortsyllable is defined as one
consonant (indicated by “C") followed by one short vowel (indicated by “v”).
In syllabic division, all syllables begin with one and only one consonant.

|C¥] as 5 da

Long syllables are (1) one consonant plus one short vowel plus one conso-
nant:

|CvC] as)_:bar
or (2) one consonant plus one long vowel:
|C¥v| as L bd and @bé

§3 Anomalous Syllables. The syllables described above (Cv, C%, C¥C) are
the only syllabic shapes admissible in the Arabic system; all syllables not
conforming to these three shapes are anomalous and must be resolved by
transformation, except in hemistich-final position, where overlong syllables
are left unresolved.

The “overlong” syllabic shape | C¥CC{, as in dast, and its analog | C¥C |,
as in ddd, are both quite common in Persian. When the final consonant of
such words cannot be joined by liaison to a following initial vowel (see below,
§4), the overlong syllable is divided into two syllables by the addition of an
anaptyctic vowel, called nfm-fatha and represented in transcription by “a2.” The
nim-fatha isnot pronounced, butits effect can be easily detected in the thythm
of poetic recitation and singing. All syllables created by the addition of the
nfm-fatha are by definition short. Thus,

[CVCC| > CvC|C3, as dast > das-ta (™)
|CvC| > Cv|C5, as ddd > dd-da (7))

The final anomalous syllabic shape is | CvCCJ, like ddsht and nist, and it
needs special consideration. When the final consonant can be joined by liai-
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son to a following vowel-initial word, the resulting anomalous syllable (| CvCl)
is then resolved as described above:

C3CCwv... > *C¥C|Cv... > Cv¥|Ca]|Cv...
ddsht 4 > *ddsh-ti > dd-sha-ti

“When such a syllable is followed by a word beginning with a consonant, in
which case liaison is not possible, a nim-fatha is added to the anomalous syl-
lable, thus separating the final consonant from the original syllable. The re-
sulting anomaly of | C¥C]| is ignored and counted as a simple long syllable, as

|CeCC| > CeClCo
ddsht > ddsh-ta

Ineffect then itcan be said thatany given overlong syllable can be “fixed” once
and only once. In the example given immediately above, a nim-fatha was
added to fix adoubly overlong syllable. Even though the resulting first syllable
is still overlong, it cannot be fixed again.

§4 Elidible glottal stop and liaison. Initial glottal stop (hamza) may be
retained as a normal, regular consonant (in which case transcribe with an
apostrophe and scan as any other consonant, e.g., ‘dmad). Otherwise, if the
preceding word ends in a consonant, the glottal stop may-—according to the
exigencies of the meter—be elided, in which case the final consonant of the
preceding word joins by liaison with the initial vowel to form a syllable, as

ol 5,0mards ’dmad (T © 7 7)) ormar-dd-mad (7 7 7)
r;tsl); dar "uftddam (~ = 7 7) or da-ruf-td-dam (7 T T 7).

Intervocalic and word-internal glottal stops cannot be elided; and although
the ‘ayn is pronounced like a glottal stop, it is never subject to elision.

ool e shami ’anjuman (7" 7 7 7)

§5 N-deletion. Syllable-final n preceded by a long vowel is generally not
reckoned in scansion. Formerly this must have resulted in nasalization of the
vowel; but it is not done in reciting Persian poetry in Iran today, although the
practice is general in the Indian subcontinent. Although n-deletion does not

necessarily occur, it almost always happens with -dn, generally also with -in,
but seldom with -iin, although it too is found occasionally.

l)udendn—Td ( -7 _)

§6 Retention of Overlong Syllables. An overlong final syllable of any
hemistich remains overlong (i.e., one of the anomalous syllables described in
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§3 above) and is left unresolved. An overlong syllable is indicated by the
symbol .

§7 Contractions.

(a) The conjunctive vdv (normally pronounced -«) may be contracted be-
forean initial vowel to v-. In this case many initial alifs are dropped (depending
on individual editors), as in the following:

uin> uyvin
-udn > 4l, vdn
-uag> y,vaz
-u agar > S, vagar
(b) Vagar may be further contracted to ,, var.

(c) )% 5 digar is sometimes contracted to ,$s digar (always indicated in the
spelling).

