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III

PREFACE

It will be obvious that in the present study
I am not concerned with the question of Arabic in-
~ fluences on Troubadour lyrics; rather my concern is
with comparing Arabic conceptions of love. Anocher con-
cern of my work is with the continuity both of in-
tellectual interests and of ideas and motifs in Arabic
poetry and philosophy.

With these concerns in mind I have explored the
quality and form of Arabic thought and expression in
their historical perspective, using the philological
approach as a means to that end. In so doing, matters
of soclal or ethical orientation, style, and the view
of reality become necessary standards of comparison between
Arabic and Troubadour concepts of love. Finally, through-
out this study I have been guided by the principle that
an'idea or a concept common to many a people does not
necessarily signify a cultural diffusion proceeding from

one people to another,



The following transliteration of the Arabic
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The purposes of this study are four: to trace
the semantic history of the term 'muwashshah' in the
literature of the East and West; to explain the in-
tellectual background against which the Andalusian-
Arabic lyrics must be viewed and read; to suggest the
place of these lyrics in the lyrical tradition of medieval
Europe; and to compare the concept of love in Areabic
poetry,especially Andalusian lyrics, and philosophy
with that in Troubadour lyrics.

The term "muwashshah' is the name by which the
Andalusian lyrics, coeval with the Troubadour lyrics,
are called in Arabic Spain of the twelfth century. An
understanding of the form and content of these lyrics
requires a study of the term in the various contexts in
which it appears in earlier periods. 'Muwashsha', from
the same root as the term 'wishah',means "to be decorated
or embellished." 1ts appearance in pre-Islamic poetry
(roughly, 500-632) is less frequent than that of 'wishah'
which seems to have enjoyed a greater usage, and which,
in fact, precedes 'muwashshah' as a title for the lyrics.

'Wishah', then, ought to be reviewed first.



'Wishah' denotes a "sash or girdle" with which
a woman decorates her body; it is usually wrapped around
her bust and waist., The word does mnot immediately attract
attention of the poets, probably because it has not as
yet crystallized in their imagination. But its frequent
occurrence, though random and uncertain at first, slowly
begins to gain recognition with the pcets, so that in
the eighth and ninch centuries, and later in Spain,
'wishah' acquires a symbolic meaning.

This symbolic meaning is closely connected
with the riee of love lyrics and song in the eighth
century, particularly during the Abbasid era which begins
in the year 750. The era, rightly called the golden age
of Arabic literature, is highlighted by the glamorous
Jawari, or slave-girls, at the Abbasid court of Caliph
Harun al-Rashid and others. The worldly tendencies of the
Caliphs, their love of luxury and leisure, and their in- .
dulgence in literary parties give the court a saturnalian
atmosphere. It is an atmosphere of song, music, wine,
and love in which the poets find a rich source of lyrical
expression (this did not obtain in earlier periods of

Arabic licteracture, more specifically in periods of courtly



culture, for example, the Umayyad court, 661-750). At

the Abbasid court, where the Jawari sing ana aance, in aadi-
tion to being concubines of the Caliphs and princes, court
entertainment becomes a very special occasion. Poets,
musicians, and Jawari are the leading figures in this

event,

Not unlike the Provencal court where Guillaume's
songs, for example, 'depend on a live relation between
the poet, or singer, and an attending aud:l.ence,"1 at the
Abbasid court the poets compose love songs for the Jawari
who perform them; while some touch the strings of the lute,
others dance to its melody, and the Caliphs and their en-
tourages revel in wine drinking and merrymaking. Similar
orglies occur at the Umayyad courts in Spain (as in the
East, lute playing and merrymaking alsc take place outgide
the court premises--in taverns, or at a friend's house).
Often the poet expresses his love for the Jariya (singular
of Jawari), and refers to her as 'lady of the wishah"

(in Arabic, dhata-l-wishah), in his poem. In the course
of time the phrase takes on a symbolic reference around
which the poet crystallizes other images, images which

describe, not the lady's accomplishwents or personality,



but her physical charms seen in terms of the symbol--
wishah., This symbolic development grows so important and
suggestive that in Spain, toward the end of the eleventh
century, ‘'wishah' is used as a designation of Andalusian-
Arabic lyrics. As we shall see during the first half of
the twelfth century, 'wishah' supersedes the term 'muwash-
shah' because of stylistic features peculiar to these

lyrics. Thus love lyrics, or Muwashshahs, on whose develop-

ment the Jawari exercise a major influence, come into being
in Arabic literature.

A philological study of 'wishah' is rather in-
complete without an idea of the style and the view of reality
which it expresses. Already such a view is manifest in
the multifarious sensory phencmena which are associated
with the changes in the meaning of 'wishah', and which in
turn contribute to those changes. In fact, in all the
varied phenomena there is to be detected a uniform styl-
istic level common to pre-Islamic poetry and later poetry,
namely the delight in sensory experience and the appeal
to physical reality. Thie stylistic level, moreover, per-
sists in the Andalusian lyrics in which Oriental and Spanish

sensibility unite. Yet even here the poet hardly ventures



beyond the correspondence between physical objects: for
the Andalusian poet, as for the Eastern poet, all things
in actual existence are made to resemble each other. He
thus explores life and nature through his senses; there

is little or no attempt to explore life through the mind.
For example, when the poet expresses his love for the lady,
he constantly appeals to the sensual quality of her looks:
'"Her teeth are like pearls, her body is as supple as a
camomile plant, and I pine for loving her.'"2 There is
thus nothing to compare with the sublime or the ideal
which we necessarily associate with Provencal poetry.

