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C A R L O C O P P O L A 

T 
J L H E F I F T I E T H A N N I V E R S A R Y o f b o t h Pakis tan ' s a n d I n d i a s 

i n d e p e n d e n c e has g e n e r a t e d i n b o t h na t ions a n d i n o t h e r c o u n ­
tries t h r o u g h o u t the w o r l d a p l e t h o r a o f ce leb ra to ry activit ies. 
T h e s e vary w ide ly i n t he i r scope a n d focus. S o m e , l i k e concer t s 
a n d e x h i b i t i o n s , are evanescent; o thers are m o r e p e r m a n e n t . 
W i t h i n this lat ter ca tegory falls this d i s t inc t ive series o f b o o k s o f 
E n g l i s h - l a n g u a g e poe t ry f r o m O x f o r d Un ive r s i t y Press, K a r a c h i , 
w h i c h has b e e n s t rong ly suppor t i ve o f Pak i s t an i poets w r i t i n g i n 
E n g l i s h . T h e appea rance o f this c u r r e n t set o f wel l -ed i t ed , care­
fu l ly p u b l i s h e d , a n d h a n d s o m e l y p re sen ted m a t c h i n g v o l u m e s 
f r o m O x f o r d Un ive r s i t y Press n o t o n l y ce lebrates the g o l d e n 
j u b i l e e o f Pakis tan ' s i n d e p e n d e n c e f r o m B r i t a i n bu t also h i g h ­
l igh ts the best w o r k o f seven o f the coun t ry ' s fo remos t E n g l i s h -
l anguage poets. 

W h e n Pak i s tan was es tab l i shed i n 1947, o n l y a few poets 
there were w r i t i n g i n E n g l i s h . T h e best k n o w n o f these i n c l u d e d 
S h a h i d Suh rawardy (1890-1965) a n d A h m e d A l i (1910-94), 

b o t h wi th s t rong l i te ra ry c o n n e c t i o n s i n the West. In 1965, O x ­
f o r d U n i v e r s i t y Press's g r o u n d - b r e a k i n g a n t h o l o g y First Voices: Six 
Poets from Pakistan a p p e a r e d f r o m L a h o r e a n d fea tu red p o e m s by 
o l d e r E n g l i s h - l a n g u a g e poets s u c h as S u h r a w a r d y a n d A l i , 
bu t also a n u m b e r o f y o u n g e r wri ters . First Voices: Six Poets from 
Pakistan was f o l l o w e d by Pieces of Eight: Eight Poets from Pakistan 
( i g 7 i ) a n d Wordfall: Three Pakistani Poets (1975). 

A m o n g the y o u n g poets i n c l u d e d i n a l l th ree v o l u m e s was 
T a u f i q Rafat (b. 1927), whose first c o l l e c t i o n , Arrival of the Mon­
soon: Collected Poems (1947-78), a p p e a r e d i n 1985. H i s b l a n d l y 
n a m e d A Selection i n this ann iversa ry series o f poe t ry is d r a w n i n 
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the m a i n f r o m that c o l l e c t i o n . Rafat 's p o e m s are studies i n 
contrasts. T h e y are of ten f u l l o f robust , m a n l y act ivi t ies , s u c h as 
h u n t i n g , p o l o , soccer, a n d m o u n t a i n h i k i n g ; yet they ref lect a 
p r o f o u n d , r e f i n e d a p p r e c i a t i o n o f na tu re . I n " P o e m fo r F a u z i a " 
( t o ) , for e x a m p l e , the speaker states that (s)he revels i n "the 
lavishness o f N a t u r e . " I n d e e d , the m a n y facets o f na ture , espe­
c i a l ly l andscape a n d weather, are d o m i n a n t images i n these 
poems . Rafat also fills t h e m , espec ia l ly those f r o m his ear ly 
p e r i o d , w i t h a ver i tab le m e n a g e r i e o f an ima l s : d u c k s a n d b i rds o f 
every variety: geese, k ingf i shers , kites, sparrows, p igeons , par­
tr idges, gu l l s , eagles, he rons , to n a m e a few; a n d o t h e r a n i m a l s as 
w e l l : snow leopards , fireflies, goats, horses, dogs, snakes, fish, a n d 
cicadas. W i t h such a p r e p o n d e r a n c e o f a n d af fec t ion fo r an ima l s 
i n h is poetry, it is n o t s u r p r i s i n g that Rafat s h o u l d wri te "Sacr i f ice" 
(14), a s t r i k i n g p o e m c e n t r i n g o n the r i t ua l sacrif ice o f a goat 
w h e n the f o u n d a t i o n o f a house is b e i n g d u g so that "a l l w h o 
d w e l l he re / M a y be blessed." T h e speaker is r e p u l s e d , ques t ion ­
i n g the r e l i g ious i m p o r t a n d efficacy o f such an act, o b j e c t i n g to 
c h i l d r e n w a t c h i n g it, a n d finally asser t ing that w i t h s u c h a sacri­
fice "We are n o t l a y i n g the f o u n d a t i o n s o f a house , / B u t a n o t h e r 
D a c h a u . " H u m a n s ' t r ea tmen t o f a n i m a l s func t ions as a meta­
p h o r fo r the way p e o p l e treat e ach o t h e r — i n v a r i a b l y poo r ly . 

T h e r e is also a m a r k e d d i f fe rence i n the af fec t ion w i t h w h i c h 
he descr ibes Pakis tan ' s h i g h c o u n t r y a n d the d i s a f f e c t i o n — 
i n d e e d , nea r c o n t e m p t — h e heaps u p o n its p l a in s a n d seaside. 
T h e two p o e m s a b o u t K a r a c h i ( " K a r a c h i , 1955" 1; " K a r a c h i 
1968" 9) offer scant pra ise to this d rab , o v e r c r o w d e d , d i r ty 
m e t r o p o l i s . B y contrast , " A Posi t ive R e g i o n " (2-3) is a paean to 
Pakis tan ' s foo th i l l s a n d m o u n t a i n s , a n d t he i r inhab i tan t s . T h i s is 
"a pos i t ive r e g i o n . . . S m o t h e r e d / B y c o n f i d e n t p ines , a n d 
b u r s t i n g over / W i t h g r e e n spr ings at every n o o k / . . . A s fresh as 
a n e w l y - m i n t e d c o i n . " T h e inhab i tan t s are e q u a l l y beau t i fu l : 
" T h e M r . U n i v e r s e calves / O f the h i l l fo lk invi te envy," " A n d the 
w o m e n / N e e d n o b r a s s i è r e s . " It is w i t h regre t that the speaker 
mus t leave such a p lace to k e e p an a p p o i n t m e n t o n the p la ins , 
n o t i n g w i t h sadness as (s)he a p p r o a c h e s the l o w c o u n t r y that 
" T h e ta l l p ines have d w i n d l e d to shrubs." 

