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Abstract 

 
One of the leading poets of Indian style of Persian 
poetry, commonly called Sabk-i hindī, was Ghanīmat 
Kunjāhī who was born in a village near Gujarat 
(Pakistan) in the second half of the seventeenth 
century. A. Bausani (d. 1988), a renowned Italian 
orientalist contributed an important article on Ghanīmat 
Kunjāhī that was completely unknown to our scholars. 
Here, that very rare article has been reproduced in 
original alongwith some introductory remarks relating 
to its contents 
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Muhammad Akram Ghanīmat, a Sufi-affiliated Persian poet 
and a descendant of a family of muftīs, who originates from Kunjāh, a 
small town some seven miles east of the historic city of Gujarat in the 
north-western Punjab (Pakistan). Nothing is known about his life and 
no authentic information is available to prove that he was governor of 
Lahore from 1695 to 1697, as is asserted by Hermann Ethé (cf. 
“Neupersische Literatur”, in: Grundriss, cited below, vol. II, p.251). 
He was in the service of Mukarram Khan at Gujarat. It is said that he 
died at the end of the 9th century A.H. (about 1690 A.D.). He was a 
disciple of Sayyid Muhammad Sālih, (d. 1072/1661) of the village of 
Sāda near Gujarat. He was also one of the few prominent figures of 
the time who was spiritually attached with Qādiriyyah. His Diwān 
(cited below) contains a long qasida of eighty-three verses in honour 
of Sh. ‘Abdul Qādir Gīlānī (d. 561/1166). His grave is situated in his 
native town of Kunjāh. 
Ghanīmat’s works: 
1. Dīwān. Ed. Ghulām Rabbānī ‘Aziz. Lahore 1958 (consists mainly 
of some 250 ghazals; a typical Indian style dīwān in the mood of Nāsir 
‘Ali Sirhindī) 
(For unpublished material to this text, see Sayyid Nūr Muhammad 
Qādirī’s articles (in Urdu), published in Funūn (Lahore), 20/5—
6(1975), pp. 48-51 and in Noqūsh (Lahore), Annual Nr., June 1985) 
For Dīwān’s mss. and printed editions, see Collection, cited below, pp. 
380—386. 
2.  Mathnawī Nairang-i ‘Ishq. Ed. idem. Lahore 1962. (A bare text 
without introduction or explanation of editorial procedure). Cawnpur: 
Munshi Nawalkishore, 1885 (with the usual marginal commentary). 
(Eighteenth-century, London School of Oriental and African Studies, 
MS 47653, dated 1145/1732—33, fol. 63 b—108 a; H. Ethé: 
Catalogue of Persian Mss. in the Indian Office Library, 3 mss. (nos. 
1649—51) including one of 1152/1739—40, another of 1169/1747, 
with another three listed in E. Sachau, Catalogue, pt. 1, nos. 1153-55, 
besides the abstract “written for Sir H. M. Elliot by Nayyir-i Rakhshān 
in Nov. and Dec. 1851” in ms. Or 1904, listed in Charles Rieu, 
Catalogue of the Persian mss. in the British Museum, vol. II, p. 1034. 
For the mss. and printed editions of this Mathnawī, see Collection, 
cited below, pp. 381-389. 
For its critical study, see:  
Christopher Shackle: “Persian Poetry and Qādirī Sufism in Later 
Mughal India. Ghanīmat Kunjāhī and his Mathnawi-yi Nayrang-i 
‘Ishq”, (in: The Heritage of Sufism. Late Classical Persianate Sufism 
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(1501-1750). Eds. Leonard Lewisohn and David Morgan. Vol. III, 
Oxford: One World 1999, pp. 435-463). 
3. Mathnawi Gulzār-i Mahabbat. Ed.‘Ārif Nawshāhī. Gujarat 
(Pakistan), 2008 (pp. 128). 
(see Collection, op. cit., pp. 302-326, 368-376; Sharīf Kunjāhī’s Urdu 
article in: Funūn (Lahore), vol. 17, nor. 4-5, Sept.—Oct. 1973) 
4. Ruq‘āt Ghanīmat Kunjāhī. (13 Persian letters, ms. Shirāni 
Collection in the Punjab University Library, Lahore). Edited by 
Sharāfat Nawshāhī, published in Sahīfa (Lahore), 62 (Jan. 1973), pp. 
1-13. 
5. Munāzara Gul-o-Nargis (Persian prose). 
Ed. Najm ar-Rashīd, in: Safīna (Persian Department, Punjab 
University, Lahore), vol. 2, nr. 1 (2004), pp. 58-63. 
(Nos. 4 and 5 also available in: Rasā’il Ghanīmat Kunjāhī. Ed. ‘Ārif 
Nawshāhī. 
6. Sāqī-nameh. (ms. in Ethé, op. cit., 1: 899-900) 
The character of Ghanīmat Kunjāhī’s Dīwān as a whole is a blend of 
the Indian style’s features with more straightforward lyrical 
expression. His verses usually give an effective emotional expression 
to concepts of Sufism. 