It is true that the erotic element prevails in both the
Arabic lyrics and the Provencal lyrics; but in the latter
one finds the mild stirrings of a refined love: what
separates the poet from the realization of his love is
what separates all men from the joys of paradise. The
dignity of the feeling is preserved even as the possibility
of fulfillment is denied. This attitude seriously implies
that we cannot dissociate our explamation or interpreta-
tion of Troubadour poetry from the Christian medieval
context of which it is an integral part.

Arabic love lyrics have a view of reality which



is defined by sensory phenomena; the poet's robust sense
and vigorous imagination are his tools through which he
acts on and reacts to the external world, drawing poetic
eloquence therefrom. In other than love poetry we often
find a sort of wisdom which emanates from the subjective
experience of the poet. For example, Abu-1-‘ala al-Ma‘arri
- (d.1058) says in one of his poems:

iife is but a constant/drudgery/I marvel at him
who still desires it.3

Or another poet, al-Buhturi (d.897) says:

When a rogue tells you I am to blame/beware! his is
the testimony to my blameless character.4

Arabic poetry is larded with sage sayings of this type

(one has only to mention here the impressive work of al-
Mutanabbi, (d4.965). Love poetry, however, is of a different
conception because it has to do with a woman: here we

are before a pretty lady whose physical charms enlist the
poet 's descriptive lore and evoke his words of magic; al-
most instinctually he touches a happy note of metaphoric
exuberance when he is physically near the beloved, and a
wistful plaintive note of heart-rending intensity when

the beloved is inconstant. In both moods no other poet

equals his verbal mastery and eloquence of language.



But such an eloquence of language does not ex-
press or treat of the beloved's nobility of soul, or of
psychological states of love--moods of joy and gaiety
allied with the melancholy of unrequited and spiritualized
love, as we find the case in the Troubadour poets. It rather
expresses a simple and frank feeling of love, or a marvel-
ous sublimity of a perturbed mind such as swells up from
the poet's robust and unselective imagination. For the
poet in either mood all visible objects in life and nature
are transmuted into artistic conventions which make up
his lore. Accordingly, the difference between a poetry
of soul-searching and of rhetorico-decorative poetry is
remarkable, but the difference between Arabic ethico-
aesthetic sense which does not look toward a supreme reality
and that of the Troubadour lyrics which depend on it is
an uhbridgeable chgsm.

For an Arab poet the senses are his sole way
of knowing things, a poetic faculty shared by no other
contemporary people; it begins with pre-Islamic poetry
and continues into the later lyrics, that is, from the long
poem to the short poem. And a brief hiétorical survey

will bring out this continuity into full relief.

10



In the pre-Islamic period tribalism was the
structure of society. Religious or spiritual ideals were
completely lacking; instead, individual arvogance and pride
in ancestry were the mainstay of its existence. In a later
period, however, the religion of Islam in vain sought to
crush tribal feeling in an effort to merge the various
conflicting tribes into a cultural unit. The failure
resulted in the accession to power of the Umayyad dynasty
in 661, which at once claimed the right of religious leader-
ship, but which itself strongly adhered to its tribal
traditions.? Soon the Umayyad court busied itself in
matters of state administration, peace and war; skilled
personnel were recruited from Byzantium, Syria, and Persia
to fill in the various offices. The rapid development
in state affairs as well as in cultural relations with
the outside world kept the court from maintaining its
position as the guaraian of religion. In 750 the Abbasid,
another dynasty of equally strong group feeling, sought
to meet the claims of dissatisfied religious leadership
under the Umayyads and to remove the gulf which had
largely separated religion from the state. At the same
time the court officially patronized wholesale tramslations

of Greek philosophy, medicine, and science into Arabic,

11
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and in so doing it unwittingly created another gulf: the
pure intellectualism that resulted not only reacted on the
religion of Islam and produced rationalist movements, but
also gave rise to a soclal group which looked to the court
rather than to Islam for a model of cultural and aesthetic
pursuits. Looking at these two historical events of

court rule in retrospect, the historian Ibn Khaldun offers
the following comment:

The Islamic religion censured royal authority
and its representatives. It blamed them because of
their enjoyment of good fortume, their senseless
waste, and their deviation from the path of God.6

Royal authority in the sense in which it is here used re-
fers to the Umayyad and the Abbasid dynasties which embodied
the actiﬁuﬁe of group feeling. For the religion of Islam
group feeling was both identical with pre-Islamic pride
in ancestry and threatening to spiritual quest.7