Rafat 's mastery o f p o e t i c f o r m is pe rhaps best s h o w n i n the 
p o e m " L o n e l i n e s s " (44-45), o n e o f several d i s t inc t ive p o e m s i n 
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this c o l l e c t i o n . A b r i l l i a n t c o n c a t e n a t i o n o f s t r i k i n g m e t a p h o r s 
s t r e t ched over s ix teen tercets, the p o e m at tempts to de f ine l one ­
l iness . Rafat even manages to m i x i n a v i v i d , i f r epu ls ive , s imi l e 
wi th the first me tapho r s : 

Loneliness means impenetrable walls 
streaked with betel-juice and snot, 
and a single skylight, high up, 

through which the air dribbles in 
like saliva from an old man's mouth. 

H e c o n c l u d e s that l one l ines s 

Is an innocence gone forever, 
a rebirth; it is a blinking of eyes 
in the hard light of the sun. 

L o n e l i n e s s a n d a b a n d o n m e n t are also the themes o f " C o m a " 
(47), a p o e m o n d e a t h o f the p e r s o n a ' s — t h e poet ' s?—father . 
S i t t i n g at the father 's d e a t h b e d , the speaker is r e l i e v e d w h e n a 
n e p h e w hu r r i e s i n to re l ieve h i m / h e r . (S )he tries to b l u n t the 
p a i n o f this loss saying 

. . . it is better 
someone further removed should be here 
when, when with a final soft tug, 
the imperturbable hand comes clear. 

S imi l a r l y , " P o e m s fo r a Y o u n g e r B r o t h e r 1930-1979" (54-65), 

a series o f e leven p o e m s , is a t h r e n o d y o n the dea th o f the 
speaker ' s (again , the poet 's?) b ro the r . T h e d e a d b r o t h e r was 

Indestructible, I thought. 
Younger but tougher, 
always bullying your brother. 
The uncles called you bulldog. 

H e is p o r t r a y e d as " T a l l j u s t m a n / w i t h the r o u g h exter ior . 
O p t i m i s t . " T h u s it is wi th o p t i m i s m that the b r o t h e r goes to 
L o n d o n fo r an o p e r a t i o n for cancer . T h e p a r t i n g at the a i r p o r t is 
espec ia l ly p o i g n a n t , w i t h the speaker, c a u g h t be tween the des i re 
n o t to be too e m o t i o n a l fo r fear o f u p s e t t i n g his b ro the r , a n d the 
r e a l i z a t i o n o f a p r o f o u n d loss. T h e speaker is m i r e d i n the m a c h o 
b ravado that "real m e n d o n ' t cry," yet real izes that he is s ee ing his 
b r o t h e r fo r the last t ime : 
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I rehearse 
a smile at a passing stranger, but tears 
are knocking hard at the back of my eyes. 

I wander off towards the canteen gates 
pretending I am out of cigarettes, 
and let the tears come. And then I pretend 

a mote of dust is making my eyes hurt. 
Having no handkerchief, I pull the shirt-
end from my trousers and use them freely. 

Soon, I am a man again. 

T h e sh i r t reappears as a ma jo r image la ter as the speaker comes 
to terms w i t h his loss w h e n the b ro the r ' s wife gives h i m o n e o f the 
b ro the r ' s o l d shirts: 

He was tall and heavy. 
The shirt hangs loosely 
on my smaller frame, 
but where it touches the skin 
it will not be shaken free. 

Rafat, w h o m m a n y c o n s i d e r Pakis tan ' s p r e m i e r E n g l i s h -
l anguage poet , writes poe t ry that is f u l l - b o d i e d a n d r i c h , d i r ec t 
a n d r e a d i l y accessible to the reader ' s sens ib i l i t ies , a n d d e v o i d o f 
excessive art i f ice. H i s is a poe t ry that l i n k s Suhrawardy, A l i , a n d 
o t h e r o l d e r Pak i s t an i wri ters to such y o u n g e r voices as A d r i a n A . 
H u s a i n , S a l m a n T a r i k K u r e s h i , a n d A l a m g i r H a s h m i . 

A n o t h e r s i m i l a r l i n k be tween the o l d e r a n d the y o u n g e r poets 
is D a u d K a m a l (1935-87). C o n s p i c u o u s l y absent i n a l l three 
O x f o r d U n i v e r s i t y Press an tho log ie s , K a m a l , a y o u n g e r c o n t e m ­
p o r a r y o f Rafat, was for m a n y years C h a i r o f E n g l i s h at Peshawar 
Univers i ty . E d u c a t e d i n Peshawar a n d C a m b r i d g e , he is the 
a u t h o r o f three c o l l e c t i o n s . T h e p rosa ica l ly t i t l ed A Selection of 
Verse i n this c u r r e n t series draws f r o m these three v o l u m e s a n d 
f r o m a n u m b e r o f p r ev ious ly u n p u b l i s h e d works . In his i n t r o d u c ­
t i o n to this v o l u m e , w h i c h also features an extens ive b i b l i o g r a p h y 
o n K a m a l , T a r i q R a h m a n inc i s ive ly suggests that this poe t ry is 
best v i e w e d i n the Imagis t t r a d i t i o n (v). T h e y are mos t o f t h e m 
conc i se , of ten nos ta lg ic , some t imes i r o n i c . I n terms o f style, t hen , 
K a m a l ' s p o e m s di f fer m a r k e d l y f r o m Rafat 's . 

K a m a l possesses a u n i q u e sense o f h is tory a n d recogn izes the 
n e e d for an a r t i s t — a n d i n d e e d a c o u n t r y — t o c o n n e c t wi th the 
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past. A s i f to c o n t r a d i c t the n o t i o n that Pak i s tan c a m e i n t o b e i n g 
o n l y i n 1947, he l i n k s this present-day c o u n t r y to the r i c h , 
i l l u s t r ious h is tory o f the a rea Pak i s t an n o w o c c u p i e s a n d insists 
that we r e c o g n i z e the c o n t i n u i t y a n d c o m m o n a l i t i e s be tween 
n o w a n d then . F o r e x a m p l e , the p e r i o d o f the f l o u r i s h i n g cu l tu re 
o f H a r a p p a a n d M o h e n j o - D a r o , w h i c h dates back to pe rhaps 
4,000-2,000 B C E , is e v o k e d i n the p o e m " T h e P l o u g h a n d the 
O x e n " (13), w h e r e " T h e sweat o f m a n a n d a n i m a l / s inks i n to 
the m o i s t ea r th" a n d a t h o u s a n d years later, "they d i g u p figurines 
o f gods / a n d goddesses a n d a baked-clay j a r / h a l f fu l l o f 
b l a c k e n e d wheat ." 

S imi l a r l y , i n " T h e L e a p " ( 14), we are t r a n s p o r t e d to the f o u r t h 
cen tu ry B C E , w h e n A l e x a n d e r the G r e a t " leapt ove r the Indus 
he re / o r so the storytel lers say," to hea r " i n rapt a t t en t ion" talk 
o f i m m o r t a l i t y f r o m a n a k e d s a d h u s i t t ing i n a grove o f m a n g o 
trees. T h e p o e m i r o n i c a l l y j u x t a p o s e s the i m m o r t a l i t y A l e x a n d e r 
sough t a n d that o f a n o t h e r k i n d o f fe red by the s a d h u . O t h e r 
p o e m s assert Pakis tan ' s c o n n e c t i o n w i t h the B u d d h a (1, 15), 

Ind ia ' s m i g h t y K i n g Porus (16), a n d the great M u g h a l emper ­
ors (1), bu t also wi th m a n y lesser folk: "profess iona l m o u r n e r s , 
p r e m a t u r e a rchaeologis t s" (19), "a wide-eyed l i t t le b o y i n 
ye l l ow socks / c r a c k [ i n g ] walnuts" a n d a "fat o l d whore - tu rned -
m i d w i f e " (35), to m e n t i o n o n l y a few. 