Contrary to his Dīwān, Ghanīmat is primarily remembered for 
his Persian mathnawī entitled Nairang-i ‘Ishq (Love’s Magic or The 
Charm of Love, 1685), as it was once one of the most popular of such 
Persian poems. Its attraction has also been seen as embracing both 
mysterious and controversial qualities. As detailed about its contents 
by Christopher Shackle, a reputed British scholar of South Asia, 
nearly one-seventh of Nairang-i ‘Ishq is occupied by the eight 
sections of the prologue. The stunning beginning to the opening hamd 
boldly combines invocation with direct reference to the characters of 
the poem. 

A supplementary invocation (munājāt) is followed by a 
panegyric addressed to the Holy Prophet (na‘t) describing his celestial 
journey or mi‘rāj. This leads a eulogy (manqabat) addressed to 
Shaykh ‘Abd al-Qādir Gilānī followed by a slightly more extended 
one to poet’s disciple Shah Sālih Muhammad.  The final eulogy is a 
madh of the emperor Awrangzib. Next comes the introduction proper 
with an important section on love and the play between unreal love 
(‘ishq-i majāzi) and the real or Divine Love (‘ishq-i haqīqī) and its 
exemplification in the story of the gazelle hunted by Majnūn. 

Then the story begins with formal praise of the land of Punjab 
and its beauties, and the birth there of the lovely Shāhid, orphaned in 
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childhood and sold to a group of dancers and artists. Shāhid’s fame as 
a dancer reaches ‘Azīz, the son of the governor of the city. He comes 
with his friends to watch a performance and ensnared in love with 
Shāhid’s beauty. Fearful of the damage to public morality, the local 
police officer (muhtasib) intends to order Shāhid’s expulsion, but 
when he is himself enraptured it falls to the judge to pronounce 
banishment, upon which ‘Azīz intervenes to have this order too 
rescinded. Shāhid’s performances resume, causing ‘Azīz completely 
to lose his heart. He is quite unswayed by the reports on Shāhid’s 
behavior prompted by his rivals. Eventually he removes Shāhid from 
his troupe and installs him in his own house. He spares no expense in 
the lavish furnishing of his beloved’s new apartments. 

Their happiness is ended when the matter is brought to the 
attention of ‘Azīz’s father, the governor, who orders Shāhid’s 
expulsion but ‘Azīz follows his beloved. Much distressed the father 
sends a messenger (qāsid) to beg ‘Azīz to return. When his first 
overture proves ineffectual, he sends a return undertaking not to 
interfere and the lovers return. Concerned about his education, ‘Azīz 
sends Shāhid to school to perfection his manners and culture, when all 
are devastated by Shāhid’s beauty. In a remarkable passage, Ghanīmat 
himself then pays a visit to Shāhid’s school. 

Shāhid begs leave of ‘Azīz for a home visit. In the guise of a 
messenger, ‘Azīz then remains behind while Shāhid proceeds into 
open country. In pursuit of a stag, Shāhid comes upon a village and is 
struck by the sight of the village maidens at the well. He is particularly 
smitten by the lovely Wafā, daughter of a peasant, but that night the 
village is attacked by Afghan raiders who capture Shāhid and Wafā. 
Coming in search of Shāhid, ‘Azīz discovers traces of the raid and get 
Shāhid freed. Shāhid then sends an old woman to Wafā to declare his 
love for her and set in motion arrangements for their marriage. The old 
woman reports how she has lured Wafā to a safe house. Shāhid and 
Wafā were united, and ‘Azīz find relief from his distress at losing his 
lover in adoration of the divine Beloved. 

In a brief conclusion, Ghanīmat proclaims his art, announcing 
that his poem has 1,500 verses, a figure that is the same as the abjad 
total of his name, and celebrating the date of its composition with a 
chronogram, which yields the figure 1096 (1685). 