In the accevsion of dynasticism to power lay the
germs of future socio-political upheavals which marked the
history of the Islamic empire down to the late Middle Ages.
In its slightly more sophisticated form, however, the
history of dynastic rule repeats or continues pre-Islamic

tribal conflicts, for group feeling, against &ll implemented

attempts on the part of religion to bring the people to-



gether, never ceased to tear the fabric of society apart.
In both the East and the West one dynastic rule succeeded
another, so that in the midst of it all the fortumes of .
the rootless poet--and this is what I am trying to bring
out--were contingent upon the winning party. Each party
surrounded itself with literary figures ana artist of all
types, so that literature became both a retlection ox
court life and, now freed from the choking atmosphere

of religious dogmatism, an expression of the poet's true
voice.8 For example, Jamil Buthayna (d.701), the poet

of love, flourished during the Umayyad dynasty, and,

in defiance of religion, adhered to his tribal tradition
(the tribe of Banu Udhra) throughout his life; he died in
frustration for failing to win Buthayna for a wife (she
herself belonged to a different tribe). Another poet,
¢Urwa b. Hazzam, wrote his love poetry during the staunch-

est perioa in cthe teachings of Islamic dogma. Deciding

not to separate himself in this world nor in the other world

from his beloved, 'Afra (in the famous love story of the
pair), says:

Ana I would worship hell if it were written/that 1
and Afra whould meet in hell.®

13
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Despite religious polemics the poet must have founa the
notion of lovers in hell the most expressive erotic senti-
ment which he could have felt at the moment, and which -
defined his true voice as a poet.

Our brief historical survey shows that at an early
period poetic expression tends to stir away from religious
themes. Jamil Buthayna and 'Urwa b. Hazzam are a case in
point. Others, like 'Umar ibn Abi Rabi ' a and Abu Nuwas,
two poets of far-reaching renoun, make sensual love, wine,
and Jawarl their subject-matter of poetry (the latter's
influence in Spain pervades every nook and crammny of
poetic expression).10 In this poetry, including the
Andalusian lyrics, the ideal and the spiritual have no
room. The view from which the poet apprehends reality
and reproduces it with all its connected sensory qualities
is hardly influenced by the religion of Islam, or any
concept of spiritual hierarchy prevalent at the time. The
deeply mystical and religious involvement in the concrete
world, as we find it, for example, in the thought and
literary expression of Christian medieval Europe, is
lacking in the Arab poet's consciousness., This appears

even more so when we reflect that theee is little or no
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reliqious poetry written in Arabic literature (except for the
poet, Hassan b, Tabit, who merely writes encomia of the Prophet's
life and religious activity; but even so the encomia are not
woven into an all-inclusive vision). It is important to note
that a view of reality informed by not other consciousness than
the sensory or the physical tends to blot out all speculative
powers of the mind. This fact has a bearing on our present
‘study, because it furnishes an insight into the background of
the Arab poet's mind. Literary expression, in contrast to Arabic
philosophy and religion which stress different hierarchies of
spiritual values, is essentially horizontal, in that worldly
affairs full occupy its foreground. This litérary phenomenon
puts the Andalusian lyrics at odds withAthe imaginative realism
of Troubadoﬁr poetry, especially with regard to the concept of

love.

No one to my knowledge has attempted to deal with Arabic
poetry 1# its historical categories; that is, to concentrate
on those aspects of the poetry that appear most alien to modern
taste; the limitation of themes, formality of gonvention, ﬁhe
use of definite patterns of poetic composition, amnd social
orientation underlying its themes and motifs, il Furthermore,

without taking into account the social, religious, and ethico-
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aesthetic ambience in which poetry is produced it would
be impossible to avoid the confusion which has recently
marked the trends of modern scholarship on the question
of Arabic-Provencal literary relations. Oiily by applying
the historical categories do we make a balanced judgment
by which to support or refute the parallel between Arabic
poetry and Troubadour poetry.

An investigation of some of these categories will
help place the Andalusian lyrics in their historical
context. For example, Arabic poetry in general exhibits
two structural features; the first is its fragmentation:
the poet does not attempt to build up one consistent image,
or induce one consistent mood, each idea or conceit being
rounded off in one self-sufficient verse., The other is “
the use of ill-assorted imagery in ways which sometimesl
seems lifeless and aesthetically indifferent. Stﬁlistically
the Andalusian lyrics have in common with Arabic poetry
both fragmentation and discord of imagery; however, théy
evince consistency of mood as well as aestﬁetic sensi-
bility. Accordingly the lyrics may be considered a new
departure in poetic composition (although classical meters

and classical themes and motifs appear in a great number
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of them). Besides, they are divided into stanzas, and

show a variety of rhyme scheme and meter. Now the question
whence such a new from in poetic composition develops has
to do with the following fact: the Andalusian lyrics seem
to grow out of two main impulses: one derives from certain
developments of form and content within Arabic poetry;

the other originates under the influence of Spanish, or
Romance love and dance songs.