T o h is acute h i s t o r i ca l awareness, K a m a l , l i k e Rafat, fuses a 
d e e p a p p r e c i a t i o n for the r u g g e d n a t u r a l beauty o f his country , 
e spec ia l ly the b a r r e n a n d g l ac i a l m o u n t a i n a rea f r o m w h i c h he 
hai ls , a n d the p e o p l e w h o i n h a b i t this space. A s majestic as 
m o u n t a i n s a n d rivers c a n be, they c a n also be t r eacherous a n d 
t h r e a t e n i n g , as i n "F loods , " w h e r e we are asked h o w o n e c a n 
"forgive / the t reachery / o f b l i n d r ivers" that destroys the fu ture 
o f a br ide-to-be w h o has lost h e r dowry " a n d a sackful o f e x p e n ­
sive r i c e " (37). A n d fo r those w h o w o u l d seek solace i n r e l i g i o n , 
we are r e m i n d e d that "Prayers / d o no t w o r k / at t imes / such as 
these" ( " A N a r r o w Va l l ey" 23). U l t ima te ly , a sense o f o m i n o u s 
f o r e b o d i n g , m o t t l e d w i t h sadness, pervades these p o e m s . In ­
d e e d , o n e c a n r ead K a m a l ' s poe t ry as a k i n d o f " p r i m o r d i a l 
s c r ip tu re o f a p e o p l e be t r ayed" (12), n o t o n l y by k ings a n d 
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priests, bu t by the weather, geography , history, fo re igners , a n d 
mos t t r eache rous ly by each other . 

T r e a c h e r y a n d bet rayal also cons t i tu te major themes i n the 
poe t ry o f M a k i Kure i sh i ,(1927-95), whose The Far Thing b r i ngs 
toge the r i n o n e p lace for the first t ime h e r w o r k wr i t t en over 
th ree decades . A Pars i by b i r t h , e d u c a t e d at S m i t h C o l l e g e (class 
o f 1950), a n d m a r r i e d to a M u s l i m , she taught E n g l i s h at the 
U n i v e r s i t y o f K a r a c h i . S o m e o f h e r ear l ies t p o e m s a p p e a r e d i n 
Wordfall. T h e d i s t i n g u i s h e d B r i t i s h scholar , poet , a n d f o r m e r 
e d i t o r o f Encounter m a g a z i n e , A n t h o n y T h w a i t e , has r e m a r k e d 
( o n the dus t j a c k e t o f The Far Thing) that K u r e i s h i writes finely 
c o n t r o l l e d free verse that is " t ender a n d sensit ive bu t also unsen -
t i m e n t a l l y sharp ." T h i s sharpness is r e f l ec t ed i n a pervasive sense 
o f v i o l e n c e i n m a n y o f h e r p o e m s , v i o l e n c e of ten s t e m m i n g f r o m 
the real- l i fe p o l i t i c a l a n d soc ia l unres t that has b e e n a ma jo r 
par t o f da i ly l i fe i n Pak i s tan s ince its i n c e p t i o n . P o e m s such as 
"Sn ipers i n K a r a c h i " ( 15), "E l egy fo r K a r a c h i " (16), a n d "Cur few 
S u m m e r " (19) offer g r a p h i c sketches o f o rd ina ry , p e o p l e l i v i n g 
u n d e r s u c h stressful c i r cums tances , w h e n " N o o n e dare walk 
nex t d o o r " ( 19) fo r fear o f b e i n g " t r a p p e d i n crossf ire / . . . by 
k i l l e r s w h o are h a l f - m a c h i n e / a n d pray five t imes" (16). 

Perhaps m o r e e x p l i c i t t han mos t o t h e r wri ters i n this series, 
K u r e i s h i unde r sco re s the tug a n d p u l l , i n d e e d , the a l i e n a t i o n , 
e x p e r i e n c e d by p e o p l e w h o possess m o d e r n , e n l i g h t e n e d w o r l d 
views, yet l ive i n a h i g h l y t r a d i t i o n a l , a lbe i t r a p i d l y c h a n g i n g , 
society w h e r e d o m i n a n t values are r a d i c a l l y d i f fe ren t a n d very 
slow to change . T h e d i l e m m a thus p o s e d is e x p l i c a t e d i n pe rhaps 
h e r mos t f amous p o e m , "Ki t t ens" (7-8). T h e speaker b l u n t l y 
states " T h e r e are too m a n y ki t tens" as a resul t o f the f a m i l y cat's 
mos t recen t l i t ter. T w o so lu t ions are poss ib le : o n the o n e h a n d , 

My relations say: 
Take them to a bazaar 
and let them go 
each to its fate . . . 
If they survive the dogs, 
they will starve gently, 
squealing a little less 
each day; 
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o n the o t h e r h a n d , 

The European thing to do 
is drown them. 
Warm water 
is advised to lessen the shock. . . . 
They are blind and will never know 
you did this. 

T h e speaker e x p e r i e n c e s a d i l e m m a : " S n a g g e d / by two cul tures , 
w h i c h / sha l l I choose?" 

In an i n t r o d u c t i o n w h i c h ver i tab ly crackles w i t h p o s t m o d e r n i s t 
c r i t i c a l theory, A d r i a n A . H u s a i n feels that "Ki t t ens" is "a l i t t le too 
e x p l i c i t i n its i n t en t a n d r i g i d l y p a r a d i g m a t i c to be en t i r e ly 
successful ," a n d suggests that "wh i l e this p o e m u n d o u b t e d l y 
possesses c o n s i d e r a b l e power , this is m o r e b y w a y o f rhe to r i c than 
poe t ry" (v i i i ) . S o m e — I a m o n g t h e m — take issue wi th this assess­
m e n t o f the p o e m . 

S o m e o f K u r e i s h i ' s mos t power fu l p o e m s dea l w i t h h u m a n 
i l lness . I n that she he r se l f was a v i c t i m o f severe r h e u m a t o i d 
ar thr i t i s mos t o f h e r l i fe , it is n o t s u r p r i s i n g that she treats such 
themes i n some o f h e r best p o e m s . M o r e o v e r , the o p e n i n g p o e m 
i n this v o l u m e , " A r t h r i t i c H a n d s " (1) assumes a d d i t i o n a l auto­
b i o g r a p h i c a l s ign i f i cance : 

One is rolled into a fist 
permanently, 
though two fingers can still twitch, 
bent like spider's legs. 
The left, stretched out full length, 
is empty, 
unable to hold. If the crook fingers 
tangle or viciously clutch, 
it unhooks them gently 
disarming pain. 
So I lodge between 
one that may not accept 
even grace, 
and the other that lets 
nothing escape. 