Most critical assessment of the poem has been chiefly 
preoccupied with the extent to which it is to be understood as the 
description of an actual homosexual affair. Furthermore, Prof. Aziz 
Ahmad rather unfavourably remarks that Ghanīmat’s “narrative 
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verses, especially, reflect unmistakable signs of Mughal decadence” 
(cf. An Intellectual History of Islam in India, 1969, p. 76) and that “the 
decadence of Mughal India seems to permeate the degenerate flavor of 
Ghanīmat Kunjāhī’s Nairang-i ‘Ishq” (cf. Studies in Islamic Culture 
in the India Environment, 1964, p. 227). 
Sabk-i Hindī 

Ghanīmat Kunjāhī’s creative talents were chiefly engaged in 
the competitive extension of the fresh artistic possibilities opened up 
by the newly fashionable “baroque” style of Persian poetry called the 
Sabk-i Hindī (Indian style or Indian school). The assumption 
underlying this geographical terminology is that the shifts of the 
centre of literary activity from one region to another, were paralleld by 
a stylistic development, particularly in poetry. Broadly speaking, this 
amounted to a gradual change from the rather simple and harmonious 
poetical idiom of earlier times to a much more intricate manner of 
writing. 

The appellation “Indian style” was derived from the fact that 
the features usually associated with this style were most conspicuous 
in the works of poets and writers who were attached to Indian courts 
during the Mughal period. 

Several attempts have been made to define the salient features 
of Indian style of Persian poetry. Shiblī Nu‘mānī (d. 1914) drew up a 
list of such distinctive traits (cf. Shi‘r al-‘Ajam, vol. 3). According to 
him, the prominence gained by the ghazal since the 13th century was 
of primary significance. An early new element was the addition of 
references to actual occurrences of an erotic nature to the usually 
abstract imagery of ghazal poetry. Another major trend is the 
conceptual complexity, affecting both imagery and themes. Shiblī’s 
observations were further developed by A. Bausani, who pointed out 
that the novelty of Indian style poetry was caused by the increasing 
disregard of the rule of harmonious and associative choice of images, 
which had disciplined the fantasy of the classical poet. The greater 
freedom resulted in the combination of rather incongruous images 
within the compass of a single verse as well as in a much greater 
density of expression. The intricate play of the imagination these poets 
allowed themselves went together with a pointed intellectualism. From 
the time of ‘Urfī (d. 1000/1591) onwards, philosophical themes 
became a common element added to the Persian ghazal, which was 
characterized already by its blend of anacreontism and mysticism. 
According to Bausani, the philosophical concepts expressed in this 
poetry were rather superficial because the main emphasis was put on 
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the witticism of the expression itself. A cerebral attitude can also be 
observed in the frequent use of infinitives and abstract terms in a 
semi-allegorical mode. 

Among the linguistic innovations, the formation of new 
compounds, a predilection for constructions based on principles rather 
than on finite verbs, and the extension of the romantic spectrum of 
words are especially conspicuous (cf. W. Heinz, cited below). The 
syntax of the verse is not seldom unnatural, and this has become one 
of the most serious objections against the Indian style. 

The sabk-i hindī, developed out of the ‘Irāqī style and 
beginning with Amīr Khusrow, is noted for its intrinsic difficulties. 
The poets are no longer content with the traditional way of combining 
images and topics by following the classical rules of harmony of 
images (mi‘rāt-i nazīr) and poetic explanation (husn-i ta‘līl); rather, 
they fill the inherited rhetorical devices with fresh contents and thus 
attain surprising results. Images are broken into pieces and put back 
together like pictures of a kaleidoscope; abstract concepts are 
introduced, and the use of words in the infinitive (often even plurals of 
infinitives) is frequent. One finds a tendency to use proverbial sayings 
in the second half of a verse, but on the other hand, the poets tend to 
introduce items from daily life of India. The language of the streets 
crept into poetry and robbed it of its more elegant and musical diction. 
A. Bausani, who has presented us with one of the more comprehensive 
discussions of the sabk-i hindī, attributes the penetration of popular 
language into poetry to a “breakdown of formal harmony.” He writes: 

“One of the most important catalysts in the formation of 
the Indian style was its liberation from the influence of a 
critical environment. Such a liberation was possible on two 
grounds: one geographical, namely the transfer to India, 
where different social conditions and different tastes 
prevailed and where Persian was not the native tongue of 
many local poets; and the other social, namely the 
disinterest on the part of the Safavids in poetry, and the 
replacement at the court, in the sphere of spiritual 
influence, of the class of secretaries and literary men by 
that of the Shī‘ite clergy, which had little or no particular 
taste for classical poetry.” 

(cf. La Letteratura Persiana, p. 294) 
In Muslim India the language of poetry was chiefly Persian. The 

amount of Persian literature produced during the 16th, 17th and about 
the half of the 18th century is immense. No comparable amount of 
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literature is available from other periods of the same duration. The 
greater share of this writing is poetry, which gravitates heavily toward 
lyric poetry, with the ghazal as its outstanding form. 

During these centuries, a huge exodus of Persian poets to the 
Indian courts commenced. A great many Persian talents left their 
country for India and the vast majority of them were well rewarded. 

