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Abstract. This essay aims at understanding the development and struggles of a ‘female
voice’ within Urdu poetic tradition through the writings of women poets of the Nine-
teenth century in contrast to the women poets of the twentieth-century feminist move-
ment. The women in traditional Urdu poetry have remained a silent cruel beloved, the
image offered is that of a ‘feckless beloved, endowed with heavenly beauty, reigned: fair
to face, doe-eyed, dark hair, tall and willowy, a woman who vacillated from indifference,
shyness and modesty to wanton cruelty. The essay is an attempt to understand the level
of autonomy of the female voice in the poems of women poets through the years. To por-
tray the development of a feminine expression in Urdu poetry the paper will be ranging
from the poems of tawaifs (courtesan) of the eighteenth century like Mah Laga Chanda,
their attempts to acquire a place within the patrilineal Urdu literary tradition; the rekhti
tradition where men wrote poems in a female voice, to the twentieth century feminist
poets like Kishwar Naheed and Fehmida Riaz. The paper is based on Hakim Fasihud-
din Ranj’s anthology ‘Baharistan-i-Naz’ which provides a brief yet important introduc-
tion on the status of various tawaif poets within the Urdu literary circle; Rahat Azmi’s
Halat-i-Mah Laqa, a biographical work on the life and works of Mah Laqa Bai Chanda;
and Rukhsana Ahmad’s ‘We Sinful Women’, a compilation of the original and transla-
ted works of feminist women poets of twentieth-century Pakistan. Various secondary
sources have been used to understand the dynamics behind the writing style of these
poets and how similar terms came to be used for portraying completely distinct themes.
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B craTbe paccMaTpuBaeTcsl mpoliecc 60pbObl 3a yTBEPXKJEHHE MKEeHCKO-
ro rosioca B MoaTudeckod Tpaguuuu ypay XIX B. B conoctaBieHUH ¢ GEMUHUCTCKUM
JIBM>KeHHeM noaTecc ypAy XX B. Ha IpUMepe pa3/IMYHbIX NO3TUYECKUX IPOU3Be/IeHUH,
CO3/IaHHBIX UMH Ha ypJy. B TpasinLMoHHOM 1033UHM YpAY *KeHIIMHA NpeJicTaBajla B 06-
pase 6e3M0JIBHOH B0O3J1106JIEHHOH, 3a KOTOPOH ObLJI 3aKpelIeH CTPOTro onpesie/eHHbIN
Habop 4YepT, BK/IIOYABIIMX XPYNKOCTb U 0eCHOMOLIHOCTb, HEOECHYI0 KpPacoTy, CBeT-
JIbIH JIMK, [VIa3a KaK y JIaHH, IAPCTBEHHbIM POCT U F'HOKOCTb CTaHA, XapaKTep ee MOT
K0J1e6aThCsl OT 3aCTEHYNBOW CKPOMHOCTH [I0 CBOEHPABHOH »KeCTOKOCTH. U 3TOT MHO-
rorpaHHbIN 06pa3 ObLI, Kak MpaBuJo, 6e3rMacHbIM. B cTaThe NpejnpuHATA NONBITKA
OIpeJieJINThb M0sIBJIeHHEe aBTOHOMHOT'0 I'0J10Ca KEeHIIMHbI B 103311 YPJY U CTENEeHb ero
aBTOHOMMUHM B pasHbIe 3M0XU. B cTaTbe npocyexnBaeTca JUHAMUKA yKpPeNJIeHU XKeH-
CKOro roJjioca B JuTepaTypHol Tpaauuuu ypay oT XVIII go XX B. Ha 06pasnax moasuu
maseaug (KypTU3aHOK) B JinIe mo3Tecchl Max Jlaka bau YaH/a ¢ UX NONBITKAMU 3aHATh
JOCTOMHOE MeCTO B NaTPUJIMHENHOM TPaJULMOHHOM CTUXOTBOPUYECTBE, I03TUYECKON
TPaJIMLIUU pexmu, 0COOEHHOCTbIO0 KOTOPOU ObljIa CTU/IM3ALUsl MYMCKHX MO3TUYECKUX
roJIOCOB MO/, >KEHCKUeE, U, HAaKOHell, 1033UM $eMUHUCTOK, TakuxX Kak Kumsap Haxug u
®exmuia Pruas. OcHOBOH CTaThH MOCTYKUIU aHTo10THs XakuMa Pacuxyagraa Panpka
Baxapucman-u-Has, koTopasi Ipe/icTaB/seT cCO00M KpaTKUH, HO KOMIIeTEHTHbIN UCTOY-
HUK CBeJIeHUH 0 cTaTyce pa3/IMYHbIX I03TeCcC-masaugd B JUTEPATYPHBIX KPyrax yYpAay,
6uorpaduyecKruil TPy, 0 :KU3HU U TBopyecTBe Max Jlaku bau Yauge! Xasram-u-Max Jla-
Ka PaxaTa A3My, a Take COOPHUK KaK OPUTMHAJIbHBIX, TaK U llepeBe/leHHbIX Ha YpAY
npousBeieHUM noaTecc-peMUHUCTOK [lakucTana XX B. ABTOPOM HCITOJIb30Ba/IUCh TaK-
e JI0NOJIHUTe/IbHbIe UCTOYHUKH, KOTOPbIE MOMOIJIM B JIy4lllel CTeNeH! BbINOJHUTh
3aZjady Mccae[l0BaHUs: IPOCAeJUTb JUHAMUKY U3MEeHEeHHUsI CTU/IA 00CY>KjaeMbIX 1103-
TOB Y BbISIBUTb HEKOTOPbIE Xy/[0’KeCTBEHHbIE 0COOEHHOCTH UX M033UH.

Pexta; pexmu; noasus; taBaud; Max Jlaka; Kumsap Haxup; Pex-
muga Puas; [locranosienue Xyayzaa

Hacup 3. XKeHckuil rosioc B noasuu ypay. OpueHmaaucmuka.
2021;4(3):758-767. https://doi.org/10.31696/2618-7043-2021-4-3-758-767.

Introduction

The collapse of the distinction between prostitutes, lower-class singers,
and elite courtesans, which came along with the Anti Nautch movement!, af-

! Anti-Nautch Movement (Anti Dance Movement); The British Government made an official
declaration by which all nautch girls (dancer girls) were banned. This came about as a result of
the Social Purity Movement in Britain. In the pot Mutiny era, the British Government proscribed
any interaction between British Officials and Indian nautch girls.
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fected the history writing of Urdu literature. The year following the rebellion
of 1857, saw a decline in the position of the tawaifs as they were taken to be
a threat to the British power. The Administration made sex cheap as beautiful
and healthy women were forcefully sent to serve the English soldiers. Parallel
to this decline was the popularity of a great number of literary representations
of tawaifs in Urdu print culture [1, 2015, p. 143]. Many tawaifs came to hold
their Diwans. Through poetry, these women could move above and beyond
their relation with the bazaars and troops and extended their access to the cul-
tural arena of literary performers. However, internalising the British reformist
zeal, Muhammad Hussain Azad, writing his masterpiece Aab-e-Hayat?, which
set the tone for later histories of Urdu, elided the mention of almost all female
poets, particularly the courtesans [2, 2003, p. 366], as it was taken to corrode
the respectable image of Urdu, which he and others were aiming to build. Cour-
tesans thus struggled to live in the ambiguous space between performer and
prostitute. This paper is divided into two parts. The first part will talk about
courtesan poetry through the tazkira® work of Hakim Fasihuddin Ranj, and will
aim to understand their attempts to acquire a place within the patrilineal Urdu
literary tradition through the poetry composition of Mah Laqga Bai Chanda. The
second part covers the works of Feminist writers of Pakistan during the rule of
General Zia Ul Hagq.

Part one. Courtesan poetry

The first mention of the female poets comes from a biographer of poets
and also a poet himself, Hakim Fasihuddin Ranj. He assembled Baharistan-i-Naz
(Springtime Garden of Coquetry, the first compiled anthology (tazkira) of wo-
men poets, in 1864 [3, 2017, p. 601]. A tazkira dedicated exclusively to women
was a novelty in the existing Urdu literature [3, 2017, p. 601]. “The collection
included 174 female poets placed in alphabetical order, majority of them wrote
in Urdu but 49 of them wrote in Persian and three of them wrote in both Per-
sian and Urdu” [2, 2003, p. 366]. Ranj brings together in Baharistan, the tawaif
and the ‘pardah-nasheen*poets, thus erasing the line of respectability to an ex-
tent. “Literary talent afforded all types of women access to a shared cultural
arena” [3, 2017, p. 607]. While Ranj describes women as possessing the same
abilities as men, though strictly in terms of education (taleem), he praises some
tawaifs as possessing better poetry skills than men. He describes poet Banno’s

2 Kugle seems to have confused Muhammad Hussain Azad with Altaf Hussain Hali. Muham-
mad Hussain Azad has written Aab-e-Hayat

3 Tazkira, collection of biographical notes (on poets, etc.), memoir, biography, discussion, re-
membrance, rumour, fame, to have a dialogue/ a biographical memoir. - See: Rekhta Dictionary
[www.rekhtadictionary.com].

* Pardah-nasheen is a veiled woman, litt. “sitting behind a veil”, here it is used as a juxtaposi-
tion of the status of Tawaifs considered to be ‘public Woman’
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style of writing as delicate and visionary (nazuk khayal - elegant style) and
her words to be superior to thousands of men [4, 1965, p. 107]. Another was
Badshah Begam Khafi, introduced by him as a Khangi, who was known as Missy
(honorary nickname) lagab in the English circles [4, 1965, p. 139]. She was
a praised poet inclined towards versification (sher-goi). Her skills in recited
composition were characterized as sweet-voiced harmony (khush-ahang saz).
The recitation and singing of the ghazal were closely associated with the cour-
tesans. Their ghazals® were part of their performances, not just the private ex-
pression of inner identity [5, 2016, p. 343]. Poetry involved singing and dan-
cing and gestures to attract an audience and patronage. Zahra of Lucknow was
a celebrated Urdu Poet, but her recitation of Ghazal (ghazal khwani) was held
in higher esteem than her composition.

Another known tawaif and a relatively unknown poet was Mah Laqa Bai of
Hyderabad. Her name was Chanda BiBi and Mah Laqa was her court title. She
is considered to be the first female poet with a Collection of Poetry or Diwan
(Sahib-e-Diwan)®. There was probably another tawaif, Lutf-un-Nisa, who pub-
lished her Diwan much earlier, but this does not affect the status of Mah Laqa
[6, 1998, p. 121]. Mah Laga’s Diwan ‘Gulzar-e-Mah Laqa’(‘Mah Laga’s Flower
Garden’) holds around 125 ghazals, each having five couplets (ashaar) [6, 1998,
p. 128]. Rahat Azmi complains that many Urdu experts have not given Mah
Laga and her writing the status they deserve, they have confined her poetry
to the Kothas by placing her writings within her profession of tawaif, calling
it the words of a Kasbi kanchani (whore) [6, 1998, ch. 3, p. 139]. Compliment-
ing her, he writes that although Mah Laqga was not a Master of Poetry (Ustad-
e-Sukhan), her work was worthy enough to be kept with those of the known
Masters (Ustads ).

Although it’s tempting to think that courtesans were able to defy the patri-
archal setting by building a world of their own, these women, very evidently,
manipulated the existing patriarchal construction and relations to their advan-
tage. Courtesans operated through the ‘network of “cultured” men to acquire
education and patronage’ [3, 2017, p. 604]. Many tawaif took correction (islah)
of their poetry from male Ustads (Masters). Mah Laqa’s poetry teacher was Mu-
hammad Sher Khan Iman, who was also her great admirer. Scott Kugle writes
that Mah Laqa offers a rich example of how a woman constrained by patriarchal
demands of femininity manipulated them to achieve her artistic and spiritual
goals [5, 2016, p. 225]. Poems of flattery and praise were important at the court
of Nizams of Hyderabad, therefore her ability to compose poetry played a cru-
cial role in court life. Many of her ghazals in fact function as qasida (panegyric

> Ghazal, a genre of poetry dealing largely with topics of both worldly and spiritual love,
comprising couplets, the second part of which are in rhyme. - See: Rekhta Dictionary [www.
rekhtadictionary.com].

¢ A Diwan is a collection of poems of a single author.
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form) praising a ruler or hero, mainly Aristu Jah and Nizam Ali Khan, her ear-
ly patrons [5, 2016, p. 258]. These ghazals were very specific to the occasion,
praising the patron’s might and generosity to win his favor and repay his pa-
tronage. Kugle very precisely, concludes that ‘ as a courtesan, Mah Laqa Bai had
to attract the male gaze, seize it, captivate through it, and manipulate it so that
her vulnerable position as an unmarried but sexually available woman trans-
lated into an empowered position with protection by aristocratic men, their
money and the status they conveyed’ [5, 2016, p. 262]. Mah Laqa Bai’s Diwan,
‘Gulzar-e-Mah Laqa)’, serves to indicate her status, probably why she had more
than one copy of her Diwan, one of which she presented as a gift to John Mal-
colm, a British East India Company’s official. The use of the Diwan as a tool of
political networking becomes clear through this [1, 2015, p. 150-151]. Thus
poetry and its performance became a tool of political action and diplomacy. In-
stead of breaking out of the chains of male dependency, courtesans used them
to their advantage. They tend to intensify their dependency on the powerful
men placed on the top of the social and political hierarchy and thus gain control
over the men who came farther down in the hierarchy.

One of the most powerful actions that Mah Laqga adopted was the manipu-
lation and adherence to religion and its symbols. Mah Laqa Bai fashioned her-
self to be remembered as a woman of piety. Apart from patronizing religious
festivals and architecture, Mah Laqa combined romantic and mystic themes in
her poems. The ghazals integrated Shia spirituality, the final couplet of each
ghazal was dedicated to showing her love to Imam Ali. Being dependent on Ali
as a slave, a devotee and a lover meant gaining the power to stay independent
of other men. Mah Laqa Bai helped to create a dignified place for Shia devotion
in a Sunni court through her poetry and patronage.

Urdu poetry, as we know, is a gendered genre, the poeticliterature is known
as rekhta if the speaker expresses in masculine voice and rekhti if the speaker’s
voice is feminine. The rekhta poetry is spoken by a masculine lover (ashiq) to
a grammatically masculine beloved (mashugq), although this mashuq can be a
female [7, 2001, p. 228]. While in rekhti poetry, the speaker is a female who
seduces the beloved who again, could be either a male or female.

Mah Laqa adopted the rekhta style of writing in her poetry. Although the
gender of the author often remains ambiguous, she does take on a male perso-
na to describe, in detail, his charming and formidable lover, who is, evidently, a
female. Some contemporary South Asian feminists have argued that Mah Laqa
Bai’s work does not speak with an ‘authentic feminist voice’ about the struggles
of real women in achieving freedom and independence from male supremacy
or the experiences of the woman for empowerment [5, 2016, p. 335]. Women,
however, do not seem to be completely absent in her writings, even if the poem
is not in her voice, the silence displays a position of strength, as against the
speaker who is a weak and helpless lover. ‘Silence is the prerogative of a belo-
ved who is aloof, independent, and happy without the forlorn lover’ [5, 2016,
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p- 329]. Moreover, as a woman, the tawaifs, including Mah Laqa Bai Chanda,
even when writing in a male voice, could write about themselves as the sub-
ject. In one of her ghazals, Mah Laqa depicts the beauty of the beloved, and
this beloved is not just any woman, but a courtesan. This is suggestive from
the exaggerated description of the woman with fingertips dyed bright with
henna, paan-reddened lips and a choice to insult her admirers in supplication,
these are seen as the characteristics of a courtesan by Kugle [2, 2003, p. 370].
What can be taken out of this portrait of a tawaif is an attempt on the part of
Mah Laga to see herself and describe herself through the male gaze. Therefore,
through the voice of the male gaze, Mah Laqa is able to describe the feminine
allure that she embodies in the actual social setup as a performer. Although, in
general, Mah Laqa writes love poems in which the speaker is male, whenever
she makes the use of idioms (muhawara), she uses those which were generally
used by women [6, 1998]. Moreover, in many of her ghazals, the gender shifts to
female when she expresses her love and devotion to Imam Ali.

For a tawaif, the ghazal was a form that offered opportunities to express
her desires and agency, however, she adopted a male voice, not expressing fe-
minine desire or Lesbian love. The question to ask here is what led them to
such a decision. Carla Petievich argues that it was so because these women
understood the convention of the poetic tradition, in which they aimed to fully
participate. To adopt the voice of rekhti would have affected full participation
[8, 2005]. Rekhti was considered a petty genre fit for ‘jokes and erotic humor’.
The women it depicts as lovers are not ‘powerful social actors’, therefore, it
was not a suitable genre for women who were trying to make it in a man’s do-
minion. Equal participation seems to be more important to women poets like
Mah Laqa than indulging in poetry that expresses their experiences as women
[2, 2003, p. 371]. The dominance of male voices in Urdu poetry can be seen
as a product of the patriarchal environment in which Ghazal writing evolved.
Instead of defying this patriarchal tradition, Mah Laqa and others appropriated
it to their benefit. Women poets had to prove themselves among male poets
by adopting the normative male voice of the poem [2, 2003, p. 371-372]. The
tawaifs and their poetry did not aim to challenge the patriarchal system but to
attain for themselves a dignified position within it.

Part two. Feminist poetry. Urdu poetry for a large part remained a personal
expression of love and romance up until the nineteenth century and beyond,
however it did witness the beginning of a reformist and didactic trend. Apart
from Altaf Hussain Hali (1837-1914), one of the well-known poets of his time
taking up societal issues in his poetry including a minor discussion on the mat-
ter of women’ plight [9, 2003, p. 31] it was the renowned poet, Dr Muhammad
Igbal (1877-1938), who established political themes as valid subject matter
[10, 1991]. This could account for the choice of adoption by the women poets of
the twentieth century, of using the medium of poetry to convey real, contempo-
rary issues, abandoning the more conventional forms with traditional imagery
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of women. Some of the famous female poets include Kishwar Naheed, Femida
Riyaz, Zehra Nigah, Ishrat Afreen and many others. Since many of the women
poets were also members of the WAF (Women’s Action Front)’, their poems
represented the larger struggle of the women against the socio-religious and
political hegemony of the state [90, 2003, p. 29].

Unlike the female poets of earlier centuries mentioned above, these poets
aimed to take the existing modes and strived to develop a genre that can enable
women to articulate their expression for personal and political freedom. They
also tried to extend the scope of language. Fehmida Riaz is one such poet who
acted on the issue of language and deliberately chose words that are of Indic
origin, moving away from more Persianized literature, preferred by most poets
[10, 1991, p. 4]. Kishwar Naheed also confessed the restricting character of the
existing poetic language in expressing a radical thought.

While rekhti had remained the only genre that supposedly presented wo-
men’s voices, it did not, as already discussed, provide a space for feminist in-
tervention. It is argued that they (rekhti poets) may pretend to look at women
and themselves through the eyes of a woman, but they mostly saw what their
‘masculine and hetero-sexual selves desired’ [9, 2003, p. 34].

While rekhti never became a voice for the female Urdu poets, the women
poets of the initial phase, who mainly were the tawaifs, largely chose to adopt
a male voice in their poems describing women subjects as the conventional ob-
ject of beauty and cruelty as it has been discussed in detail above. The poets of
the feminist movement made an attempt to acquire the female voice, not for the
entertainment of male consciousness, but to bring to the fore the issues and ex-
periences that came along being a woman in Pakistan under the state of Gen. Zia
ul Hag. The most immediate background to the poetic genre that developed in
this period is the imposition of the Hudood Ordinance that was enacted in 1979
as a part of Gen. Zia ul Haq's ‘Shariatisation’ or ‘Islamisation’ process. Most of the
poems directly confronted the implications of the Hudood Ordinance and the law
of Evidence. The resistance can be seen in the usage of the terms that otherwise
represented the delicate beauty of the women, for instance, flowers, jewels etc.

ladkiyafn maaon jaise muqaddar kyoi rakhtt haiii
tan sahra aur aafikh samundar kyon rakhti haii
aurtefi apne dukh ki virasat kis ko defigi
sandiiqofi men band ye zevar kyon rakhti hain

vo jo aap hi puuji jaane ke laa.eq thiii

champa si poroii mei patthar kyon rakhti hai

o0 jo rahi hain khali peT aur nafige paaiv

bacha bacha kar sar ki chadar kyon rakhti hai

“Women'’s Action Forum/Front is a women'’s rights organization in Pakistan. The Women'’s
Action Forum was established in Karachi in September 1981. The WAF was formed to respond
to the implementation of the Hudood Ordinance penal code and to strengthen women’s position
in society generally.

764 ISSN 2618-7043 (Print), 2687-0738 (Online)



Z""’ LITERATURE OF THE EAST
Nasir Z. Female Voice in Urdu Poetry
Orientalistica. 2021;4(3):758-767

‘Why do girls follow the destinies of their mothers?
Why are their bodies deserts, their eyes the ocean deep?
Why do women keep their jewels locked in trunks?

To whom will they bequeath their legacy of grief?

Those who were themselves worthy of worship

Why do they clutch stones between jasmine fingertips?
Those who remained hungry and barefooted

Why do they not let their Chadur slip? (Afreen, 1991)

The images of jewels and jasmine are not used here to define the beauty
of the women but to present the atrocities. The locking up of jewels and the
clutching stones between jasmine fingertips tries to achieve the effect of sub-
version [9, p. 33]. In one of the compositions, Kishwar Naheed writes:

Mere muiih par tamaficha maar kar

Tumhdre hathoii ki uiigliyon ke nishan

Phali hui roti ki tarah

Mere muiih par sad rang ghubbare chodh jaate hain

‘While hitting my face,
The imprints of your finger
Like stuffed bread

Leave hundred-coloured balloons on my cheeks’ (Neelam Ghar)

The physical features that were identified with the image of a woman such
as cheeks, forehead, eyes and lips, are used in a context completely different
from conventional trends in Urdu poetry. This poem challenges the male autho-
rity on a female's body and mind. In one of the couplets of Naheed from her po-
etry collection ‘The Speaking lips‘ (‘Lab-i Goya’) she uses another conventional
metaphor to signify an unusual stance. She writes:

maifi qaid-e-jism meii rusva ti qaid mefi meri
badan pe daagh liye qaid-e-be-sa.uibat ke
‘I am disgraced in the prison of my body, you are in my capture
bearing in your body the scar of painless imprisonment.’ [11, 2009, p. 215]

The image of imprisonment is often used in mainstream Urdu poetry signi-
fying the state of being in love, one being imprisoned by the emotion of love. Impri-
sonment functions in this Ghazal as a marker of gendered subjectivity. The couplet
tells us the power relationship between the lover and the beloved is uneven, while
she is disgraced because of imprisonment of her body, he remains unharmed. This
highlights the distinct experience of men and women [11, 2009, p. 215].

In Fehmida Riaz’s work, the veil is made analogous to prison (four walls)
wherein the dignity and freedom of a woman are sacrificed. She covers the op-
pression perpetrated by men on women like the sexual assault of handmaidens
where the veil which is signified to protect provides no protection. Even after
wearing a veil, women'’s bodies are violated by men, thus the objective of wea-
ring a veil is eventually lost.
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Another important aspect to note is that in these poems, women reinven-
ted themselves, depicting their experiences and creating a feminist space and
a sense of belonging among the women of not just their country but also be-
yond. This can be evident through the use of the words like ‘Hum’(We) as in
‘Hum Gunahgaar Auratein’ (We Sinful Women) by Kishwar Naheed, ‘Humare
Halaat’ (Our condition) or ‘Humari Zaban’ (Our tongue/Our voice) and many
other examples. Through this, they do not confine the poem reflecting just their
experiences, but put them as the experiences of women all around.

Conclusion

To conclude, we can bring up the three phases of women poets which Elaine
Showalter talks about: the ‘feminine’ phase when women write and imitate the
male masters sometimes concealing their true self; Second, the ‘feminist’ phase
which coincides with the development of suffragette movement; lastly, the ‘fe-
male’ (ideal) phase, where women began to write about their own experiences
and disregarded the world of men [12, 2014, p. 13-14]. The first phase can be
seen to an extent in the writings of the tawaifs, particularly Mah Laqga Bai Chan-
da, who made her little spot in the Urdu poetry culture by adopting the ongoing
trend dominated by male trend-setters. While the second phase is seen in the
works of twentieth- century women poets who wrote against not just social
patriarchy but also provided a reply to the political hegemony of men over wo-
men and their lives and bodies.
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