O t h e r p o e m s o n this t h e m e seem to s p r i n g f r o m the i n t ima te 
k n o w l e d g e a n d first-hand e x p e r i e n c e wi th such phys ica l suffer­
i n g a n d p a i n , w h i c h i n v o k e a range o f reac t ions f r o m di f ferent 
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p e o p l e , eve ry th ing f r o m o u t r i g h t disgust to p a t r o n i z i n g sym­
pathy. K u r e i s h i seems to be sugges t ing that mos t p e o p l e are 
u n a b l e to e m p a t h i z e t ru ly w i t h such severe c h r o n i c p a i n unless 
they have suffered it themselves . K u r e i s h i ' s poe t ry makes a d i r ec t 
appea l to the reader, un fe t t e r ed by ove r - in t e l l ec tua l i za t ion , self-
consc iousness , o r p o s t u r i n g . It is c h a r a c t e r i z e d by r i c h , v i v i d 
images , w h i c h c a n en t ice o r revol t , d e p e n d i n g o n the au thor ' s 
in tent , a n d a fluent, c o l l o q u i a l qua l i ty that sh ines fo r th , espe­
c ia l ly w h e n h e r poe t ry is r e a d a l o u d . 

S a l m a n T a r i k K u r e s h i (b. 1942) shares w i t h K u r e i s h i a p e n ­
c h a n t fo r themes abou t the d i v i d e d self a n d p o s t c o l o n i a l root-
lessness. B o r n o f an A u s t r a l i a n m o t h e r ( K a s h m i r i - G e r m a n ) a n d 
Pak i s t an i father, he was e d u c a t e d at G o v e r n m e n t C o l l e g e , 
L a h o r e , a n d la ter at the L o n d o n S c h o o l o f E c o n o m i c s . A bus i ­
ness execu t ive , he travels w i d e l y t h r o u g h o u t the w o r l d , a n d m a n y 
o f these venues are r e f l ec ted i n the poetry. I n 1979, w i t h H u s a i n , 
he f o u n d e d " M i x e d Voices , " a m u l t i l i n g u a l f o r u m for poe t ry a n d 
creat ive w r i t i n g i n K a r a c h i . H i s works a p p e a r e d i n Pieces of Eight: 
Eight Poets from Pakistan a n d e lsewhere ; a n d his Landscapes of the 
Mind consists o f p o e m s wr i t t en over a thirty-year p e r i o d . 

In his i n t r o d u c t i o n to this v o l u m e , K a l e e m u r R a h m a n asserts 
that K u r e s h i ' s poe t ry "has a d i f ferent cha rac t e r f r o m that o f 
o t h e r Pak i s t an i poets" (v i i ) , a d i f fe rence d u e pe rhaps to his 
" m i x e d descent" that gives h i m a c o m m a n d o f E n g l i s h " l i k e that 
o f a nat ive speaker o f the l anguage . " R a h m a n fu r the r suggests 
that some t imes " i n sen t imen t , too , his poe t ry is c u r i o u s l y E n g ­
l i s h " (v i i ) , c i t i n g o n e o f the mos t a r res t ing p o e m s i n the co l l ec ­
t i o n , " A Be t te r M a n t h a n I," as an e x a m p l e . K u r e s h i ' s poe t ry 
of ten does possess a n easy, f l o w i n g , c o l l o q u i a l qual i ty , w h i c h 
m i g h t be a t t r ibu tab le to E n g l i s h l e a r n e d f r o m his mo the r . H o w ­
ever, I fa i l to see the " c u r i o u s l y E n g l i s h " s e n t i m e n t R a h m a n 
speaks o f i n the poems , i n c l u d i n g " A Be t t e r M a n than I," sub­
t i t led "S ix P o e m s for K i p l i n g . " R a h m a n states that i n this p o e m 
K u r e s h i shows "great a f fec t ion fo r K i p l i n g a n d even appears to 
ident i fy w i t h h i m " (v i i ) . T h i s is a c u r i o u s r e a d i n g i f n o t a o u t r i g h t 
m i s r e a d i n g o f the p o e m . I n " A Be t t e r M a n t h a n I," w h i c h o f 
course plays of f the re f ra in o f K i p l i n g ' s " G u n g a D i n , " the p e r s o n a 
o f the p o e m addresses the poe t o f E m p i r e , trussed u p i n a waist-
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coat a n d wa tch c h a i n , by his g i v e n n a m e : " R u d y a r d , te l l m e / 
what woad -daubed , h i d e - c l a d s h a m a n / l u r k e d b e n e a t h y o u r 
sk in?" (3). T h i s is o n e o f three a l lus ions i n the p o e m to the b lue-
s m e a r e d D r u i d ancestors o f the B r i t i s h "who ate raw bee f / a n d 
r o a r e d fo r bee r served i n the skul ls / o f enemies . " (5). T h e 
i m p l i c a t i o n h e r e is that w h e n the B r i t i s h were savages p a i n t i n g 
t he i r b o d i e s b l u e , the great Indus Va l l ey c i v i l i z a t i o n h a d a l ready 
r i sen a n d fa l l en , as d i d several o f the I n d o - A r y a n dynasties that 
f o l l o w e d . T h e B r i t i s h p resence i n I n d i a t h e n was n o t what the 
B r i t i s h sa id it was. In spite o f apologis ts for the E m p i r e , such as 
K i p l i n g a n d o thers l i k e h i m , despi te B r i t i s h talk o f t he i r "mis­
s i o n " (3), a n d regardless o f B r i t i s h "dest iny . . . / y o u r k i n d ' s 
a p p o i n t e d b u r d e n , " th ings have c h a n g e d . T h e use o f the w o r d 
" b u r d e n " he re is p a r t i c u l a r l y evocat ive, m a k i n g the self-serving, 
g r and iose c l a ims o f K i p l i n g ' s mos t f amous p o e m , " T h e W h i t e 
M a n ' s B u r d e n " (1899), seem r i s ib le , i f n o t pa the t ic , f r o m a late 
twent ie th-century perspect ive . 

In L a h o r e today, " (where / invaders paused / by the banks o f 
the R a v i , assessed / the k i n g d o m ' s defences / a n d l e aped ) , " 
"Japanese cars w i t h t i n t ed windsc reens a n d stereo s o u n d systems 
/ o u t n u m b e r the tongas we knew," a n d "the R a v i i tself runs 
l ower " (5). T h e phrase "tongas we k n e w " pe rhaps suggests a b i t 
o f nos ta lg ia K u r e s h i shares wi th K i p l i n g , but , to m y t h i n k i n g , 
ce r t a in ly no t a "great a f fec t ion" o n w h i c h R a h m a n insists i n his 
i n t r o d u c t i o n . I n d e e d , " F r o z e n prawns a n d c o l o u r e d t e lev i s ion , " 
"jet p lanes a n d motorcyc les , " "the reek o f d iese l o i l " r a the r t han 
R i p l i n g e s q u e "cove red spice bazaars / o r b u b b l i n g samovars o f 
j a s m i n e tea" (7) cons t i tu te the sounds a n d smel ls o f K a r a c h i 
today. T h e speaker notes, 

. . . the tides changed. 
The tides receded, leaving 
empty shells and curious objects 
for boys to ponder . . . 
leaving finally 
you, Rudyard, 
and I. (8) 