With Awrangzib ‘Ālamgīr’s ascension on the throne the whole 
scenario of the country changed. The emperor, whose attitude towards 
fine arts and worldly joys hardened in the course of time, disliked 
court historiography and panegyric poets, many of them went to other 
areas to sell their talents, or the poets twisted the complicated Indian 
style into even more eerie figures and cobweb-like forms to create a 
world of fantasy into which they could escape from the realities of life 
as that life became increasingly difficult. The emperor himself, 
fighting thrity years against the Deccan states, never returned to Delhi 
and the constant wars impoverished the empire. It is not surprising 
that with Awrangzib’s death (1707) the Mughal Empire broke up and 
the process of its disintegration began. In these tumultuous 
circumstances, a large number of poets in India writing in Persian, 
invented a world of their own and introduced a third major style of 
Persian poetry that is called Indian style (the other two being 
Khurasānī or Turkistānī and ‘Irāqī). Like many other leading 
contemporary poets Persian poets like Bedil, ‘Urfī, Nāsir ‘Alī Sirhindī 
etc. Ghanīmat Kunjāhī also fled into this new realm of romantic 
mystical poetry whose verses usually give an effective emotional 
expression to concepts of Sufi love by using the intellectual devise of 
the Indian style. 

(In the beginning of his article on Ghanīmat (reproduced 
herewith), A. Bausani referred some sources about sabk-i hindī (f.n. 7) 

Further information on the subject can be obtained from: Walter 
Heinz: Der Indische Stil in der Persischen Literatur. Wiesbaden 1973 
(Bibliography, pp. 115-118); Shafi‘ī Kadkanī: “The Safavid Period 
(Indian Style)”, in: History of Persian Literature from the Beginning 
of the Islamic Period to the Present Day. Ed. by G. Morrison. Leiden 
1981, pp. 145-165; Ehsan Yarshater: “The Indian Style: Progress or 
Decline”, in: idem, Persian Literature, pp. 249-288; Maqālāt-i ‘Ābidi. 
By Dr. Sayyid Amīr Hasan ‘Ābidī. Bhāgalpur 1991, “Ghālib awr 
Sabk-i Hind”, pp. 80-120); J. T. P. de Bruijn: “Sabk-i hindī”, in: The 
Encyclopedia of Islam, 2nd ed., vol. VIII, Leiden 1995, pp. 683-685; 
Shamsur Rehman Faruqi: “The Stranza in the city: the Poetics of 
Sabk-i Hindī”, in: Annual of Urdu Studies, 19 (2004), pp. 1-93). Aziz 
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Ahmed: “The Formation of Sabk-i-Hindi”, in: Iran and Islam. In 
Memory of V.Minorsky (1877-1966). Ed.by C.E.Bosworth. Edinburgh 
1971, pp.1-9; A. Schimmel: “A Note on Poetic Imagery in the Sabk-i-
Hindi”, in Hakeem Abdul Hameed Felicitation Volume. Persented to 
Hakeem Abdul Hameed on his 75th Birthday. Ed. Malik Ram. New 
Delhi 1981, pp.83-86.  

Among European Orientalists and Iranists, A Bausani (1921-1988) 
was the only scholar who substantially contributed to the study of the 
origin, developemnt, distinctive characteristics and the leading poets of 
the sabk-i hindī of the Persian poetry. Not only in his histories of Persian 
literature and Pakistani literatures (both in Italian) but also in his 
penetrating and well-researched articles, he tried to trace some of the 
possible socio-political similarities between certain anomalous structures 
of the compound words in its poets and Sanskrit compounds and the 
frequent mention of objects, facts and realities of local Indian life.  

From an array of such reputed Persian poets of Indian style, A. 
Bausani picked up Ghanīmat Kunjāhī and used his verses and 
especially his poem Nairang-i ‘Ishq as examples of this Indian style. 
He contributed an article on this Punjabi poet and that was published 
in a Festschrift presented to F. M. Pareja (1890-1983) under the title 
Orientalia Hispanica, sive studia F. M. Pareja octogenario dictata 
(ed. by J. M Barral, vol. I, Leiden: Brill, 1974, pp. 105-119).* 
Unfortunately, no scholar of our country and abroad (for example Ch. 
Shackle) has mentioned this most important study of Ghanīmat. For 
this reason, this article is being presented here in original with some 
introductory remarks.  

For A. Bausani’s life and his other in-depth articles concerning 
the representative Persian poets of this sabk-i hindī, like Bedil, Ghālib 
etc., see my article, published in Bāzyāft (Urdu Department, Punjab 
University, Lahore), vol. 22 (2013). 
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