This influence becomes clearer when we compare the
form of Andalusian lyrics with that of pre-Islamic poetry.
Pre-Islamic poetry shows a quantitative pattern of long
and short syllables, while the Andalusian lyrics show a
qualitative pattern, that is, rhythm in the form of stressed
accent. Moreover, this new development involves the art
of music which has an important function in the structure
of these lyrics. Even the lyrics that came into being
during the golden era of the Abbasid dynasty in the East
do not exhibit a similar structure, for these lyrics are
patterned on classical meters (long and short syllables),
In the following centuries, however, in al-Andalus, the
stresses become{increasingly regularized, and the classical

quantities become less important; music and rhythm increase



and develop and weave their patterns into the emerging
strophic forms.

Various theories have been advanced in an effort
to explain the musical mode on which the strophic forms,

or Muwashshahs are based; first, the medieval scholar and

poet, Ibn Sana' al-Mulk, states that the majority of

Muwashshahs have a musical structure based on organic

music.l4 1In. so saying the scholar puts the origin of such
a structure outside Arabia, for, as we well know, organ
music is something not known to Arabia. Although it is
not easy to verify the historical source of Ibn Sana' al-
Mulk's theory, I am led to believe that by organ music

he probably means the musical form known as the 'organum'
which was developed in Europe in the ainth century, and
which was written for two voices with different melodies
for the Mass and the Offices.13 To be sure, the form of
Muwashshah shows that it too depends on two different
melodies (one long and the other short) sung by two voices,
or groups of singers, each group singing a melody. Another
theory has been propounded by the modern scholar, Ihsan
Abbas, who disagrees with Ibn Sana' a-Mulk and argues

that the form known as ‘'nawba', or succession, is the masi-

18
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cal basis of the Muwashshah. Yet, like the 'organum';.

this form is a combination of two different melodies; it
was invented by the Persian musician, Ziryab, who came

to al-Andalus during the first half of the ninth century,
and who was acquainted with Ptolemy's Harmonics (Arabic
music as it came down from the eighth century was founded
oﬁ Persian and Greek scale systems, especially Arabic music
in Spain of which Ziryab and his Jawari were the founders),l%
A third theory is advahced by the medieval philosopher,

Ibn Rushd (Averroes), who attempts to define the Muwash-
shah and its music in Aristotelian terms.l>

These various theories have one thing in common,

which may be summed up in the following passage from Ibn
Said, an Arab grammarian and historian of the thirteenth
century:

Song, or the art of singing which was developed
by the people of al-Andalus was either an imitation
of Christian singing, or an imitation of the ancient
Arabs who sang to the beat of walking camels,16

The passage indicates that two sources underlie the art
of song and music in al-Andalus, the Christian and the
ancient Arabiamn, Neither the Christian alone nor the

Arablan alone seems to be the sole genesis of the art; if

it were, the content of the passage would have stated as
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much, either in favor of the one or the other. However,
had Ibn Said investigated the sources of his statement

on ancient Arabia as an origin of song, he would probably
have found little or nothing. In fact, before the eighth
century we hardly find anything in the nature of a body
of Arabian song, or a system of scales and modes of music.
In ancient Arabia, or pre-Islamic times, there was not music
but poetry. Camel drivers sang when they drove thelr
camels, and young men sang when they were along. They
repeatea the sounds and hummed them, and when such a
humming was applied to poetry, it produced something like

17

singing. Moreover, the Arabs in Spain were primarily

an extraction of the Eastern desert dwellers; their social
life remained basically tribal in its forms and attitudes.l'®
Accordingly, Ibn Said had the life of ancient Arabia in
mind when he wrote about the singing of the people of al-
Andalus; for in actual terms this type of singing con-
stituted, along with the simple and primitive instruments,
the art of ancient Arabic folk song. But singing ana music,
in the sense of a craft or an art having its own rules

ana governed by its own principles, was neither an endow-

ment of nor a heritage from ancient Arabia; for such an



art the Arabs had to wait until they conquered Persia and
Byzantium. In the words of Romain Goldrom,
When the Arabs invaded and took possession of

Persia in the seventh century, they founa there

a level of culture superior to their own. Music

was no exception. The Arabs based their musical

theory on Iranian systems and adopted Persian in-

struments, which were of a more sophisticated

design than theirs. 19
The most important of these instruments was the lute which
the Persian musician, Ziryab, introduced into Arabic Spain,
and to which he aaded a fifcth string.

Let us return once more to the passage quoted

above from Ibn Said. He refers to the Arabs' imitation
of Christian song, and that is as it shouid be, for when
the Arabs took possession of Spain they found there a
culture superior to their own. Indeed, just as in the
East they adopted the Persian musical system, which is
based on Greek musical theory,zo so in the West they
borrowed Christian-Spanish forms of song and music. It
made no difference whether these forms had to do with
the Church or with popular art (in the Middle Ages the two
continually reinforced each other; for example, popular

Romance songs were well steeped in Christianity).21 More-

over, Arab imitation ot Christian song confirms (though

21
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aoes not prove) Ibn Sana' al-Mulk's theory regarding poly-
phonic music as being the structural basis of the majority

of Muwashshahs. Ibn Sana' al-Mulk's theory gains more

credaibility when we reflect that the Muwashshah receives
its principle impetus from Spanish-Romance popular songs.
Perhaps the most concrete evidence of Arab imi-
tation of Christian song is the Romance Kharja,the last
refrain in a Muwashshah. During the last ten or fitteen
years some 55 Kharjas have been discovered; they are pre-
served in Arabic ana Hebrew Muwashshahs. Nine of these
Kharjas occur in Muwashshahs whose authors cam be placed -
with certainty in the eleventh century; the great majority