T h i s p o e m is abou t change , its u n p r e d i c t a b i l i t y a n d its inev­
itabil i ty, a n d the fo l ly o f those w h o d e n y o r try to s top it. O f f e r i n g 
contrasts be tween K i p l i n g ' s I n d i a a n d K u r e s h i ' s Pak i s t an , the 
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p o e m i m p l i e s that the w h o l e o f B r i t a i n ' s h i s to r i ca l p resence i n 
S o u t h A s i a — " e m p t y shells a n d c u r i o u s ob jec t s "—mus t seem 
today to a l l bu t the mos t h i d e b o u n d an "empty," " cu r ious" enter­
pr ise . E q u a l l y c u r i o u s is K u r e s h i ' s use o f the u n g r a m m a t i c a l " I" at 
the e n d o f the p o e m . I r e a d this as the au thor ' s r e p u d i a t i o n o f 
B r i t i s h l i ngu i s t i c rec t i tude , a n d a v a l i d a t i o n o f the f l u i d , f l ex ib l e 
E n g l i s h l anguage f o u n d i n parts o f the w o r l d o t h e r t han B r i t a i n . 
It m i g h t also be c o n s t r u e d as a s y m b o l i c q u a l i f i c a t i o n , i f no t out-
and-out r e j ec t ion , o f his A n g l o - S a x o n her i tage . 

K u r e s h i ' s poe t ry t h e n a t tempts to r e c o n c i l e , to c o n n e c t op -
posites. H i s l anguage a n d image ry are a t h o u g h t f u l b l e n d o f 
b r a w n a n d sinew, de l i cacy a n d grace . T h e landscapes he presents 
readers are as m u c h phys ica l as m e n t a l a n d e m o t i o n a l , par t 
u n c o n s c i o u s a n d part consc ious . H i s is a d i s t inc t ive vo ice that 
seeks to resolve the d i l e m m a s o f East a n d West, o f t h e n a n d now, 
o f b o t h i n t e rna l a n d ex t e rna l wor lds . R e a d i n g his poetry, o n e 
may r e l i sh the beauty o f the phys ica l landscapes he offers, bu t o n 
the m e n t a l a n d e m o t i o n a l landscapes he serves, we may feast. 

T h o u g h A d r i a n A . H u s a i n was b o m i n 1942 i n K a n p u r , I nd i a , 
he r ece ived most o f his s c h o o l i n g i n E n g l a n d , Italy, a n d Switzer­
l a n d ; as a resul t he speaks several E u r o p e a n languages , i n c l u d ­
i n g Russ i an . H e s t ud i ed E n g l i s h at N e w C o l l e g e , O x f o r d , a n d 
r ece ived a P h D i n E n g l i s h f r o m the Un ive r s i t y o f East A n g l i a . 
W h i l e s t i l l i n his twenties, H u s a i n p u b l i s h e d i n O x f o r d U n i v e r s i t y 
Press's Pieces of Eight: Eight Poets from Pakistan. In 1979, t oge the r 
wi th K u r e s h i , he f o u n d e d " M i x e d Vo ices " a n d r e m a i n e d wi th the 
g r o u p u n t i l 1983 (as was n o t e d above) . H u s a i n also ac t ed as 
e d i t o r i a l consu l t an t fo r this en t i re series. 

Desert Album is H u s a i n ' s first c o l l e c t i o n o f poems , a n d , i n 
what is p r o b a b l y the best i n t r o d u c t i o n to any v o l u m e i n this 
series, Talaat M o r e a u notes that this poet , despi te his u n i q u e — 
o r what some m i g h t even c o n s i d e r his env iab l e , e l i te E u r o p e a n 
u p b r i n g i n g — i s a "wanderer ," a " n o m a d " s e a r c h i n g fo r his roots , 
for his "identi ty, for b e i n g a n d b e l o n g i n g " (v i i ) . M o r e a u d iv ides 
H u s a i n ' s works i n t o three b r o a d poe t i c categories : p o e m s abou t 
an ima l s , w h i c h H u s a i n seems to share w i t h Rafat, p o e m s abou t 
the b u r i e d past, a n d p o e m s abou t l i v i n g h u m a n be ings , m a n y o f 
w h o m suffer v i o l e n t deaths . Yet u n l i k e the o t h e r poets i n this 



POETRY FROM PAKISTAN 213 

series w h o have spent the i r mos t fo rmat ive years i n Pakis tan , 
w h e t h e r i n its m o u n t a i n s o r o n its p l a ins , H u s a i n , w h o has l i v e d 
m a n y years o f his y o u t h a b r o a d , is fasc ina ted w i t h , pe rhaps even 
fixated u p o n , Pakis tan ' s desert areas. H e n c e , the desert serves as 
a ma jo r image i n m a n y o f his mos t i m p o r t a n t p o e m s a n d is also a 
par t o f the title o f this c o l l e c t i o n . 

A s w i t h Rafat 's poetry, o n e is i m m e d i a t e l y s t ruck by the p r e p o n ­
d e r a n c e o f a n i m a l image ry i n Desert Album. " K a s h m i r i R u g " (28) 

ver i tab ly "Bris t les w i t h an ima l s , " " i n d e l i b l e b i rds , " a m o u n t a i n -
goat, a h o o p o e , a n d a j a c k a l . " G o a t " ( 10), r e m i n i s c e n t o f Rafat 's 
"Sacr i f ice ," contrasts the f r e e d o m o f the a n i m a l i n the desert wi th 
the way it is t hen c o n f i n e d i n g a r d e n , whe re , " T i e d to a tree / he 
invents f r e e d o m . " D u p l i c i t o u s l y , "we a p p r o a c h / a n d c rad le h i m 
lov ing ly , " n o t o u t o f love bu t to u n c o v e r its th roa t for sacrif ice. 
I ron ica l ly , the sacrif ice seems fut i le a n d worthless , fo r the ear th , 
w h i c h soaks u p the b l o o d , is " U n a p p e a s e d . " 

" T h e P r a y i n g M a n t i s " (7) may be r e a d as a m e t a p h o r fo r 
H u s a i n ' s sense o f d e r a c i n a t i o n . T h e speaker, " f r o m devoutness / 
shot w i t h g u i l t a n d fear," p l u c k s the a n i m a l , its "forelegs / d e v o ­
t i o n a l , " f r o m an acac ia tree a n d "stow[s] h i m , be tween my ciga­
rettes." A t h o m e , o n a table, the speaker inspects the crea ture , 
n o w d e a d , its legs " l i m p a n d c r u m p l e d , " n o t i n g that " H e ' d l i v e d 
as l o n g as he was able ." A s i f to a d m i t to h i s / h e r ro l e i n its demise , 
the speaker does c o m e to the r e a l i z a t i o n that 

I should have left h i m where he 
was, hinged to his acacia. The roughness 
of the surface had suited h i m and might have helped 
h im be what he had wanted: bark or tree. 

H u s a i n ' s p r e o c c u p a t i o n w i t h the b u r i e d past is s h o w n i n several 
p o e m s , i n c l u d i n g the t i t le p o e m for this v o l u m e , "Deser t A l b u m " 
(2-4), a series o f three p o e m s en t i t l ed " M a r b l e , " " C a r v i n g s , " a n d 
"Forbears" (s ic) . T h e first is a m e d i t a t i o n o n the grave o f the 
speaker ' s father. " H e r e father makes a h o m e / a m o n g ghe t t oed 
n e i g h b o u r s , / his gaze fixing / u p o n a desert o f dead . " T h e 
speaker notes that 

Noth ing disturbs 
his fluent sleep in marble 
save for the headstone 



214 C A R L O COPPOLA 

. . . where the Holy Book opens 
on a page bearing 
the admonishment, 'Ye that reject faith . . ." 

T h e a m b i g u i t y c rea ted i n the e n d i n g o f the p o e m a n d the 
ques t ions p r o v o k e d are a l l i n t e n d e d to distress us. In "Carv ings , " 
we are t o l d that the desert houses " H u n d r e d s o f years o l d / 
r ad ian t sands tone tombs" are those o f the r i c h h o r s e m a n a n d the 
m i g h t y archer . Yet the desert also offers res t ing places for h u m ­
b l e r fo lk w h o have k n o w n suf fe r ing a n d are b u r i e d i n s impler , 
"lesser graves c l a m o u r i n g to be k n o w n / for the i r tracery / a m i d 
s i lent i n s inua t i ons o f t h o r n . " 

W h e n H u s a i n speaks o f the l i v i n g , M o r e a u notes, "it is i n 
c o n j u n c t i o n wi th sickness a n d madness , a n d war a n d dea th , a n d 
most of ten u n n a t u r a l dea th" ( x i ) . H u s a i n ' s l i v i n g are a suf fe r ing , 
bes ieged lot , a n d pe rhaps the most bes ieged are those w h o d i e i n 
the witless crossfire o f po l i t i c s . Severa l p o e m s dea l w i t h the 
v i o l e n t demise o f p o l i t i c i a n s , such as " T h e D e a t h o f M r s . G a n d h i " 
(38) a n d "Calvary M i s u n d e r s t o o d " (41), wr i t t en o n the d e a t h o f 
M i r M u r t a z a B h u t t o , b r o t h e r o f t hen P r i m e M i n i s t e r B e n a z i r 
B h u t t o , w h o was g u n n e d d o w n ou ts ide his h o m e i n 1996. H u s a i n 
calls h i m a " M a r t y r to n o k n o w n cause." T h e p o e m " F o r S r e b r e n ­
ica 's D e a d " (40) speaks o f the e x h u m a t i o n o f mass graves o f 
those caugh t u p i n the h o r r o r o f e t h n i c c l eans ing , "Casual t ies o f 
a s o m n o l e n c e , " w h o "are b r o u g h t u p to a i r / at last." 

H u s a i n ' s is the poe t ry o f quest for ident i ty a n d roots . H i s 
p o e m s are the m o d e r n e x p l o r a t i o n s o f the un ive r sa l themes o f 
h u m a n i so l a t i on a n d a l i e n a t i o n , w e b b e d wi th i l l u s ions a n d d e a t h 
p l a y e d ou t m e t a p h o r i c a l l y i n the h o t days a n d c o o l n ights o f the 
desert 's b rowns , pu rp l e s , a n d b lacks . Swatches o f g r een — the 
c o l o u r o f h o p e — a r e no t p l e n t i f u l i n his poems . Perhaps he sees 
the h u m a n c o n d i t i o n too c lear ly . 

T h e mos t w i d e l y p u b l i s h e d a n d w e l l - k n o w n Eng l i sh - l anguage 
poe t f r o m Pakis tan is A l a m g i r H a s h m i , the a u t h o r o f n i n e co l l ec ­
t ions (the o n e u n d e r review here b e i n g his t en th ) , w h i c h have 
a p p e a r e d i n the U K , the U S , a n d Pak is tan . W e l l k n o w n a n d we l l 
r ece ived i n l i te rary c i rc les o f several con t inen t s , H a s h m i writes 
poems , w h i c h , a c c o r d i n g to B r i t a i n ' s Poe t L a u r e a t e T e d H u g h e s 
(on the dust j a c k e t o f A Choice ofHashmi's Verse), "are a d e l i g h t — 
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s inuous a n d assured, ser ious w i t h a l i g h t t o u c h , fu l l o f character , 
surpr ise , authent ic i ty ." In his i n t r o d u c t i o n to A Choice of Hashmi's 
Verse, K e n G o o d w i n fu r the r suggests, qu i te r i gh t l y i n m y view, that 
H a s h m i mus t be v i e w e d i n mid-career , as "a ma jo r w o r l d poet" 
(v). 

I n contras t to the w o r k o f a l l the p r e v i o u s l y d iscussed poets, 
m a n y o f H a s h m i ' s p o e m s are d i s t i n g u i s h e d by a n uneasy sense o f 
i n c e r t i t u d e abou t the w o r l d . H e n c e , the r eade r is o f fe red o n l y 
fleeting g l impses o r v e i l e d h in t s o f H a s h m i ' s m e n t a l un iverse . 
F o r e x a m p l e , o n e is s t ruck by sub junc t ive vo ice o f the first l i n e o f 
the first p o e m , " G a m e a n d S u c h " (1) : "It may have b e e n a 
M o n d a y m o r n i n g . " It may have b e e n a n o t h e r t i m e as we l l ; the 
p e r s o n a o f the p o e m does n o t r e m e m b e r , a n d i n fact it may n o t 
ma t t e r at a l l . However , this unce r t a in ty is fu r the r e n h a n c e d by 
c o l l o c a t i o n s t h r o u g h o u t the p o e m such as " fa l te r ing ," " rumors , " 
" fe igned , " "whisper," a n d "wai t ing ." T h i s process is r epea t ed i n 
m a n y o t h e r p o e m s as w e l l . 

I n a d d i t i o n to this tentativeness a n d i n d e t e r m i n a c y , H a s h m i 
b l e n d s gene rous p o r t i o n s o f unde r s t a t ed w h i m s y a n d gent le 
i r o n y in to his observat ions a b o u t the h u m a n species. In this 
sense ,"A G i f t H o r s e " (3), p l a y i n g o f f the adage " D o n ' t l o o k a gift 
ho r se i n the m o u t h , " is s o m e t h i n g o f a p r o t o t y p i c a l H a s h m i a n 
p o e m : S o m e b o d y mus t have 

given it to someone; 
only gifts and toys 
can suffer 

such love, such neglect, 
soaked 
in the wetness 
of this lawn. 
Cloth, or perhaps wood, 
it is only that. 
The hard and soft 
is all the same. 
Its owner, 
the child, must be 
asleep or have 
found something else. 
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I am unable 
to make out 
its beginnings 
or end exactly: 
the eyes are a bleary-
black; 
the mouth seems sealed 
airtight 
as if to lock out 
a couple of proverbs. 
I do not think 
it will speak. 

A vague, i n c o n c l u s i v e " S o m e b o d y " mus t have g i v e n it to an 
e q u a l l y vague, i n c o n c l u s i v e " someone , " p r o n o u n s w h i c h are 
u sed repea ted ly i n m a n y o f the p o e m s . T h e p e r s o n a o f the p o e m 
speculates wi th "must have" i n terms o f w h o gave what to w h o m , 
a n d the c h i l d w h o "must be / as leep or have / f o u n d s o m e t h i n g 
else." T h e m o u t h "seems sea led . . . as if to l o c k ou t / a c o u p l e o f 
proverbs ." R e f e r r i n g to the n e g l e c t e d toy horse , the speaker 
"doles] not think / it w i l l speak." 

In addi t iorr , the j u x t a p o s i t i o n o f opposi tes , po la r i t i es , a n d 
doub le t s is also s t r i k ing : " love" a n d "neglect ," " C l o t h " a n d 
" w o o d , " " h a r d a n d soft," "asleep" a n d "have / f o u n d s o m e t h i n g 
else," "eyes" a n d " m o u t h , " " t h i n k " a n d "speak." T h e r e are i m ­
p l i e d ex t remes as w e l l : the c o n d i t i o n o f the horse w h e n it was a 
new gift a n d its p resen t c o n d i t i o n , the c h i l d w h o r e c e i v e d the gift 
a n d the adu l t w h o gave it (poss ib ly the p e r s o n a o f the p o e m — a 
paren t? ) , the adage (one o f the "proverbs" o f the last stanza?) 
abou t no t l o o k i n g gift horses i n the m o u t h a n d the real i ty that 
i n d e e d the c h i l d has d o n e so, even t h o u g h "the m o u t h seems 
sea led / a i r t igh t . " In the e n d , this p o e m a n d o thers i n the v o l u m e 
leave the r eade r w i t h c o n t r a d i c t i o n s a n d c o n f u t a t i o n , a n d the 
r e a l i z a t i o n that, i n spite o f p roverbs a n d adages, we h u m a n s 
persist o n l y i n p a y i n g t h e m l i p service bu t d o n o t a b i d e by t h e m . 
H e n c e , the w o r l d i n H a s h m i ' s poe t i c view, as G o o d w i n notes, is 
"d i sorder ly , u n p r e d i c t a b l e . . . w h e r e e x p e c t a t i o n , h o p e , a n d 
d i s a p p o i n t m e n t a l l seem equa l ly l i k e l y " (v i i ) . T h e uncer ta in ty , 
t hen , is o f o u r o w n m a k i n g . 

Shuja N a w a z shares wi th H u s a i n wha t K h a l e d A h m e d calls i n 
his t r enchan t , h a r d - h i t t i n g i n t r o d u c t i o n to Journeys the " h y b r i d 
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l ife i n a n i n t e r n a t i o n a l e n v i r o n m e n t " ( i x ) . B o r n a n d r e a r e d i n 
Po thowar , a r e g i o n i n the r o u g h - a n d - t u m b l e J h e l u m R i v e r a rea i n 
nor theas t Pak i s tan , N a w a z i m m i g r a t e d to the U S . H e n o w works 
for the I M F i n W a s h i n g t o n , D C , a n d l ives, a n d writes poetry, i n 
s u b u r b a n A l e x a n d r i a , V i r g i n i a . N a w a z is wha t A h m e d calls a 
"born-aga in ex-pat Pak i s t an i " ( x i i ) ; as such m u c h o f his poe t ry is 
i n f o r m e d by m e m o r i e s o f the Pak i s t an o f his y o u t h , " o f a p lace 
that n o l o n g e r exists" ( x i ) , b u t w h i c h al lows h i m to stave of f the 
i m m i g r a n t ' s a l i e n a t i o n that arises f r o m l i v i n g i n the West. Im­
p l i e d t h r o u g h o u t is the u n r e l e n t i n g pers is tence o f change . 

In contras t o f H u s a i n ' s desert images , water is the d o m i n a n t 
image i n Nawaz ' s p o e m s . It is of ten a s t anda rd o f measu remen t , 
o f wea l th , success, even m a n h o o d , a n d even a way to d e t e r m i n e 
the ex ten t o f change . T h e first p o e m i n the c o l l e c t i o n , " T h e W e l l 
at M o h e n j o d a r o " ( i ), Pakis tan ' s f a m e d Indus Va l l ey a r c h e o l o g i -
ca l site d i s c o v e r e d i n 1921, offers n o t o n l y water images bu t also 
the first o f m a n y images o f tourists ( t r a n s m u t e d i n o t h e r p o e m s 
to i m m i g r a n t s ) . I n the past, stones were t h r o w n in to that w e l l "by 
thirsty hearts to measure / the water 's d e p t h . " Nowadays tourists 
pa r t i c ipa te i n the same r i t ua l at the 5,000-year-old w e l l — " a n 
u n b l i n k i n g C y c l o p e a n e y e " — b u t w i t h n o h o p e o f h e a r i n g a 
splash at this sere, t h readbare site. Today , after the r i t ua l is 
p e r f o r m e d of ten e n o u g h , the stones i n the w e l l mus t be r e m o v e d 
so that the "aort ic surge" may resume . T h e o n l y water p r e s e n t í s a 
touris t ' s sweat a n d the c o l d d r i n k i n his h a n d . B u t yet, as i f to 
pa r t i c ipa te u n c o n s c i o u s l y , a rche typ ica l ly , i n the a n c i e n t r i t ua l o f 
the s tone, a touris t , " w r a p p e d i n his sweat / stops a n d looks , c o l d 
d r i n k i n h a n d , / b e n d s d o w n , lifts, a n d laz i ly lobs / o n e m o r e 
s tone in to the w e l l . " H e thus connec t s w i t h the past, imperfec t ly , 
bu t a c o n n e c t i o n none the less , a n d the " f a l l i n g message wakens 
echoes / that are a d d e d to the l a d e n air." 

C h a n g e is also m e a s u r e d by its appea rance i n na ture . In 
" D r e a m s a n d the M a n " ( 14-15), the speaker, w i s h i n g to emula t e 
his father, w h o h a d boas ted that he swam the mi le -wide J h e l u m 
R i v e r w h e n he was s ix teen years o l d , p r o p o s e d "to b reak the 
h y m e n o f [his] y o u t h / i n bat t le against that m i l e o f water." 
Today , however , the r iver, " h a v i n g b e e n set t led / by p o l i t i c i a n s 
[is] n o m o r e a l ive": 
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No more is water 
the hurling, racing fearful god. 

Its surge, strength, and speed bartered 
away on the table of economic necessity. 

Even the mosque that offered steps to the river 
for religious ablutions is empty now, 

for faith cannot withstand economics. 

Instead, he sees tubewel ls , shal lows, headworks , barrages, a n d 
"rows o f sad-eyed v i l l age lads," w h o , u n l i k e the speaker i n his 
y o u t h , seem to be dreamless . H e real izes i n the wistful sadness 
w h i c h m e m o r y br ings that "I sha l l m a k e myse l f a new / d r e a m , 
fo r some d reams are / too beau t i fu l to restore." 

C h a n g e is also m e a s u r e d i n the f o r m o f the ever-present p i p a i 
tree. T h e speaker has obse rved o n e s u c h tree every year for 
fifteen years, p r e s u m a b l y o n a n a n n u a l visit h o m e . B o t h (s)he 
a n d the tree have aged: 

. . . I noticed 
how it sheds its leaves, 
like a lazy pensioner 
discarding clothes. 

Someone else will pick them up. 
("The Pipai Tree" 10) 

T h e s igna ture p o e m o f this c o l l e c t i o n , "Journeys" (4-9), r ecoun t s 
the speaker ' s "search . . . fo r m e a n i n g s / o n the dusty pathways o f 
the m i n d . " T h e search is u n d e r t a k e n by l o o k i n g back , " l i za rd - l i ke 
/ at m y pee led-of f l i f e . " I n the six sect ions o f this p o e m , each 
sec t ion m a d e u p o f seven four - l ine stanzas, the speaker sum­
m o n s ancestors a n d m o r e recen t p rogen i t o r s , w h o , fo r a p l e t h o r a 
o f reasons a n d as m a n y c i r cums tances , have e n d e d u p i n the 
J h e l u m R i v e r area, m o r e specif ical ly , i n "the c o l d cr ispness o f the 
P o t h o w a r dust": war r io r s , seers, farmers , w h o have wi tnessed the 
change , even the a r r i v a l — a n d d e p a r t u r e — o f the B r i t i s h , 

Those that slithered out of our toil 
to mine the surface for wealth 

wore wide-brimmed hats in the sun. 
Their verse blundered up Putney Hil l . 

They viewed their yesterdays 
from vantage points where all seemed clear. 

T h e B r i t i s h fa i l ed i n I n d i a , i m p l i e s the speaker, because they d i d 
no t k n o w themselves. "It takes gene ra t ions fo r a b a n y a n to ma-
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ture / o r to b r e e d a class o f m e n / w h o r e c o g n i z e themselves," 
(s)he observes. T h e class o f m e n f r o m w h i c h the speaker comes 
d o k n o w themselves: 

We have journeyed long and deep into 
the dawn. We are the men who know 

loneliness is not in being alone 
but knowing others could have been there. 

A r m e d w i t h s u c h ins igh t , N a w a z seems capab le o f t a k i n g o n the 
West. In " T h e Invas ion o f E u r o p e " (43) , N a w a z takes o n the West 
w i t h "a w a r n i n g " w h i c h is h e e d e d " i n v a i n . " B u t w h a t i s even m o r e 
s t r i k i n g is the d e s c r i p t i o n o f the Pak i s t an he a b a n d o n e d : 

I have left an angered land 
behind, seething in self-destroying dissent. 
A land where tongues are silent with fear, 

no words have raised their heads for an age. 

T h i s v o l u m e con ta ins a n u m b e r o f p o e m s set i n var ious parts 
o f the w o r l d w h e r e N a w a z has t rave l led i n c o n n e c t i o n w i t h his 
j o b . T h o s e set i n the West are c h r o n i c l e s o f Nawaz ' s o n - g o i n g 
s truggle to adjust to u p r o o t e d n e s s a n d to change . " B i r t h d a y 
P o e m " (38) addresses the un ive r sa l change : a g i n g . L o o k i n g i n to 
a "self-constructed m i r r o r , " the speaker asks, "Is the m o l e st i l l 
s i t t ing / o n the c h i n , the d i m p l e n o t yet / h i d d e n by fat? Does the 
waist / s t i l l deserve that n a m e ? " O n e awkward wel l -wisher says 
that some th ings d o n o t change , such as the speaker ' s eyes: " T h e 
sadness is s t i l l there ." " M i d n i g h t S o n g " (50), w i t h the subti t le 
" The switchboard will close at midnight—House rules," is a m e d i t a t i o n 
u p o n m e m o r y a n d loss. A s "Darkness settles u p o n / conc re te 
forests after a w in t e r b u r i a l / o f the j a d e d s u n " a n d as " p o l i c e cars 
s c r eam t h r o u g h the n i g h t / c o n j u r i n g m e m o r i e s o f j acka l s / at 
h o m e , s ex -maddened , c a l l i n g for mates," the l a t e -n igh t -work ing 
speaker d reams: "I a m i n c o m p l e t e . / A n d the p h o n e w i l l no t 
r i n g . / F o r it 's late. F a r too late." A n d , finally, i n " H o m e " (53), the 
last p o e m i n the c o l l e c t i o n d e d i c a t e d to his wife, the poe t seems 
to have ex t rac ted some a c c o m m o d a t i o n fo r his c i rcumstances : 

We have built a home 
with untutored but willing hands. . . . 

The rooms are filled with books and prints 
from our past. We dream new dreams 
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in this new home, from the dusty seams 
of yestered years. As we draw and fill and tint 

each page in this, the album of our life, 
today, I offer a prologue for my wife. 

Nawaz ' s poe t i c vo ice is a d i s t inc t ly muscu la r , m a s c u l i n e one . 
S p r u n g f r o m a m a r t i a l p e o p l e , he assumes his be l l i cose stance 
w i t h p r i d e , i f n o t b ravado . H e sifts t h r o u g h his past a n d takes 
f r o m it what he cher i shes a n d c a n use i n his p resen t c i r c u m ­
stances. H e s i m i l a r l y has eva lua ted h is l i fe i n the West. It is n o t a l l 
bad , he c o n c l u d e s , bu t it needs p r u n i n g a n d cu l t i va t ing , j u s t l i ke 
the fa rmer ' s fields o f his y o u t h . T h i s he has d o n e t h r o u g h his 
poetry. I n it, the bat t le be tween East a n d West is r e d u c e d to, at 
most , a tug-of-war. T h e r e seems to be a t ruce, o r at least an 
a c c o m m o d a t i o n , b u t it is, at best, t enuous , u n e a s y — s o m u c h so 
that o n e mus t ask: w o u l d the poe t o r his readers have it any o the r 
way? T o b o r r o w o n e o f Nawaz ' s water images , surely, i f there were 
a w inne r , the w e l l s p r i n g o f h is poe t ry w o u l d d ry up . 

T a k e n i n aggregate, these seven v o l u m e s o f poe t ry n o t o n l y 
ce lebra te Pakis tan ' s g o l d e n ann iversa ry b u t also the c u l t u r a l 
c o m m o n a l i t y each o f the au thors shares a n d the art ist ic i n d i ­
v idua l i t y each o f t h e m rel ishes . T h e appea rance o f this series 
mus t also be seen as a n u n s p o k e n , u n d e r s c o r e d d e c l a r a t i o n by 
Pakis tan ' s poets w r i t i n g i n E n g l i s h that they are a t a l en ted lot , 
w o r k i n g h a r d at t h e i r art, thereby c o n t r i b u t i n g g e n e r o u s l y a n d 
s ign i f ican t ly to w o r l d l i t e ra tu re i n E n g l i s h . A s such , they are 
d e s e r v i n g o f c r i t i ca l a t t en t ion a n d a p p r e c i a t i o n . T h e qua l i ty o f 
the poe t ry f o u n d i n these c o l l e c t i o n s — a ver i tab le embarrass­
m e n t o f r i c h e s — w i l l assure these wri ters a n d o thers l i k e t h e m i n 
Pak i s tan such a t t en t ion a n d a p p r e c i a t i o n . 
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