(d) In any verbal stem the first syllable of which is short and contains the
vowel -i- or -u-, this vowel may be contracted:

v v

+) > bugzartim (~ 7 %)
Gty binishast (¥ 7 £) > binshast (7 %)

2 3,3%; buguzartm (~

(e) The vowel of ki may be contracted before any word beginning with
avowel. In the case of a word beginning with 4, the kdf is annexed directly to
the initial alif and the madda may be dropped or not; in cases of other than
initial d- the alif may be dropped. Examples:

olewl Skidsimdn > olawlS kdsimdn

S Skig> Sor kil

sl S kiay> k;or s kay

ol Skitn> oS or K kin

ol S kidn> €or Kkdn

51 S kiaz > Skar
Sl sl Skiaza > Skazd
Ki may be contracted to -k (this almost always occurs in hemistich-final
position):

az dn-ki > zdn-ki > sbly zdnk

biddn-ki > sbla, biddnk
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(f) The enclitic pronouns may be annexed directly to contracted ki. This is
always indicated by the spelling.
ki-am > ‘.5 kam
ki-at > =S kat
ki-ash > S kash

(g) The vowel of the enclitic pronouns -at and -ash may be contracted to fit
a given meter:
e pidar-ash (¥~ ")>pidar’sh (7 £)
o] cols jan-at dmad (77 7 7) > jdn’tdmad (7 7 )

(h) In all forms containing the sequence -a-a-, the second a may be elided.
This is sometimes indicated by a variant spelling, although such practice is by
no means universal.

Caalas g bida-ast (T~ £)> cwssy biddst (T £)
rluﬂsurma—am(’ R ra).usurmdm(' =)

(i) All Persian (not Arabic) words ending in -dh may be contracted to a short
vowel -ah. These will always be indicated by a variant spelling; they must not
be confused with the resulting homographs:

al>chdh >« chah “pit, well”
sla shdh > <& shah “king”
o kdh > « kah “straw”
2§ gdh > & gah “time”

ale mdh > <« mah “moon”

§8 Protractions. A few words admit protracting, or lengthening, a nor-
mally short u. These are always indicated by a variant spelling:

Sluméd (7 1) > dyltiméd (T 1)
sksluftdd ( ~ %) > s,ldfatdd (T 7 1)

§9 The Silent Viv. For purposes of scansion, the “silent” vdv that occurs
after kh-is entirely disregarded; thus, caly> khwdst (“wanted’) and weals-khdst
(“arose”) are scanned, as they are pronounced in Iran, exactly alike. For the
purposes of thyme, however, the silent vdv must sometimes bereckoned. Long
vowels after it are unaffected: khdb rthymes with tdb and kh*ésh rhymes with
pésh. However, where the vdv is followed by a short vowel and forms the
rhyme, the original form must be taken into consideration. Words such as
oo (“to eat”) and s,> (“self”), now pronounced khurd and khud, were
originally pronounced khward and khwad, and the consonant cluster khw was
considered one single consonant (similar to the English “qu-” [kw]). The
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original vowel of these words, -a-, was retained for purposes of thyme. The
cluster represented by khw is counted as one consonant. Khwad then rhymes

with bad, and khward thymes with kard.

§10 Sample Scansion. The scansion of Persian poetry, like any other tech-
nical skill, requires a great deal of practice to arrive at any degree of profi-
ciency. If you have mastered the principles of scansion setdown in the preceding

pages, you are ready to attempt to scan a line. Take this famous line from
Sa‘di’s Gulistdn:

oo 2 odlgler Ll s oS 8l ol sl pler

Like every line of Persian, Arabic, Turkish, and Urdu poetry, this “line” is
divided into two halves. Each half is called a hemistich (g jas mista‘ or ¢l ,as
misrd‘); the two halves form one line (bayt pl. abydt). The hemistiches of this
particularline thyme in -as. In the form of poetry called masnavf, of which this
is an example, hemistiches thyme one with another within the line, and all
lines are of the same meter. The masnavi can obviously be extended indefi-
nitely, as there are no restrictions on repetition of rhyme, although to repeat
the same rhyme in close proximity is not considered good style.

To begin scansion, the first two syllables pose no ambiguity whatsoever.
[t makes no difference whether the -n in jahdn is deleted and the hamza in "ay
counted, or whether the -n is elided to the vowel of ay; the result is the same:
ja-hdn-’ay (* = ~) = ja-hd-nay (* ~ 7). The next word poses no difficulty: ba-
rd-dar (= 7).

If you are tempted to read s3la3 as namdnd, not an illogical assumption at
this point, you will have the following scansion:

- — _ “ - — v —_ v v -

ja hd nay ba rd dar na mdn da ba kas
1 2 3 4 5 6 7 8 910 11

Now try to match the second hemistich to the first. If you are not certain
whether or not to join the | of dil to andar, look at the first syllable of the first

hemistich: itisunambiguously short. Therefore, dil andar is scanned as di-lan-
dar.

v - -

di lan dar

Now, if you do not know that jahdn-dfartn is a compound noun and are
tempted to put an izdfa on jahdn, syllables 7 and 8 will not match:
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rd dar na mdn

hd ni 4 fa

If you hesitate to delete the -n in syllable 8, look ahead and see what will
happen to syllable 10: the two hemistiches will not have the same number of

syllables:

m;m da ba kas

- - - 3 -

T na ban du bas

Now bas must thyme with kas, and they must be in the same position. At
this point it is often a good idea to begin working backwards from theend to

see what could be wrong:

mdr da ba kas

- - w -

2

rim ban du bas

The ninth syllable of the second hemistich does not match what has been
derived for the first hemistich. As there can be no doubt that this syllable is
long, as shown by the second hemistich, something must be wrongin the first
hemistich. If Wl is read namdnad instead of namdnd, it will fit the meter of
the second hemistich.

Now line the two hemistiches up syllable by syllable, the second directly

beneath the first:

ja hi nay ba rd dar na md nad bo: kas
di lan dar ja hd nd fa rin ban du  bas

Itis now obvious that the ambiguity of the tenth syllable of the second hemistich
has been resolved by its counterpart in the first hemistich and is to be read
short. There were no other ambiguities in these two hemistiches. This se-
quence can be found in the Table of Meters below, N° 17, mutaqgdrib mahzif.

The meter of this particular poem can be derived from only two hemistiches.
This is, however, not particularly representative, for many poems need far
more than two hemistiches scanned before the meter can be derived because
multiple ambiguities in the same position or positions mask the meter. With
perseverance the ambiguities resolve themselves, and with practice the pro-
cess becomes easier and easier. Once the meter has been derived, every line
of the poem must be checked against the meter to ascertain the correct read-
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ing. Of course, ambiguities will remain, but the meter will show where most
instances of the izdfa go and where they do not belong.

Before the meters are listed, a word is in order on the distinction between
metrical theory and practice. Since the theoretical underpinnings of Persian
metrics were adopted wholesale from Arabic, the theoretical definition of all
meters is couched in terms of the Arablc meters Arablc metrics, however are

Arabic system describes well and gives anameto each ofthe sequences oflong
and short syllables that constitute the Persian meters, the division ints met-
rical feet occasionally fails to reflect the reality of Persian. The tegular meters
(those composed of one foot repeated a given number 6f times, often with an

apocopated final foot, like mutagdrib ¥~ 7/~ ~7/"~ /" ",andramal =~~~/ """/
” 7)are perfectly well described by the Arabic system, but certain others are
not. For instance, the meter hazaj akhrab magbiiz mahzif =7/~~~ /¥~ 7), the

metet of Nizdmi’s Layli u Majniin, is divided into three feet as shown above
because that is how the Arabic system forces the division. The natural thythm
of the line, however, is 777", /YT , and it is one of the most lilting and
melodic of all the Persian meters. In short it is best to think of the meters,

wrthout reference to the foot—dlmsron asase

uence, regular or irr 1rreg ular,

TABLE OF METERS

The following arrangement gives the foot-divisions within a hemistich and the
name of the meter once the sequence of short and long syllables has been
determined by scansion. The meters are arranged below without regard to
foot-division. In any given position, short syllables precede long, i.e., the
sequence ~ 77" precedes , which precedes =7~~~ . The symbol *
indicates an overlong syllable. In practice a long syllable and an overlong
syllable in hemistich-final position are equivalent.

Note that in meters where two adjacent short syllables are produced, re-
gardless of foot boundaries, one long syllable may always be used as equiva-
lent to the two shorts. The reverse is not true: two short syllables may not
substitute for a long syllable.

Hexameter (musaddas) and octameter (musamman) meters are measured by
theline, notthe hemistich. Number one below, with four feet to the hemistich,
has eight feet in the line; therefore, it is octameter. Number seven, with three
feet to the hemistich, has six feet in the line; therefore, it is hexameter.

Ramal mashkl
Ramal mashkdl makhban

INTRODUCTION

XXI

Mutadérik makhb{n
Ramal mashk@l silim

- - (this is the ramal makhbiin foot: it may replace the normal ramal

- -, wherever it occurs)
Ramal makhbln magsir
Gharib makhban
Khafif makhbidn magsar
Khafif makhbin

Mujtass makhbiin makhbin
mahzaf

Mujtass makhbn mahz&f
Mujtass makhbn
Mujtass makhbin aslam
Hazaj magb{z musabbagh
Rajaz makhb{n matvi
Hazaj makfaf mahzGf
Muzari‘ makfQf magstr
Mutaqgérib mahzaf
Mutagérib salim

Hazaj salim mahzaf
Hazaj salim (murabba‘)
Hazaj mahzaf

Hazaj salim (musaddas)
Hazaj silim (musamman)
Qarib sélim

Muziri‘ silim

Rajaz matvi makhbin
Rajaz matvi

Sari’ matvi makshaf
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Mujtass matvi makfGf majhGf
Munsarih matvi makshaf
Munsarih matvi mawqaf
Munsarih matvi mawq@f majda
Mushaékil makfaf magsir
Mugtazab matvi

Mugqtazab matvi (musamman)
Hazaj ashtar mahzaf

Hazaj ashtar silim

” 7 " (the ramal foot, wherever it occurs, may be reduced to ¥~ ~~, ad

libitum)
Ramal silim makhbdn mahzaf
Ramal silim makhb{n majhaf
Khafif silim makhbidn

Khafif salim makhbin aslam

musabbagh
Mutadirik silim
Mushikil mahzaf
Mushakil silim
Ramal silim (murabba‘)
Madid salim
Ramal mahzif (musaddas)
Ramal salim (musaddas)
Ramal mahzGf (musamman)
Ramal silim (musamman)
Ghartb silim
Khafif silim
Hazaj akhrab magbtz mahzaf

Hazaj akhrab magbiiz silim azall

INTRODUCTION XXIII

L5 7 O R A Hazaj akhrab makfif mahzGf

T R Qarib akhrab makfif sélim

L7 R R D Hazaj akhrab silim

LY. 7 DA A M Mujtass silim makhbn makh-
blin magsir

59, ~ - T TPl T Muzari‘ akhrab makfif mahzGf

60. -~ |7 T|T T Muziri‘ akhrab makfaf silim

'3 VR Iy D R Muzari‘ akhrab salim makff salim

7/ i R Muzari‘ akhrab silim

63. ~ 1Tl Basit silim

Y P e R R Mujtass silim

65. ~ TP T T % Rajaz muzal (murabba’)

66. -~ T|T T T TiIT T T Rajaz salim (musaddas)

Y7l el R Rajaz silim (musamman)

68. ~ "~ T|T T Sari‘ silim

69. -1 TIT 71T T Mutagarib aslam silim

7Z0 A E i R Munsarih silim

THE METER OF THE RUBA‘i

The meters of the rubd‘f are all variants of hazaj; however, unlike all other
poetic forms, where, with the sole exception of the ramal foot (¥~ ~"» "7 77
ad libitum), internal changes of the established meter are not allowed, in the
rubd‘f, once either akhram or akhrab is established, any variant may be used in
any of the four hemistiches of the rubd‘f.

Akhram:

Akhrab: - T
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INTRODUCTION XXV

SYNOPSIS OF POETICAL FORMS AND RHYME

Definitions
< bayt stich, verse, line
2,4 fard one detached hemistich
Erae  misra’

cJJm matla’
C.L;L magqta’

uaso takhallus  pen name (often included in the magta‘ of a

ghazal)
Multiple-thyme Form:

Masnavi Rhyme scheme:

S

Monorhyme Forms:

Qasida Rhyme scheme:
A-\-:-AS
Ghazal Rhyme scheme:

J#

Qit'a Rhyme scheme:
aaka3
Rubd‘t Rhyme scheme:
D)

..al...a
..b/...b
..cl...c
.n/..n
...al...a
X a
..n/...a
...al...a
x/..a
..n/...a
o
Lx/
...al...a
X

hemistich, half-verse, half-line
first stich of a gastda or ghazal

last stich of a gasida or ghazal

Length: unrestricted;

topic: unrestricted,
narrative

44 "o :

(“n” indicates any
length)

Length: 10 to 100+
lines; topic: enco-
miastic, eulogistic,
elegiac (marsiya)
Length: 215 lines;
topic: erotic, lyric

Length: 2-15 lines;
topic: unrestricted

Length: 2 lines;
topic: unrestricted

Strophic forms are ghazals, which form stanzas, separated one from an-
other by two thyming hemistiches. In a tarkib-band the rhyming hemistiches
aredifferent between every two stanzas; in a tarji*-band the thyming hemistiches
are a refrain repeated between every two stanzas.

Tarkib-band: ...al...a Tarji‘-band: ...al...a
Lx .x/...a
...n/..a ..n/ ...a
...b/ b ..b/...b
...c/ ...c ...cl..c
Lx e Lxl e
..n/...c ..n/ ...c
Wd/..d b/ .b

The mukhammas consists of five hemistiches per strophe, the fifth hemistich
serving as a refrain. It has the following thyme scheme:
...al ...a
...al ...a
..a

b/ ..b
bob

..2

Rhyme (qdfiya) technically consists of one vowel, long or short, plus one
or more consonants. Rhyme may be masculine or feminine. An example of
masculine thyme is the thyme in the second selection on page 1, dardz and bdz.
An example of feminine thyme is the rhyme in the first line of the first selec-
tion on page 1, sazdvdrf and bdrf, where the rthyme is -dr. Anything extra that
follows the thyme itself is loosely termed radif, like the final f in the last ex-
ample. The radff can be extended indefinitely, and a good example is the
ghazal by Ghalib on page 98, in which the thyme is -ar. The radif, necessarily
repeated whenever the thyme comes, is natavdn guft.

A
25y

In the texts of the poems, grammatical points of early New Persian that differ
from modern Persian are noted, and references are keyed to my Introduction
to Persian (Bethesda, Md.: Iranbooks, 1993). Allusions deemed unfamiliar to
American students are also explained in the notes. The vocabulary in the back
isintended to bea vocabulary for this book, notadictionary. Inafew instances
the basic meaning of a word never occurred in the poetry, so the meanings
given all reflect secondary or extended meanings. On the other hand, since the
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poetic lexicon of Persian is fairly small, this vocabulary probably represents
most of the words one is likely to encounter in poetry at large.

One of the most notable features of classical Persian is its conservatism,
not only in terms of the literary tradition, but also linguistically. With only
one major grammatical change (the function of -rd, for which see Introduction
to Persian, p. 197, §82), the language of the poetry, even of a thousand years
ago, is so close to today’s living language that it can be easily read and under-
stood by any educated speaker of Persian. In contrast, the English contem-
porary with Ridaki is more alien to us than German or Dutch and has to be
learned like any other foreign language. The earliest poem the editors of The
Oxford Book of English Verse could find that bears any resemblance to the
language we speak dates from the thirteenth century, but the first pages of the
Oxford Book can be read only with many more glosses and annotations than
are necessary for the non-native learner to read Persian poetry from the tenth
century.

The flow of classical Persian, particularly poetry, does not readily lend
itself to European-style punctuation. Traditionally, of course, Persian had no
punctuation of any sort—no question marks, commas, periods, or quotation
marks. A certain amount of punctuation, however, is helpful, particularly
question and quotation marks, and these have been introduced into the text
here. It should be noted that the punctuation does not affect the scansion in
any way, i.e., liaison occurs across any and all marks of punctuation.

This book is intended asa learner’s introduction to Persian poetry. Itis not
intended as an anthology, although [ hope it may serve both functions. [ have
chosen poems that seem representative of each poet, and usually they are also
coincidentally among each poet’s best. Excluded on principle, however, are
poems that contain lines too difficult or obscure for the learner. By and large
I have tried to resist the temptation to include poems that contain one or two
“great lines” everybody knows, the rest falling into the so-so category. Itisno
coincidence, however, that the firstlines of many poems are obviously superior
to the rest, for, in accordance with the thetorical principle of husn-i matla’, the
first line should be catchy and memorable. Many of the poems included here
have been taken from Dr. Zabihullah Safé’s anthology, Ganj-i sukhan: Shd‘irdn-
ibuzurg-i pdrsigdyumuntakhab-i dsdr-i dndn, 3 volumes (4th revised ed., Tehran:
Ibn-i Sind, 1969). Other good anthologies are Mazahir Musaffa, Qand-i Pdrsi:
Nimdnahd-yi shi‘r-i dari (Tehran: Safi Al Shah, 1348/1970), and ‘Abdul-Rafi’
Hagiqat, Nigin-i sukhan, 6 vols. (Tehran: Aftib-i Hagiqat, 1363-67).

[ would like to take this opportunity to thank the many students with
whom I have read Persian poetry over the last twenty years at Harvard. Their
comments and questions have formed the basis of this book.
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