(at least thirty-five) occur in Muwashshahs of the first

half of the twelfth century, which saw the height of the
genre.22
Etymologically ;kharja' is connected, on one hand,
with the verb 'kharaj,' meaning 'to go out or to end one's
stay inside," and, on the other, with the infinitive
'khuriij,' grammatically signifyiné the end-rhyme of a
verse; hence ‘kharja' wmeans 'ending or rest,' that is,

the point on which the Muwashshah ends or rests. The

actual practice of Kharja involves the adaptation of the
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rhyme scheme and meter of another poet's verses to a new
poem. Distinguished scholars have alluded to this practice,
but none has attempted to place it in its proper perspective,
or fully explain or evaluate its function in the Andalusian
lyrics.

The practice of adaptation goes back two or three
centuries earlier. The poet borrowed a verse or two from
another and built his new poem on them--the borrowed verses
determined the rhyme scheme and meter of the new poem. To
find the rhyme scheme was the important first step a poet
had to take., This technique harked back to pre-Islemic
poetry, in which not the borrowing but the formulating of
rhyme scheme was a prerequisite. In fact, not until he
had the rhyme scheme in mind could the pre-Islamic poet
make his poetic speech.23 From the same perspective, then,
we can explain the adaptation of Romance verses, or Kharjas,
by the Andalusian poets. The poet adapted the rhyme scheme
and meter of these verses to his Arabic refrain. This
refrain gives the pattern for the secoid part of each
stanza in the new poem, which consists of some.five such
stanzas, each being followed by the refrain. The last stanza
ends with the adopted Romance verses.

The adoption of these Romance Kharjas underlines



the flourishing art of dance-song in al-Andalus of the
eleventh and twelfth centuries. For it had become a custom
to end the rhetorically elaborate panegyrics and love-songs
composed at the sophisticated courts of al-Andalus with
verses speclally appropriate to the Jawari who performed
them. Most often these consisted of a woman's love song
which contrasted with the rest of the piece by its simplicity
and directness, at times by its coquettish or provocative
wit. Thus the qualities of poetic vivacity, wit, lyrical
imagination, and song which characterize the Romance
dance~song afforded the Andalusian poets a rich source

of expanded lyrical expression, of rhyme and meter which
they used in the still nascent art of Muwashshah. Although
certain formal devélopments within Arabic poetry helped

to pave the way for the Muwashshah, it was undoubtedly

the flourishing strophic lyric in the Romance vernacular
that gave the principle impetus towards the innovation of
strophic lyric in Arabic. This impetus came to full bloom
during the first half of the twelfth cemtury, thus repre-
senting the beginnings of a tradition which later spread
Eastward.

The first half of the twelfth century also saw



the height of the Broubadour lyrics behind which lay centuries
of Romance song. The relation of these lyrics with Romance
dance-song has not been thoroughly investigated, nor am I
attempting to do so here. However, one cannot ignore the

fact that this relation is specially noticeable in the

two subgenres of Provencal lyrics, the Alba and the Pastorella

which were popular in the Middle Ages.Z4 Also one camnot
disregard the fact-- and this is my primary point--that

the Alba occurs in some Arabic Muwashshahs of the eleventh

and twelfth centuries, and, like the other Romance Kharjas,
the poet adopts it to his Arabic refrain., It thus follows
that since the Alba, for example, is found in the Provencal

lyrics and the Muwashshahs, both types of lyrics draw

from the same Romance tradition. This conclusion may be
further confirmed by the following passage from Leo Spitzer:

In the light of the discovery of our Kharjas,
modern Spanish popular stanzas or Villamcicos...
appear to contain an age-old primitive layer of
Spanish poetry whose continuity since the eleventh
century is now firmly established. The Villancico
(or 'muclear lines,' as Alonso calls it) is the basis
for potential longer poems (what the Spaniards call
Glosas) in which it appears as a refrain (Spanish
Estribillo)-- just as on the basis of the Kharjas
the expanded poems of Muwashshah type was built by
the Judeo-Mozarabic poets.

This pertinent remark makes it clear that in the beginning

.25
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the Muwashshah did not develop in isolation from European
experience; in fact, it was pretty much part of that ex-~
perience. The same may in part be said for the Troubadour
lyrics: the remark, 'The Villancico is the basis for po-
tential longer poems,' itself becomes the basis of Spitzer's
other important remark: 'The explanation of Troubadour
poetry must start from these simplest popular forms attested
by the Kharjas much earlier tham the first Provencal Trou-
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badour poem, and not, one might add, from the Arabic

Muwashshahs.

When we consider the conception of love in Arabic
poetry and philosophy, a comparison with the Troubadour
conception of love becomes unavoidable., Distinguished
critics, like Nykl, Denomy, Errante, and others have argued
that there are parallels between the two conceptions. Un-
fortunately, they begin with an imposed assumption that
the influence is a certainty: 'No one,' says Errante,
'would seriously discard the possibility of Arabic in-
fluences (and of many others) on the first Troubadours;"27
'"The absence of tangible evidence of transmission,' says

Denomy, ''should not invalidate the evident dependence of

the characteristics of Courtly Love on Muslim mystical
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thought and teaching."28 Statements like these seem to
imply the following qﬁestion: How could the Zroubadour
poets have invented a concept of love which is at once
secular and spiritual had the Arabs not expressed a similar
concept?

But the fact is that the Arabs did not express
a similar concept. In pre-Islamic poetry, for example,
there is no where to be found a spiritual conception of
love; even sentimental love is quite a rarity.Z9 On the
other hand, Arab social life in Spain remained for the most
part tribal, pretty much like that of pre-Islamic Arabia
(the Umayyad dynasty in al-Andalus was an off-shoot of
that in the East, which was of purely tribal origin).3°
This tribal audience could not have fostered a poetry
celebrating spiritual love, or the kind of Courtly Love
expressed in the Troubadour lyrics. Pre-Islamic poetry,
from which Andalusian poets drew their subject matter and
their attitude toward love, was appropriate to tribal
life. The poetry is sensuous and frankly sexual, and, if
it concerns heterosexual love, has as its object, the
consummation of this love in marriage (a great many of

the lyrics are apparently about homosexual love, no less
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sensual)-~ in every regard different from the concept of
love in the Troubadour lyrics. Exactly the same may be

said for the Anaalusian-Arabic Muwashshahs: the conception

of love in this poetry, a conception which has as its
source the glamorous world of Jaweri, or slave-girls,

in no way resembles the Troubadour concept of love as an
integral part of nobility and of court education.

The concept of Courtly Love has been much debated;
much has been made of the various philosophies underlying
its inception, particularly Arebic philosophy. This is
the theme of TheodoreSilverstein's remarkable article,
"Andreas, Plato, and the Ardbs,"31 and therefore need not
be recapitulated here. Our main concern, however, is to
understand why Errante, Nykl, Denomy, and other distinguished
critics have sought to establish a Troubadour connection
with the Arabs. These critics find little or nothing in
the poetry of the Arabs that is suitable to their purpose
but make a good deal more of Arabic philosophy: for Denomy
direct contact between the earliest Troubadours and Arab
Spain is crucial; Errante seeks to seal off the earliest
Troubadours from any direct contact with Arabic Spain,

but stresses an indirect contact through the school of



Chartres;32 Nykl, while finding a little more in the
poetry, underlines the resemblance between Ibn Hasm's

philosophic work, The Ring of the Dove, and the concept

of Courtly Love, and therefore the inifluence of the one

on the ot:her.33
Arabic philosophy is a residuum or am echo of

Greek and Neo-Platonic ideas. Indeed, a thoughtful specialist

in medieval studies recognizes that Greek and Neo-Platonic

philosophies are to be founa Both in Arabic Spain and

elsewhere in Europe. They thus constitute a common heritage.

Since the sixth century European thought and history have

been imbued with Greek and Neo-Platonic concepts;34 the

contrary is true for Arabia, for these philosophies remain

marginal and unintegrated into any system of Arabic thought

as a whole. They are the property ana occupation of only

a very few Arab thinkers., The reason for this is not

aifficult to fina. In the tench century the Islamic

religion was beset, as was the case always, by all kinds

of corrupt ana sectarian movements which threatenea its

basic tenets; the good wilil of certain thinkers, likg

Ikhwan al-Safa' (Sincere Brothers), for example, sought

to restore confidence and right reason by incorporating

29



Greek philosophy with the tenets of religion. Despite
such noble efforts, they were disgraced, traduced, and
mocked by the Moslem community; they were even described
as heretics ana miscreants (zanadigah).35 In Spain, Ibn
Rushd, Ibn Hazm, and others sought to reconcile, or at
least recognize the differences between philosophy and
religion. Ibn Hazm, for example, as has been pointea out
more than once, erects his conception of love on Platonic
ana Neo-Platonic ideas; and he writes poetry. His book,

The Ring of the Dove, 18 a work of prose and verse; the

versifiea section is so larded with mecaphors amd philo-
sophic turns of phrases that the total impression becomes
non-Arabic, untrue, and almost mendacious, More significant,
and something which has rarely been accounted for, is
Ibn Hazm's total rendering of Aristotle's iogic in an
effort to harmonize it with religious law and thought, an
effort which largely results in misconstruing Aristotelian
concepts.36

I have tried to review briefly these historical
facts in order to reach a basis for an evaluation of the
misunderstanding of the function ana value of Arabic

phiiosophy. The preoccupation ot a tew Arab philosophers

30



31

with Greek ana Neo-Platonic concepts ought to be studied
in its historical perspective and evaluated there. The
Moslem community at large displayed no interest in these
philosophers, particularly in the face of internal problems
which threatened its religious foundation. On the other
hand, the poets showed no enthusiasm for or actual cur-
iosity about the wisdom of philosophy--they lived in their
own world of sensory rowdy reality, while the devout and
religious were divided among themselves or separated into
hostile sectarian factions. Indeed, when we look at Arabic
society, beginning with the eighth century on to the end
of Arab rule in Spain, we see a disparate and disconnected
structure in which a handful of philosophers who, despite
noble efforts to rectify errors and purge religion of
cancerous growth, themselves were misunderstood and ostra-
cized,

Other Arab philosophers were looked on with
suspicion by the orthodox theologians. Ibn Sina (Avicenna)
was strongly criticized by al-Ghazal (1058-1111) for his
doctrine of creation; and Ibn Rushd (Averroes) had to
leave Spain owing to the suspicion and hostility aroused

by his unorthodox philosophical opinions. In fact, the



study of Greek philosophy was forbiddem in Islamic Spain.37

Thus it can be said that these philosophers}belong to Arabia
by birth, but in spirit and mind they are a part of

European heritage. Indeed, while they are rejected by

their own kith and kin, their work is selected as a tribute
in honor of the contribution they make to European philosophy.
For example, in Dante's Commedia Averroes and Avicenna are
among the dwellers of 'noblie castello'; the Prophet of

Islam dwells in hell.

Being a part of Western tradition and a contributor
to medieval renaissance, Arabic philosophy cannot be re=-
garded as an influence on Courtly Love. For we must not
confuse the esgence and goal of philosophy with those of
poetry;38 we should be on our guard against the pitfall
of 'post hoc, ergo propter hoc' and against the notions
of influence and causation in the history of ideas and
the history of sensibility. We should rather take into
account the more or less simultaneous polygenesis of themes,
motives, and literary forms underlying the concept of
Courtly Love.39 For example, Christian ideas play a major
role in the making of the concept; we also must not diminish

or deny the originality of the Troubadour poets themselves,40
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Besides, already Western counterparts to Arabic philosophy
form a tradition that was, in Silverstein's words, ‘'avail-
able in France before and during the time when Courﬁly Love
arose, and in two texts which have been neglected by
(critics).'ﬁl

The question why our distinguished critics sought
to establish a Troubadour connection only with the Arabs
is not difficult to answer: it is likely that they did
not sufficiently emphasize the significance of historical
perspectivism. For it is my conviction that the various
phenomena or events in human social life and intellect
cannot be fully understood otherwise., For example,
there is a mental language more or less common to all
peoples (i.e. the language of love), but this language
which grasps the various phenomena is expressed with as
many diverse modifications as these phenomena have diverse
aspects. If, however, a critic is unaware of the many
modifications underlying the different phenomena, he will
certainly lose sight of the distinct character of the

individual event, and therefore that of the individual people,
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CHAPTER 1

A COMPARATIVE STUDY OF ANDALUSIAN
LYRICS AND TROUBADOUR LYRICS;
STANDARDS OF COMPARISON USED ARE
STYLE, VIEW OF REALITY, AND
ORIENTA’I‘ION
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Ibn Zuhr, an Andalusian poet, and Jaufré Rudei,
a Troubadour poet, flourished in the mid-twelfth century;
each wrote a poem about a far-off love,

Ibn Zuhr wrote the following Muwashshah:;

I shall follow love/to its far-off ends
till a friend should say/he grew pale and limp.

Because of you, O Yahya,

my patience has never waned;
seeing you I die at times,

and at times I revive;

what news do you desire of me
0 most perfect of all creation?

I am a lover who, among other woes, suffers from
separation; red pearls pour down my cheeks/ and
drench all my face,

Yours is but the only face,

the union of all charm;

it is indeed the moon,

when the moon is not in heaven;

your smiling mouth, that

tries the patience of a patient man,

is like a well-ripened camomile/watered by
your spittle that glitters like nectar.

My tears trickled and

spoke of what I see;

but my lot is insomnia,

while others sleep calmly;

and I, like a star that looks feeble,
am helpless, restless, and lonely.
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Frailty. in a strong man/shows only in languor;
it is like the helpless drowned/whose rescue comes

from a face like the new moon,
appearing perched on a bough,
decked with all its beauty
that is the gift of perfection.
After all that, he says:
tell him from me that 1 settle
for his descriptions and comparisons/should he desire
my friendship, his patience will put him wise to my
arrogance.
At the center of the lyric stands the beloved (who is
either a male or a female)3 whose physical beauty occuptes
the poet's ardent attention. This 18 conveyed through
sensory comparisons drawn from life and nature, denoting
the beloved's attractive qualities: face like the moon;
mouth like a well-ripened camomile; spittle like glittering
nectar, etc. These comparisons become the leitmotif and
vrime-c1€" of the entire pilece: seeing you I die at times,
and at times I revive; your smiling mouth is like a well-
ripened camomile; your face is like the new moon perched
on a bough., The name 'Yahya' itself, meaning 'to live,"
determines the rhyme scheme of the first stanza.%

The use of such sensory descriptions indicates

that the lover is sad for the lack of the beloved's
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company; he suffers the woes of separation; his tears
trickle down, dremnching his cheeks, since he cannot sleep;
and his vigor has waned. Yet, despite all that, the
lover is determined to '"follow love to its far-off ends;"
in fact, no matter how distant the beloved may be, he
shall love him all the more: 'Because of you, O Yahya,
my patience has never waned.'" This is precisely the

kind of love that Ibn Dawud in the East had formulated

in his book, Kitab al-Zuhra:in a state of separation

(after love is born at the first sight of the beloved) all
the faculties of the mind are preoccupied with the image
of the beloved, and if there is no separation and no
preoccupation with separation, longing; etc., true love

cannot exi.st.5

Thus Ibn Dawud, drawing on the love poetry of
the 6th, 7th, 8th, and 9th centuries, raises the theme of
separation to the level of a law: 1love is perpetuated only
in a state of separation. 1Ibn Zuhr's poem is part of
this poetic tradition (although he may not have read

Kitab al-Zuhra, written 250 years earlier). It illustrates

the theme of separation, and portrays the lover's longing
for the beloved, his pain, and his sorrow, while the

beloved himself deliberately maintains his seclusion
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from the lover:6

After all that, he says:
tell him from me that I settle

for his descriptions and comparisons;/ should
he desire my friemdship, his patience will put
him wise to my arrogance.

The theme of separation is found in many
Troubadour lyrics wherein the lover's pain and sorrow
are caused by the beloved who is merciless and hard of
heart, precisely like the beloved in Ibn Zuhr's poem,
for example, in one of his poems which begins Non es
meravelha s'eu chan, Bernart de Ventadorn says:

Per bona fe e ses enjan

am la plus bel' e 1la melhor,

Del cor sospir e dels olhs plor,
car tan l'am eu, per que i ai dan.
Eu que.n posc mais, s'pmors me pren,
e las charcers en que m'a mes

no pot claus obrir mas mercss,

e de merce no- 1 trop nien?

(In good faith, without deceit,

I love the best and most beautiful,

My heart sighs, my eyes weep,

because 1 love so much, and I suffer for it.
What else can I do, if love takes hold of me,
and no key but pity can open up

the prison where he has put me,

and I find no sign of pity there?)

The similarities between Ibn Zuhr and Bernart are

striking: both portray a lover who is in love with the
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most beautiful creature; the lover suffers and weeps; in
Bernart, the lover is a prisoner, in Ibn Zuhr he is like
a drowned man; in both lyrics the lover laments the un-
requited love, and in both the beloved is cold, merciless,
and hard of heart.

Equally striking is the resemblance between Ibn
Zuhr's far-off love and Jaufré'Rudel's amour lointain.
Here is one of Rudel's poems:

Quan la rius de la fontana
s'esclarzis, si cum far sol,

e par la flors aiglentina,

e+l rossinholetz el ram

volf e refranh ez aplana,

son dous chantar e l'afina,

dreitz es qu'ieu lo mieu refranha.

Amors de terra lonhdana,
per vos totz lo cors mi dol;
a no.n puesc trobar mezina
si non au vostre reclam

ab atraich d'amor doussana
dinz vergier o sotz cortina
ab dezirada companha.

Pus totz jorns m'en falh aizina,
no'm meravilh si.m n'aflam,
quar anc genser crestiana

non fo, ni Dieu non o vol,
Juzeva ni Sarrazina;

ben es selh pagutz de mana,

qul ren de s'amor guazanha.



De dezir mos cors no fina

vas selha ren qu'ieu pus am;

e cre que volers m'enguana

si cobezeza la.m tol;

que pus es ponhens qu'espina

la dolors que per jol sana;

don ja non vuelh qu'om m'en planha.

Senes breu de parguamina
tramet lo vers, que chantam
en plana lengua romana,

a:n Hugo Bru per Filhol:

bo m sap quar gens Peitavina
de Berri e de Guiana

s'esgau per lui e Bretanha.9

(When the waters of the spring

run clear once more,

and the flower comes forth on the eglantine,
and on the branch the nightingale

turns, modulates, softens

his sweetsong, and refines it,

it is right that I modulate mine,

Love of a far-off land,

for you my whole heart aches;
and I cannot find the remedy

if I do not listen to your call,
drawn by the sweetness of love,
in a garden, or behind curtains,
with a friend I desire.

Since I am always denied any chance for that,
it is no wonder I am on fire,

for there never was a gentler woman,
Christian, Jew, or Saracen-=-

God does not want it:

he 18 fed on manna

who wins a little of her love.,

44
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My heart does not come to the end of desire

for the one 1 love most;

and I think my will misleads me

if lust takes her away from me;

far more piercing than a thorn

is the pain only joy can cure;

therefore let no man pity me.

Without any letter of parchment

I send this vers, which we sing

in our plain romance tongue,

to En Hugo Brun, by Filhol;

it makes me glad that the people of Poitou,

Berry, and Guyenne,

and Brittany too, rejoice in him. )10
When we compare this lyric with Ibn Zuhr's lyric we find
that both contain the idea of a far-off love, in the former,
"Amors de terra lonhdana, per vos totz lo cors mi dol,"
in the latter, "I shall follow love/ to its far-off ends,
till a friend should say/he grew pale and limp." