IQBAL—The Probiem of Poetic Belief
Jamit-vr-Renaas THorans

My purpose in writing this article is to have a look on Igbal’s
dilemma of being & poet-philosopher in the light of seme recent
observations made by some notable Western literary critics on the
principles of literaty eriticism, with particular reference to the problem
of poetic balief. I would give a brief exposition to Eliot’s 1elevant
theories of criticism such as the Impersonal Theory of Poetry, Form
and Matter, Poctiy and Religion and Poetic belief. I would then
endeavour to apply these canons of literary criticism to the works of
Igbal, with a view to finding out how far Igbal’s philosophical pro-
nouncements could succeed in accomplishing the poctic assent; how
far Igbal succzeded in being a poef in spite of his being a philosopher.
L shall have ulso to discuss whether any such problem does arise at all.
Is there any bar on a poet being a philosopher and vice versa? 1 have
asked a question 1o mysell whether Igbul's poetic genius was hampered
by his philosophy or whether hiz philosophy shaipened his czlibre as
a poet. This question picsupposes the problem as ro the fimetion of
a poet whether he is there to give a message or stinply to provide joy
to his readers; or whether these two propositions are exclusive to each
other that is if he delights, he cannot instruct, or if he instivers he can
not delight.  This leads us to the basic question ¢f the nature of Art,
whose interpretations can be many.  Our critical literature is full of
such discussions right fiom Aristotle to Eliot, including such great
names as Wordsworth, Coleiidge, Dryden, Arnold, Hali, etc. 1 do
not intend to discuss these theorics of Arts but it would be both in-
teresting and useful to find out whether Igbal himsell had any theory
of Arts, or was it necessary for him to have one.

It is not necessary for & poet to know or have any specific theory
of Art on which to mould his creations; many great pocts such as
Dante, Shakespeare, Meer and Ghalib did not possess any such theory
of Art. A great artist does not bother to know or frame any theory
of Art; at times he transcends all principles and canons of Art and
moulds and modifies the existing ones by his own poetic genius.
Coleridge has rightly observed that every great and original writer. in
proportion as he is great cor originul, must himself create the taste by
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which he is to be relished; he must teach the art by which he Is to be
seen. A preat poet refuses 1o be judged by the existing principles of
ctiticism; it would be an unsuccessful attempt to judge Shukespeare
by a ready-made packet of principles of literary criticism.  And, in
fuct, it is not always useful and rewarding fora poet to have a theory
of Art of his own. At times, T. S. Eliot’s poetry and literary criticism
seem to complement cach other and this may prove fatal to both. It
is also not possible for a literary system-maker to apply all his theorics
ol Art on his own poctry and to achieve the desired effects.  We may
appreciate and pay our respaets to the soundness of the theory of
puetry propounded by William Wordsworth in his Preface to Lyrical
Ballads bul we are not happy to see its practical application ou his
lyrical ballads; neither the ballads fully adhere (o the principles nor
Jdo tiey emerge as great poetry on this basis wlone.

[ wantto point it out that literary criticisin is not prior o lterafure
irself. Aristetle had propounded his ideas on drama in his Poetivs by
deducing such principles from the works of Greek dramatists them-
selves.  His material was already available; he simply analysed them
and generalized the principles, with no doubt some of his own pro-
found observations. 1 do not deny the importance of literary criticism
but the extent of its importance or otherwise is out of the scope of this
article. At the moment, we are interested to find out whether we can
make out a plausible theory of Art from the poetry of [gbal or not,
I submit that Iqgbal has, in quite a few of his verses, put forth his own
Theory of Art; we want to judge it in the light of some current theories
of Art of notable Western Literary critics, with particular reference to
our problem of poetic belief.

Looking at the Urdu Traditior. we find {nat Persian Tradition of
Ghazal has played a vitel and prominent role in its shaping and deve-
lopment. [t is {ull of amorous emotions; love-poetry is. perhaps. the
most important part of our entire poetry. I do not claim that for be-
ing so. it is an inferior poetry; it has enriched our literature with very
beautiful and significant similes and metaphors.  But with insistence
on this kind of poetry and as an casy frame and model for the new
pocts, Ghazal degencrated to a great extent as we find in Daag and
Ameer Meenai; ir [act. to a great extent, it had lived i's life and
had its culmination in such great poets as Meer and Momin; 1 do not
still hold that in the hands of a great toet, say like Hasrat Mohani o1
Firague Geraklipuri, it would not flower into great poetry: but as a
tradition, love poecry with exuberant and abundant decorativ: but
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off-beaten metaphors and monotony of emotions, which were at times
insinceie, had lost its grip, and barring a few great poets, it was heavily
condemned by such recognised critics, as Hali, Azad cte. Asa revolt
against it, a departure from this tradition took place in the works of
Hali and it found its culmination in Igbal.

To my mind, Igbal is a sharp departure from the Utdu tradition
of Ghazal. Bariing 2 few notable exceptions our pocts were not fre-
occupied with soci.l. nutional or phifosophical problems. J have no
intention to say that poetry with social, national or philosophical bias
is great poctry, thotgh in the hands of a great poct. it can be. 1 also
do not say that we do not have great poets in ows language; there had
been poets who had philosophical flaslres, had deep insight into hrman
nature. and were poosessed with religious fervour: there were mystic-
poets in our language; but, T submit, that such pocts do not fall into
themajor tradition of poetry; I further submit that love-poetry witha
dzep print of Percian Tradition, with all its metaphors and mechanics
has been our major tradition; Iqbal bas been & departure from this
tradition; and has heralded a new era of poetry which we sec in the
post Igbalian era which include such poets as Faiz.

Kalimuddin Ahmced remarks about Igbal's theory of Art: He
has something to assert and he believes that every artist as well must
have comething to assert™. As a poct. he assumses a new role; he
refuses to be simply a provider of joy: he believes that a poct has a
definite function to petform and he voluntecred himscll to fulfil that
function-—to give en inspired message to the sleeping world to awaken
it to action. In the words of Shelley. Igbal considered the function
of a poct to be a “trumpet of a praphecy”™. He believed :

e B S Tl

Poetry is a part of Prophcthood

We can substitute [gbal for Shelley when he, addressing to the West
Wind, indentifying himscl{ with i, says:

Drive my dewnd thoughts over the Universe
Like withered leaves ro quicken a new birth!
And, by the incantation of this verse,

Scatter, as from an unextinguished hearth
Ashes and sparks, my words among manking!
Be through my lips to unawakened earth
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the trumpet of a prophecy! O Wind
If winier comes, can spring be far behind ?

Igbal never celieved in the common place theory of ‘Art for Arts
sake’; we can find a number of veises in igbal’s poctry in which he
warns his readers nos to take him a poet ia the usually accepted deio-
gatoly sense of the word that iy an enterlainer:
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Do not consider my anxious ulterancss «s Poetry

I share the scciets of the inner abode.

Igbal wanted poetiy vo woik; he wanted the slecping humaniy
to awaken to act. While once compaiing himscll with Tagore. Igbal
said that “Tagore preaches rest; Iqbal preaches action™.  Thus it can
be observed that Igbal believed in a purposive poctry. Igbal took
poetry as a powerful agent to quicken the sleeping enerzies and latent
powers to act. He whole-heartedly condemas the poct who is sitting
in an ivory tower, who escapes from the arim rezlities of life, who secks
refuge in an escape to the romantic world, one who oaly arouses our
aesthetic responses; in his (825> )l (Secrets of the self) he tells
the poet about hi. function and exhorts him to action:
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If thou hast the coin of pcesy in thy purse,
Rub it on the teuchstone of life;

For a leng time thou ha.t turned about on the bed of silk;
Now accustom thyself to rough cotton!

Now throw thyself on the burning sand.

And plange iato the fountain of Zemzem !

How long make thiac abode in gaidens?

O thou whose auspicious shaie would do honour

Build a nest on the high mountains to the Phoenix
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That thou myst be fit for life’s battle,
That thy body and soul may burn in life's fire!

The poet according to Igbal is a part of battle going around him.
He is an inspired person with a mission and he wishes to inspire and
enthuse others to take part in the stroggle; thus he is a vehement be-
liever in the theory of “Art for Life’s sake’ and has a message to give to
humanity.

There enters the philosopher who waats 1o communicite his ideas
10 the people and he has chosen the medium of poctry te do so.

With some caution. 1 wish to submit thaet he was a philosopher
first and poet later; as I have said that this proposiiion is capable of
cing grossly misunderstood, 1 would like to explain this pesition at
some length.  Igbal as a human being had a particular point of view;
he was a religious mzn and considered the salvation of mankind 10 lie
ia the fulfilinent of the commandiments of religion.  He tried o take
his inspiration from the Holy Quran and wanted people to foliow the
dictums of the Holy Book. From lis own reading and expericnces in
life. he developed a religious mysticism as scen in Rumi and his own
philosophy of Sell” which he lound not only comgpatible with Islam
but also a very cficctive means to fullii men’s mission in the World as
propounded in [slum. I suggest that Igbal had a missionary zeal for
his belief and wanted to communicate this belief o the humarity;
his first and foremost motive was to communicate his message, which
he loved so much. He was an inspired person. Any such person
who 15 so inspired, having a refined sensibility as he had, would have
chosen the most befitting medium that is poctry. To quote Kalim-
uddin Ahmed again: “At times, Igbal disclaims any desire to be
considered a poet.  Philosophy calls him and his main concern is to
give expression to his philosophie ideas. ideas rhal appeer valuable
to him. Heis no poet, he says.  He has something to say and he uses
poetry merely as a vehicle of expression. because probably, it enables
him to express his thoughts in a concise. emphatic, concentrated and
memorable fashion. ‘I am not writing poctry’; T am not aware of
the finer points of art’;—such sentences occur frequently.”  Whether
he succeeded in his attempt of gutting his thoughts in its emotional
equivalent is vet to be seen.  Whether what he says in verse is simply
philosophy or is it poetry in its real sensc of the word., that is the basic
ques.on; has he been able 1o achieve poetic assent for his own philo-
sophical ideas? Could he have a harmonious blend of philosophy
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and poerry? Did he possess a unified sensibility? Can a philozopher
be a poet? Does he lose his poetic value if he has a system of phile-
sophy to propound? Can we say that in spite of his philosophy, he
was a great poet?  These are the questions which we have to answer
in this paper.

Before we go on to answer all these questions in the light of the
weslern canons of literary criticism, it would be fruitiul if we may also
have a look at Igbal's process and mode of writing poetry.  Itisalwaya
very difficult to know the mechanics of writing poetry; even a poct
would find it difficult to explain how he wiites poetry. No doubt this
question will receive more attention and investigation. when we come
to deseribz and discuss Eliot’s Tmpersonal Theory of Poctry.  How-
ever, we have some first hand account of Igbal's process of writing
poetry. In a recent biography of Igbal ( ,:8 ,65s,) it has been
claimed that Igbal himseif described bis mede of writing. He was
not a craftsman te put his thought in the form of verse whenever he
wanted or whenever he was asked to. He had rare flashes of inspire-
tion. say twice or se in a year, when hic could write verse at length;
whenever he was inspired to write, he would seck seclusion and would
be nervous, as if something has been revealed upon him.  As claiined,
he said. he would irot be getting the idea first, but the entive verse dawned
wpon him suddenly in its final form. It is said that his famous pocm
“Masjid-c-Qartaba™ (the mosque of Qordova) dawned upon him in
theshape of a prayver afier he had performad “the Namaz™ at the famots
and historical mosque of Kordovit. This shows that Tgbal was an
inspired poct.  In the words of Shelley, Igbal is a hicrophant of an
unapprchended inspiration: the mitror of the gigantic shows wiich
futuriy cast upon the presents the words which express what he under-
stands aot: the trumpet which sings to battle and feels not what he
inspires, the influegnce which is moved not, but moves. This, if this
explanation is authentie, creates a very difficult question lor us to solve.
A poct who was inspired and obscssed with his missionary idea was
not a deliberate versifier: it werc at the sudden flashes of inspiration
that he propounded lus ideas in peetry that no deliberaie and painful
craftmanship entered into lus poetry.  Thie paradox has to be exploin-
cd if we have to answer any of our questions satisfactorily.

I

As said above it is my endeavour to evaluate TIgbal's poctry in the
light of Eliot’s critical canons as propounded from time to time. with
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our basic problem of I[gbal’s success or otherwise of achieving the
status of great poctry for his philosophical thought.  It, then, becomes
necessury to have w look at Eliot’s ideas on such major issues i are
relevant to our problem. I have chosen Eliot as he Is the critic of the
age tor the West. He has been responsible for the reshaping of the
taste ¢l the conlemporary world anu also of the generations to come.
He has been declared as one of the best arbiters of taste of our gene-
ration.

As early as 1921, Eliot had propounded his Impersonal Theory
of Poctry.  His eatly criticism has o stamp ol his being an intellectual.
He had at least twe important suggestions to make:  lirstly he would
consider the role of intellect in the processes of puctry as inportant.
He liked the poot “to have a direct seasuous appichension of thougl,
or a recreation of thought into feeling™ or o quote another of his
renark s “to feel their thought as immediately as the odour of a rose” .
This logically leads w the elimination of thought or idea as such in
poetry.  He considers, at this occasion. the use of personal ideas and
philosophies in poztiy as undesirable.  He did not like the poet to
have @ concept.  According to him. the poet should replace 1he philo-
sopher. He s, however, confronted with a preat problem: how is he
aoing to puss judgments on such great philosephic poets as Lucretius
and Dante, whereas Saniayana in an earlicr work (1910). declures thut
the poet is never greater than when he grasps and expresses the philo-
sophic vision of his universe, as Lucretius. Dante. and Goethe did for
successive ages.  Eliot has 2 solution for his Gilemma.  “Eliot finds™,
remarks Kristian Swidt. “philosophies justifiable in poetry only if, as
with Lucretius and Dante. they serve, not their own ends, but those of the
poetry.  Thercforc it is safest for the poct to borrow his ideas. so as not
to fall into the temptation of subordinating poctry 1w speculation”™.  Thus.
to put it into fewer words, it is not the function of a poet to argue. per-
suade, teach or spoculate. *Accordingly. the poet can deal with philo-
sophical ideas, not as matter for arzument. but as a matter of inspee-
tion. And for this purposc traditional ideas are bztier than original
ideas’. This logically leads to the wea of the poets suppressig lis
own personality. To quote him again: The progress of an artist
is a continual self sacrifice, a continual extinction of personality. It is
in this depersonulization that art may be said to approach the condi-
tion of science ““The most perfect tne artist, the more completely sepa-
rate in him will be the man who suffers™,

As the concluding part of his celebrated essay on ‘Tradition and
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the Individual Talent’, Eliot says that poetry is not a turning loose ef
eraotion, bul an escape from personality. But, of course, oaly those
wio have persenality and cmotion know what it means to want 1o
cscaps from these things.”  Eliot dees not, perhags, have the faith ia
the spiritual nature of man.  He thinks that the poet is only  parti-
cuiar medium in which ‘imptessions and experiences combind in peculiar
and unexpected ways.

This leads us to tiwe question of the postic processes,  Eliot de-
clares that the poet’s mind is a receptacle for seizing and storing up
numberless fealings. phrases, images, which remain until all the particles
which can unite to form a new compound are present together. Al
which moment the mind acls as a catalyst and there ocgurs a spon-
taneous fusion with the effect of creating a new art emotion. And it is
n ot the greainess, the inrensity, of the emorions, the components, but the
imtensity of the artistic process. the pressure, so to spealk, wider which
the fusion takes place, that counis™. This theory of the poetic pro-
cesses brings Eliof very ncar to the concept of supernatural inspiration.
It is no more a matier of conscious technique. 1t secms that Eliot,
at tne moment, believes in a kind of aesthetic mysticism.

If we analyse the above observations, we come to the following
conclusions: (a) The poet must avoid ‘the expression of his persona-
lity’—that is he must avoid ideas and philosophies, and if he does ex-
press, he must serve the end of poetry and not his own end: he has to
avoid the dangerous situation of ‘fulling into temptation of subordinat-
ing poetry to spaculation’; the poet niust escape from his personality
and ecmotions. In fuct he must avoid being deliberate and conscious
i the cxpression of lus philosophies and ideas. (b) Eliot very ncarly
believes in the theory of supernatural inspication. He insists upon
the value and impaortance of the ‘intensity of the artistic process' rather
than on the intensity of emotion and that leads him to a kind of ‘aesthe-
tic mysticism™. In short, it approaches the same theory of Shelley
that he propounded when he says that ‘Poets are the heirophants of
an unapprehended inspiration’. His above theory that is the Imper-
sonal Theory of Poety was a very impressive one and its echoes were
heard around twentics in the works of contemporary writers both
creative and critical, but such a position was difficult to be maintained.
Whatever the case may be, in poetry, no doubt, according to Eliot,
these parsonal emotions were to be reshaped so as to be objectified
having a universal appeal.  In fact, what Eliot was trying to do at that
time was to check the unrestrained emotions that the Romantics be-
lieved to play upon their poetry.
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Later on Eliot had to modify his position; while speaking of Ben
Jonson, he says that we can’i fully understand him unless we know the
pocet, Ben Jonson, as a person. Tn 1940, when he was lecturing on
W. B. Yeals, he thougit that “the kind of impersonality which was
more that of the mere skilful craftsman was achieved by the mature
poet “who, out of intense and personal experiences, is able to express
a general troth: refaining all the particularity of his experience, to
make of it a general symbol’. We can now sec that Eliot does not
himself insist on his views of 1919. 1In fact Eliot is neither simply
individvalistic nor traditionalist alone; he is both; he believes in the
harmonious blend of the both. Even psychologically, it will be im-
possible to deporsonalize poetry complately.  The poet’s own experi-
ence directly and passions aroused thereof have a vital role to play in
the creation of poetry. It is on¢ thing to demand an escape from
personality, aad another thing to do it. It is an impossible ideal.

As far as the usz of ideas in pociry is concernad, it also passed
through modifications and changes. What he was trying to do in 1919
was the result of his belief that Avt or Literature is merely presenta-
tion; it is not an cxploration. We can, however, sec that his own
poetry such as ‘Four Quaricis’ is not prosentation but exploration.
Lucretivs and Dante are poects whose works are of permanent value
though they are “unashamedly didactic’ full of poets’ ideas and philo-
sophizs.  His original view on the nature of poety wiss that great poetry
must be Universal.  In the October 1932 issue of ‘Criterion’, he said
that “All great Art is in 2 sens2 a dosument of its tiing; but great art
is never merely a document. for mere docunient is not art,  All great
art has somothing permanent as well as changing...... And as no great
is explicable simply to the Society of its time, so it is not fully explicable
by the personality of its author; in the greatest poetiy there is always a
hint of something befiind, something imparsonal, something in relation
to which the author has been no more than the passive (if not always
pure) medivm™,

Theabove statement, particularly his assertion of “a hint of something
behind’ alludes that Eliot believes in the divine inspiration of the poet.
As has already been discussed about the poetic precesses, he secms to
believe in the aesthetic mysticism. The only explicit statement that
he makes on this thesis while he was broadcasting on Vergil and the
Christian:...... “if the word ‘inspiration’ is fo have any ineaning it iniust
mean just this, that the speaker or writer is uttering something whicl he
does nol wholly understond———or which he inay even wisinteipret when
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the inspivation has departed from him. This is certainly true of poetic
inspiration. As poet may believe that he is expressing only his private
experience his lines may be for him only a means of talking about him-
salf without giving himself away; yet (or his readers what he has written
may come to be the expression both of their own secret feelings and
of the sxultation or despair of & generation’

tliot, on the basis of his progble thcory of inspiration does not
deny the poet his sovinl role. particularly with reference to the usc of
language by Lhe past: however, this diseussion is out of the scopz of
the present article. [ would now like to sum up his ideas on this parti-
culartheme and to see it in the light f Santaya’s observations on philo-
sophical poctry before mioving on to his observations on his important
theory of ‘*Form and Matter’,

It must have been noted that there has been ai evolutionary pro-
¢oss in Eliot's critical thoughts. We cannot consider his carlicr state-
ments finel without taking into account what he had to say later. No
douby, lie insisted on the complete depzrsonalization of poet, but he
had to allow that the post’s own emotions are important; he did not
like that poct should express his ideas and philosophics. but he hadl
to yield bafore Lucretius and Dante because they primarily served the
cause of poetry. He bulieved that there was uncoascious activity in
the poctic process but he had also to accept that there was much cons-
cious activity present too while the poet was writing a poem.  We huve
to ask a question what is he trying to say after atl.  Eliot seems to sy
thut poetry is poetry; cvery other thing is irrelevant whether it lus
philosophy or not; whether it is didactic or noi; whether it is intui-
tional or deliberate: he is all the time occupied with Universal and Per-
manent poeiry; in fuct, at times he has been unconsciously trying to
explain his own poctic works,  While writing abour *Poetry and Philo-
sophy” he savs “we say. in a vague way, that Shakespsare. or Dante,
or Lucretius, is a poet who thinks even that Tennyson is a poct who
dJdoes net think.,  But whal we really mcan is not a difference in quality
of thought but a difference in quality of emotion.  The poet who ‘thinks'
is merely the poet who can express the emwotional equivalent of thought”
or the sole judge of the poetry which is philosophical or which is loaded
with thought. is the success or otherwise of its baing able to ‘express
the emotional equivalent of thought or the philosophy which the poct
is aiming to cxpress. It is not necessary that the poet himself, pre-
ferably, be not interested in the thought itself; he may be. In order
to elaborate Nis ideas further. he iilusteates his point by discussing
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Shakespeare: ““Champions of Shakespearc as a great philosopher.
have a great deal to say about Shakespeare's power of thought, but
they fail to show that he thought to any purposc; that he had any
coherent view of life, or that he recommended his procedure to fallow.”
This statement can also be true to Ghafib but this can not be true to
[gbal. Shakespeare and Ghalib did not think to any purpose but Iqbal
did, and we have to see whether Iqbal \was capable of expressing  the
thouglhit (to some perposc) in its emotional equivalent or not.

Eliot’s bias [or poetry is so great that he seems Lo dream of a pure
poetry and a pure poet that is a poet is poet and nothing else. Tt scems
that his study of Coleridge and Shelley aflected him very much to come
to this conclusion. To him, they should have been greater posts had
they not bsen having their own philosophical and critical opinions
about art and life. Goethe did not impress Eliot much because lie 1s
too didactic and philosophiczl. He would not belisve that Dante had
a philosophy; it was Saint Thomas who supplicd him a ready-made
philosophy as did Seneca to Shakespeare; neither Shukespearc nor
Dante did any real thinking—that was not their job; and the relative
value of the thought current at their time, the material enforced upon
cach to use as the Vehicle of his feefing, is of no importance.”” It seems
that thought is only a vehicle of the poet’s feelings and the value of
thought is of no importance. In fact, what he is trying te say is that
thought particularly the poel’s own thought is deadly to poet. It is
only when the poet is able to express lis or othei’s thought into irs emo-
tional equivalent, that we pardon him of his erime of using thought,
bacause our response to such poetry would then be emotional and not
intellectual sincz what the post is conveying to us is an emotionalised
thought; and that can only serve the purpose of poetry. Eliot very
emphatically says*“Poctry is not a substitute for philosophy or theology
or religion; 1t has its own function. But this function is not intellec-
tual but emotional. it cannot be defined adequately in intellectual
terms'.

While discussing about the three philosephical poels of Europe
that is Lucrctius, Dantc and Goethe, George Santayana, after giving
a brief account of the three main currents of Europzan philosophy
that is Naiwralism, Supernaturalism and Romanticism wonderingly
remarks: “Can it be an acsident that the most adequate and probably
the most lasting expositicn of these schools of philosophy should have
been made by the poets:  Are poets, at heart, in search of a philcsopiy?
or philosophy, in the end, nothing but poetry?”.
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George Santayana has raised a fundamental question and we have
to see what answer does he give to sush a problem, and to what extent
it was satisfactcry. If philosophy is ‘an investigation into truth’ cr
‘reasoning upon truths supposed to be discoverad’ then there is nothing
in philosophy akin to poctry. There is nothing poctis in the works
of philosophets. Even in the poetry of Lucrstius, Dante and Igbal.
there are some passages where it simply presents phifosophy as suger-
coated bitter tablets, which lasve o poelry.  Santayana says: “Poetry
cannot be spread upon things like butter; it must play upon tham like
light and be the medium through which we see them™.  In Lucretius,
it is not a sugar-coated pill; in his prefase, he addresses his readet ...
if happily by such means I might kecp thy mind intent npon my verses,
unil thy eye Fathoms the whols structure of nature, and the fixed form
that makes it beautiful.

George Santayana has brought out a vital fact when he says that
“in philosophy itself investigation and reasoning are only preparatory
and servile parts. means to an end. They terminate in insight or what
in the noblzst sense of the word may bz called #heory—a steady
conicmplation of oll things in their order and worth.” Thus we find
there is a common clement in Poctry and philosophy. He furtier
adds: “Such contemplation is imaginative, No one can reach
it who has not enlarged his mind and tamed his heart. A philosopher
who attains it, is for the moment a post; an:d a poet who turns his
practised and passionate imagination on the order of all thing. or on
anything in the light of the whole, is for that moment a philosopher.
Thus a harmaonious dlend of a philosopher-poct exn be found in a per-
son who has ¢ vision, an insiglit, a theory and can apply his practiced
and passionaie imagination fo it. But still a joct who is a philosopler
has a great difficulty in achicving this end because ‘philosophy
is somecthing reasoned and heavy; poctry sonisthing winged. flashing
and inspired. There is a danger that the inspiration is lost in the sand
of versification of an idea. TLong poem has to be deliberate and can
not boast of poetic inspiration all through; that was. perhaps. the
reason that Eliot considored philosophy and ideas dangerous to poetry;
the flashy inspiration would not be able to carry on its wings the heavy
and ponderous philosophy to a Joeng way and poetry would lose its
value; the poet would then serve tie purpose of philosophy or of him-
welf and not of poelry. What enswer Santavana has to give te the
substantial danger ?

Santayana analyses as toc why long poems do generally fail, when
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he says: “If it be a faci, as it often is, that we find like things pleasing
and great things arid and formless, and if we arc better poets in z line
than in an epic, that is simply due to lack of faculty on our part, lack
of imagination and memory and above all to lack of discipline.” Suntayana
has a psychological explanation 1o his thesis. Why is it after ail that
‘the short-winded poct himself excels the common unimaginative person
or is it so that he feels more.”  “Rather I supgose, in that he focls more;
in that his moment of intuition though feetine, has a vision, a scope.
a symbolic something about it that renders it decp and expressive.
Intensity, cven momenta.v intensity, if it can be expressed at all com-
ports fullness and suggestion compiressed inte that infense moment......
To this flecking moment the philosoplier. us well as the poet, is con-
fingtd..n. What inakes the difference between a niopient of poetic insighi
arid @ vulgar moriten! is that the passions of the poctic momeit iave more
perspective . Santavana further adds: “Even the short winded post
selects his words so that thsy have a magic moment in that which
carrizs us, we kinow not how, to mountain tops of istyitions. Ig it
not the poetic quatity of phrases and fmages due to their concentrating
and liberating the confused promptings left in us by a long expericnce?
When we fecl the poetic thritl, is it not that we find sweep in the concise
and depth in the clear, as we migit find all the lights of the sea in the
water of a jewel. And what i a philosephic thought but such an
epitome”.

Se if a poet has a vision of the Universe, develops a system of
thought and thinks to purpose. gives models of things, speaks about
al! the things we care for. What would be his problem? In such a
casc, the poet would be requiring much more poetisal vision than the
poct wio suggests ¢ fow things which on account «f iis poctic vision,
‘Stretches our attention and makes us rapl and serious’

To bring out this explanation fully, I will have 1o quote Santavana
at some length: “Form a like experience, give some scope and depth
to your feeling, and it grows fmaginetive. give it more scope and more
depth, focus all experience within if, make it a philosophet’s vision of
the world. and it will grow imaginative in a supcrlative degree, and be
supremely poctical. The difficulty. alter having the experience to
symbolize, lics only in having enough imagination to hold and suspend
it in @ thought; and further to give this thought sich verbal expression
that others may be able to decipher it, and to be stirred by it as by a
wind of suggestion sweeping the whole forest of their memories. Poetry,
then, is not poetical fot being short-winded or incidental, but on the
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contarary, for being comprehensive and having range.  If too much
matter renders it heavy, that is the fault of the poet's weak intellect,
not of the outstretched world. The picture that would reader his larger
subject would not be flatter and fecbler for its extent, but on the con-
trary, deeper and stronger since it would possess as much unity as the
littlc one with greater volume.  As in a supreme dramatic crisis all over
fife seems to be focussed in the present and used in colouring out con-
siousness and shaping our decisions, so for cach philosophic poet the
whole world of men is gathered together, and he is never so much a
poet as when, in a single cry, he summons all that has affinity to him
in the Universe, and salutes his ultimate destiny. It is the acme of
life to understand life. The height of poctry is to spcak the language
of geds™.

it is thercfore clear from Santayana's elaboratc psychological
analysis that philosophical thought or a system of thought of all things
around us is not fatal to poetry; on the other hand. in the case of a
rerson who has strong intellect and greater imagination with discip-
line, philosophical ideas would make his poetry great as he wonld have
comprehensive view of life and not a cursory one: Greas poctry
depends upon the depth and greatness of the poel's vision and perhaps
a great poet has to have some scheme of things. though at times he
may not always be able to succeed to make his vision fully dawned
upon his readers. We have to see how Igbal succeeded in achieving
this end and under what circumstances. But before we proceed to
examine Igbal, we have to deal the other problem that is con.erned
with ‘Matter and formy” for being equippad fully for our discussion of
Iybal’s success or otherwisc of his achieving the poctic assent for his
philosophical ideas.

[ have already inferred before that Eliot seems to give us an idea
of pure poetry. Heseems to impose upon us a conception of poetry as
some sort of purc and rare acsthetic essence. There are several of
Eliot's utterances which go to suppert this idea. He once emphaticaily
said: “Not our feelings. but the pattern which we make of feelings, is
the centre of value™. Sp:aking about the use of language in poctry,
he says: ‘What is poetic about poetry is just the invention or dis-
cavery or claboration of @ new idiomt in verse®.  Insisting on the formal
qualities of verse, he remarks: “Poetry begins, I dare say, with a
ravage beating of a drum in a jungle, and it retains that essential of
percussion and thythm™. To the problem of communication that
what is communicated in a poein, Eliot abserves:  ““If poetry is a form
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of ‘Communicaticn’, vet that which i to bz communicated is the
pozm itself and only incidentally the experience and the thought’™ which
are in it. Eliot has repzated that iaterest in poatry is  ‘primarily a
technical interest’.  There nas to be somethingin the poem which keeps
the reader’s mind ‘diverted and quist, while the poem does its work’.
About his own poetry, he says that he did invent some poetry out of
nothing because they (certain passages in his pogtry) sounded well.

Should we then infer that Eliot believes in the doctrine of art for
art’s sake. What we mean by the phrase ‘art for art’s sake’ is prre
enjoyment. Eliot should not be mistaken, though he allows strong
suspicions, to be an aesthetician in the sense of believing the doctrine
of *art for art’s sake’. While talking about the art of Milton, Eliot
suys:  “The music of verse is strongest in poetry which has a  definite
meaning in the properest words.”

In a way form sesms to be subservient to meaning. [If we study
the external influenses on the poet which proves as motive force for
him to write verse, it is the meaning he wishes to  communicate, “Any
radical change in poetic form is likely to be the symptom of some
very much deeper change in society and in the mdividual. says
Lliot,

These statements taken together are contradictory. Eliot cannot
carry on consistently with his theory of the primacy of form. How-
ever, if we study him further, he seems to believe in an integral view
of the relation between form and matter.

[t seems ho believes that the poet’s meanings were being worked
up fora long time: by the time, he is writing the poem, his meanings
have erupted out: what is feft now is a conscious art to dress it inio
form, but not cxactly so because Eliot has already said in his cssuy
“Tradition and the Individual Talent’ that if feeling, phrases and images
are stored up together and finally fused that they are. ithis can only
mean that form and maiter are born together in g single creative acl. and
that they are equally important and valuable components of the poelry
that is created’. In fact Eliot Is not so obscure as he seems to be.  He
takesa poem asa whoie and docs not bifurcate it into form and malter.
No doubt, there would be imperfect matter. and imperfect poem where
form may look separate from the meaning but in worthy poetry they
are the same things. A masterpiece is crcated when in a poem
‘medium and material, form and content, are indistinguishable.” We
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can't possibly have poetry ol ‘great musical beauty which makes no
sense”. ‘What matters, in short, is the whole poem’.

T.S. Eliot is a career. He outgrows the vicws he held on or around
1921. On the whole he maintained that philosophical ideas are of
no importance to the poet, that “art is independent and supreme in its
own sphere’. He criticized Mathew Arnold for defining literature as
‘criticism of life’. He scemed to agree with Jacques Rivierc in his esti-
mate of the usc of poetry as it was entertained by Moliere and Racine
that they wrote for the entertainment of decent people.

This thcory of “Art for Enjoyment’, perhaps, was the main idea,
when he said in his ‘The Music of Poetry’ that the end of under-
standing poetry is cnjoyment and...... this enjoyment is gusto dis-
ciplined by taste’.

Any didactic poetry is inferior, according to T.S. Eliot but he
said while writing on “The Lesson of Baudelaire™ that “all first rate poetry
is occupied with morality”. In his ‘After Strange Gods’ he considered
it desirable to subject poctiy to the rule of religion by deliberately
applying the criterion of Christian orthodoxy to a number of writers
as the supreme test of the value of their works.

How does Eliot reconcile such contradictory observations? The
basic question posed to him is whether poetry has a cultural function,
whether it is capable of saving us, or he shouid agree with Jaeques
Maritain that it is deadly error to expect poetry to provide the super-
substantial nourishment of man. Eiiot, that too the later Eliot who
outgrew lhis earlier ideas, agrees with Maritain’s Thomistic aesthetics.
Eliot would consider it now valid that all beauty emanates from God
and thus belongs to the transcendental order. Fine arts assume
now greater imporfance as exponent of beauty. It means that they are
completely to be disinterested ; they cannot perform any coltural func-
tion; they cannot save us; they cannot be didactic, Fine arts are an
end in themselves; they are the works of beaunty. Letting the human
clement enter into it, we come to have some moral bias as it would
emerge in the spiritual struggle of man. Maritain believes in the good-
ness of human nature; while Eliot does not fully agree with him.
Kristian Smidt brings a comparison in Eliot’s and Maritain’s ideas on
the possible ascendance of purc poetry. He says: ‘Form in poetry is
the pattern of metre, sounds, imnages, ideas and the pattern of lines,
colours, etc.. in the images called up: it is harmony, correspondence,
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symmetry, balance, the static reality. Jacques Maritain by his emphasis
on pure form suggests that these lines can reach or enable us to reach
the high realms of the spirit. And Eliot seems to express a similar idea
in BURNT NORTON :

Only by the form, the pattern,
Can words or music reach

The Stillness

Eliot does not [vlly reject the idea of the cognitive funciion of poetry.
“Poetry may, occasionally, be related to mystical apprehension. The
poet may be groping for the inexpressible; he may be “occupied with
Jrontiers of consciousness beyond whick words fail, though meaning
sull exist™. Though Eliot is diffident about the entire problem, yet,
writes Kristian Smidt, “Eliot is very wary and non-committal on this
point, but when he says that there is a relation (not necessarily noetic,
perhaps merely psychological) between mysticism and some kinds of
poetry, or, some of the kinds of state in which poery is produced, he
at least admits the possibility of a noetic relation™.

Discussing the tendencies ol the modern writers, particularly the
fiction writers, he declares that we have completely separated literature
from religion. but “ihe separation’ is not, and can never be complete.
It is incomplete on the unconscious plane. There seems to be conflict
in Eliot himself. He wishes to sce the end of poetry served and docs
not at the same time, being a religious man himself, want to exclude
religion completely from the purview of poetry. He would be very
happy if poetry, over and above of its own purpose, could serve the
purpose of religion. Tt would not be out of place to quote him on this
point: “Poefry is of course nof io be defined by iis uses. If it contmento-
rates a public occasion, or celebrates a festival, or decorates a religious
rite, or amuses a ciowd, so much the better. It may affect revolutions
in sensibility such «s are periodically needed. It may make us from
time to time a little aware of the deeper, wnmamed feelings which form
the substratum of our being, to which we rarely penetrate”.

Let poctry be poetry, and let it also serve religious purpose; Eliot
would not mind it “Eliot admits that these things are compatible with
the greatest poetry, provided they comply with the conditions set by
the work of art and do not intrude as foreign elements.” Great pocts
transcend the limitation which may be deadly for lesser craftsman.



40 Igbal Review

They possess. or we expect them to possess a ‘general awarcness’, which
cnables them to move freely and  securely, whatever subject matter
they choose or find. In fact, Eliet has feiled to define exactly the rela-
tions between poetry and ieligious belief.  “Vhat he recognizes and what
is so very natural, 18 the practical necessity of the two; he docs not
conceive of them. as being placed in ideal necessity. He wants ‘a litera-
iwre” which should be wneconscicusly, rather than defiberately, and definite-
b religious.
H

We are now approaching the final stage of our exposition. that is,
of *Poetic Belef™,

When a Muslim reads Dante or a non-Muslim reads lgbal, he is
confronted with a difficult situation, How [ar can he enjoy poetry
comveving beliels contrary to his own belief? Should a reader belicve
what he reads? What would be the difference in his enjoyment if he
does not believe in what the poet says. Should a poct believe in what-
ever lie himself says ? Should he believe fully or can he live by the par-
tial beliel in what he says? Cun't a poet or his reades {ully enjoy writing
or reading what  he does not, at all, or partially, believe? What is the
essential relation between our enjovment and beliel while we are read-
ing poetry?

Eliot frequently discussed these guestions of belief and tells us thut
neither the poet nor the reader is obliged to believe in the ordinary
way in the ideas which have been assimilated into the poetry or on
which the poetry more or less tacitly rests. Tt is not very hard to find
how Eliot must have come to have such a theory of Poetic belief. As
a young agnostic, he read Danle and enjoyed him without be'ieving
wholly what Dante says. He thought i/ ke would be compelled to be-
lieve in all what Dante says, his pleasure of reading him would diminish.
He. therefore. conveniently tailored his theory of poclic belief. He
even thought that  a poet aso nceds not believe what he says in his
poetry, and it is better if he does not; he, then, would not serve the end
ol his belief; he would keep the flag of poetry high. Eliot found this
theory a favourable defence for his own poetry. [In 1927, when he
entered the Anglican Communion he had to change some of his ideas
but not fundamentally. It seems that “Eliot’s point of view is psy-
chological rather than dogmatic (actually he fails to distinguish bet-
ween belief as personal conviction and belief as impersonal dogma)™.
and {rom this point of view it is nawural o regard matters of belief ag
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peing in a state of flux determined by individvality and historical cli-
mate. This way of looking at belicf makes it a kind of constantly re-
peated interpretation of dogma in relation to the spirit of the age. And
for such a task of interpretation the poet, we may conclude, 15 pecu-
liarly fitted for it demands a great deal of intuition and sympathetic
imagination. Thus, by what he implies, perhaps. rather than by what he
actually says, Eliot relates the psychological nature of belief much
more closely than is usual to the nature of the poctic imagination.

Eliol remarks: “We are forced to believe that there is a particular
relation between the two, and that the poet ‘means what he says'.
17 we learned for instance, that De Rerum Nataur was Lalin exercisc
which Dante had composed for relaxation after completing the Di-
vine Comedy, and published under the name of one Lucretius, [ am
sure that our capacily for either poem would be mutilated. Mr. Rich-
ard’s statement (Science andd Poetry, P.76 footnote) that a certain writer
has eftected a complete severance between his poetry and belief is to
me incomprehensible™.

Christian Smidt has ably pointed out three  possible “particular
relations” betwean poetry and belief: First, there is the poetic use of
philosophical ideas as a kind of game......The game consists in making
a kind of pattern ofideas, and for this purpose it is evident that borrow-
cd ideas (and cmotions) may serve the poet’s turn as well as his own.
Since every thing is proffered in play, the question of sincerity does
not arise. Secondly, there is the cmotional rendering of the poet’s
philosophy, which, as in the case of Lucretius or Dante, appears as a
Sfusion between the philosophy and his natural feelings’. Eliot thinks
that poems in which such a [usion has taken place were not designed
o persuade the readers to an intellectual assent but to convey an emo-
tional equivalent for the ideas......... The third possible legitimate re-
lation between poetry and belief is that of poetic illustration of a philo-
sophy which is already existent and moreover really accepted, so as to
need no rational presentation or justification™.

Whatever the objects of @ poct may be in using a belief of what-
ever kind it may be according to Eliot, great ideas or valid ideas do not
simply themselves make poetry great; even if the poet’s ideas are accept-
able to us; because his ideas agree with ours, it docs not make by
itsclf great poetry. But it shoud also net be considercd that belief is
quite immaterial to the poet; the belief is a kind of alloy to him, from
which is derived his true material.
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Now as far as the experience of a reader is concerned, one would
very much like the reader to “recapiure the emotion and thoughts of
the poet”, but Eliot likes him to enjoy pociry in his own way, “provid-
ed his appreciation is not too one-sided™. He would suggest that “what
a poem means is as much what it means to othcrs as what it mecans to
the author”. The reader, therefore, has a certain scope for finding his
own beliefs in what he reads and colouring it with his own view of
life. But ir many cases he comes up against ideas or beliels which arc
obstinately explicit and must be cither accepled or rejected. And this
brings us to the centie of the problem of the rcader’s poetic assent.

We are thus faced with the problen: how fur the reader can go along
with the poet. He has to make his choice, This is a very important ques-
tion and we have to sce how Eliot solves it. In his famous essay on
Dante, he says, and here, I have to quote him at some length: “If there
is literature, if there is pcetry, then it must be possible to have full
literary or poetic appreciation without sharing the beliefs of the poet.”

“If you deny the theory that full poctic appreciation is possible
without belief in what the poct believed, you deny the existence of
‘poctry’ as well as ‘criticism,” and if you push this denial to its conclu-
sion, you will be forced to admit that there is very litile poetry that
you can appreciate and that your appreciation of it will be a function
of your philosophy, or theoclogy or something else. If on the other
hand, I push my theory to the extreme, I find myself in & great diffi-
culty. I am quite aware of the ambizuity of the word ‘anderstand’.
In onc sense, it mcans to understand a view of jife (let us say) without
believing in it, the word ‘understand’ loscs all meaning and the act ol
choice between one view and another is reduced to caprice. But if you
yoursell arc convinced of a certain view of life, then you irresistibly and
inevitably belicve that if any one elsc comes to ‘understand” it {fully,
his understanding must terminate in belief. It is pessible and sometimes
necessary, to argue that full understanding must identify itscl[ with
belicf. A good deal, it thus turns out, hangs on the meaning, il any,
of this short word ‘full’.

In short, both the views I have laken in this essay and the view
which contradicts it arc pushed to the end, what I call heresies (not
of course, in the theological, but in a mors general sense).

So [ can conclude that [ cannot, in practice wholly separate my
poetic appreciation from my personal beliefs. Also that the distinction
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between a4 statement and a pseudo-statement is not always in particu-
lar instances, possible to establish.........

Actually, onc probably has more pleasurc in the pootry when one
sharcs  the beliefs of the poet: on the other hand  there is a distinet
pleasure in enjoying poetry as poeiiy whei  one does nol share 1'ie belief,
analogous ro the pleasure of “mastering” other nen's phifosophical systems.
[t wourd appear that ‘literary appreciation” is an abstractivn, and pure
poetry is phantom; and that both in creation and enjoyment much
always enters which is, from the point of view of ‘Art’ irrelevant.

If the belicfs presented by a poet do poet agree with our beliefs,
it should not hamper the capability 1o enjoy the posm itself since en-
joyment asrouses from its undersiondirg™.

If Eliot can’t enjoy Shelley's poctiy, it is not because he docs
not have the same beliefs but because Shelley’s poclry is not cohe-
rent, mature and is not founded on the facts of fife. Let the poet pre-
sent any theory or doctrine but for ns as rcaders, it must have requi-
sit¢ gualities to reach cur understanding fully. Eliot doces not insist
that a poet er a reader should completely shut his mind from all ideas;
after all, poeiry uses ideas, sometimes deliberate ideas.  He advises
the readers to suspend their belicf or disagrecment, for if they want to
enjoy a poctic picce they must give poetic assent 1o the poem temporarily
forgetting their own ideas and beliefs.

He candidly suvs It is wrong Lo think that there are parts of the
Divine Comedy which are of interest only to Catholics or to mediae-
valists...... You are not called upon to believe what Dante believed, for
your belief will not worth more¢ of understanding and appresiation;
but you arc called upon more and more to undersand it. If you can
read poetry as poctry. vou will ‘believe’” in Dante’s theology cxactly
as you believe in the physical reality of his journey; that is you suspend
both belief and disbelief. T will not deny that it may be in practice
easier for a2 Catholic to grasp the meaning, in many places, than for the
ordinary agnostic; but that is not because the Catholic believes, but
because he has been instructed.”

1t is not only in the regions of thought that the problem of postic
belief arises, but also in the rcalms of feelings. I. A. Richards, while
agreeing with Eliot that the reader may not strictly and necessarily be-
lieve in the ideas of a poct, divides beliel into two categories, ‘intellec-
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tual belicf® and ‘emotional belief” but this distinction docs not fit in
Richard's own observation in ‘Principles of Literary Criticisny’, where
he considers aesthetic and any other experience as similar; in fact, he
belicves in the Psychic Uniry. Eliot would not agree to such a distine-
tion; according to him the response of a reader Lo a poem should be
taken as a whole. Bul, however, it does not mean that only rational
analysis of a certain verse can carry us to Lthe poetic assent. It is not
only intellectual but emotional assent, a matter of sympathy with the
poel’s ideas, but whatever their contents may be, they bave to be taken
as a whole, a unity. Besides. belief can vary from mood to mood ; when
we are in a strict scientific bent of mind, we accord belief only to those
things which arc demenstrable; but, if we arc in a romantic mood,
we can sympathetically respond lo a fairy land story. It is the tone of
ihe poem which givesus an indtiative, which carrics to a particular direction.
A poem which satisfies both our rational and emoetional responscs,
cets, however. greater pocetic assent.

I

Now. our first and foremeost question that arises from the lengthy
discussion we have had beforce is why at all therc is a problem of poetic
belief in Igbal?

fhy netsuch a question arises in the context of Ghalib? | have
already said that our majer Urdu tradition is Ghazal and in this genrc of
poetry, each verse has a dilferent theme, and thore is no urity of theme
or thought or emotion in one single Ghazal; no doubt we may talk of
a mood or a tone of a particular poet from the reading of his entire
poetry but generally with a Ghazal Poet, this is very rare cxcept the
one like Faiz whose Ghazal moves like a Nazam.

It is ot too nmuich fo say that the problem of poetic belief does not
at all arise before Igbal. The reasor is that, perhaps, it is for the first
time in Urdu poetry that Nazam gets a firm footing and flowers into
an important tradition. No doubt, w. have long poems like Anis’s
and Dabir's Marsias, Nascem's, Shauq's and Mir Hasan’s Masnawis,
Zaug's and Sauda's Qaseedas, but thesc can be either recognised as
narrative poetry or naturc poetry cr the ghazal-poetry. In fact, when
I speak of a Nazan? I mean a poem laden with ideas, with thought, with
oneg consistent theme, one tone. Such a poem is not found in Urdu
peetry before Eqbal; and it is not found in Igbal as an instanee, in fact,
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it comprisgs the major part of Igbal’s major Poetry. The art of writing
this kind of poem has not only began but also matured in Igbal.

Igbal's literary products provide a very intcresting study of his
mental development and the change in attitudes and finally the censoli-
dation of his ideas into a firmer theory of life. Now I would suggest that
Igbal began as a poct, it was much later that he became a poet g hiloso-
pher. His carly poctiy does not offer apy sericus problem. He had
astray ideas and started as a poet of naturc and patriotism. It is cnly
after the publication of Bal-e-Jabril in 1935 and Zarab-e-Kalin in 1236
that he emcrged as a philosophic peet. On their basis, his Payani-e
Muashrigue, Asrar-e-Khudi and Rawnoze-e-Bekfmdi strengthened his
stand as a Philosepher-poet. At the moment we have no concern with
his philosophical prose writings. Our main purposc is to find cut what
happened to Ighul's poetry when he developed a common theme in
his poctic works.

I hove no doubt that a poet without a systemr of philosophy has
better chances of success as a poet. The reason is, in such a case, the
poot is not cut off from cther streams of experience., A poet who has
a philesophy to convey, deliberately ignores all other experiences,
which, mn no way, arc inferior Lo his philosophic ideas, which may bt
as valuable as any other. Besider his art is civcumiscribed by his patent
thoughts. Perhaps {or that very reasons. Akbur Allahabadi and Nauzeer
Akbarabadi are not as great poets as Meer and Ghalib. Now in order
1o transcend these  difficulties, the poet has 10 have greater intellect .nd
deeper aiid conceriraied vision of life as Santayana holds.  There is also
much truth in Eliot's remarks that Philosophy is. in a way, dangerous
o a poet, because, he ther serves the purpose of philosophy ard not
of poetry. But therc are in this case, tw¢ important matters which we
must take ir:to 2ccount. It should not be accey.ted that the poet expiesses
his own feclings and idcas alene, Secondly with a great intellect and a
great soul, a philcsophy may become life-philesophy, that is, it may
become a part of his persenality, that it is imbibed by him, that Fe
has not tc think it every time, that it has become a part cf his emotions;
in such a ccse to my opinion. his philotophy should not hamper his
poetry. With a gieat mind, philosophy sh:ould assist the poet in becoming
« greater poet; il is with an inferior mind tkar phitosophy becores
a precarious thing. As Santayapna says, it is not the stretched world
which is at fault with our nanow and diffused vision,

Granting that a poet inay not necessarily believe in what he says,
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it may be confidently said that a poet with great and disciplined mteliect
and a concentrated and deeper vision, believes in whatever he says acd
may produce great poetry. Igbal is one such poet, who believes in what
he says because he is man of vision; he thinks to purpose, he has a sys-
tem of philosophy which he has absorbed into his emotions and life:
he has a deeper and y.ervasive vision of things around; lie has a compre-
hensive view of life; he is an inspired person. Now with Igbal of forties
deliberate attempt is out of question; Igbal would have an inspiration
and he would have content and form together. No doubt Eliot insists
at times that it is a poem as a whole and not its ideas which are com-
municated but he finally submits to the fact that neither of the two is
prior; form and matter are integral to each other. That seemns to be a
periect truth in Igbal.

It is only when that Igbal fails to comprehend a particular idea
deeply that he fails as a poet; or where he makes deliberate attempts 1o
explain his philosophy that he does not achieve poetic arsent, for exam-
ple at places in Asrar-e-Khudi and Ramoze-e-Bekhudi. And this is not
unique with Igbal; Goethe also fails at time as a poet where he is not
inspired; where he is deliberately wiiting. An inspired poet, at an inspir-
ed moment writes great pocetry retaining all his philosophy without any
loss to his poetiy. I think that borrowed ideas can never become a part
of a poet’s mental and emotienal contents to the extent that he expresses
them withont thinking.

Igbal ai a time of his life was two persons, one. a philosopher, and
the other a post, but later the philosopher dominated. He thought and
thought to purpose, and to such an extent that his thought wholly be-
came the part of his feclings and emotions. Now when the poet and
philosopher became so intermingly one in the maturing integration of
his personality he wrote great poetry that can guide the philosophers.
thinkers and the makers of history.

Now, if a poet philosopher is such a unity. with him should not, in
fact, arise any such problem as of poctic belicf, because as a poet,
the rational and the emotional blend in him so marvellously that
his philosophy is his passion. On this very basis, I contend that sll
his poctry which does not reflect his well settled attitude of life is an
inferior one as compared to his philosophic poetry. In fact, this Jooks
strange; it has been generally believed that a poet who has flashes is
a greater poct, for examrle Ghalib. No doubts can be cast on the great-
ness of Ghalib, but he is great not only because he has flashes, but on
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other grounds too which cannot be discussed in this article. Why does
this phenomenon occur with Tghal?

What we find in Igbal’s verse is the emotional equivalent of his
thought and since his major passion was his philosophy, he is a great
poel, when he writes philosophic poetry. Now here, we should not
misunderstand the term philosophic poctry; by it I mean the poetry
which expresses the well-seitled passioa towards life and things. The
reader, after all, does not read his poetry, primarily to receive instruc-
tion; it may incidentally be there, but his primary response is emotional
and he readily gives poetic assent (o it and sympathises with it. Empodoc-
les has written his philosophy in verse; it is not poetry beeause it is only
a way of writing with him.

To sum up, I would submit that a poet like Tgbal is an inspired
person, e writes poetry when he gets an inspiration. He has a vision ol
life and he imbibes it to the extent that it becomes a part of his persona-
lity. He thinks and thinks only, but when he writes. he does not think
because by that time his thinking has become a passion. Such a poct
does not convey ideas; he conveys the emotional transformation of
the ideas. And such postry must achieve poetic assent. Igbal's major
poetry was such a poetry in which the distinction of form and contest,
meaning and expicssion. thought and medium are transcended, and
therefore it is the Master Passion identical with the Elan-vital, that was
Igbal.

I would suggest that a full-fledged Passion is cmotion and thought,
concept and image, content and form all together. It stirs up thinking,
sentiments, motives, in short, the whole personality ofthe reader at the
same time. And Igbal’s poetry is an all-embracing passion which by
itself evokes poetic assent and suspends the beliels of the reader.







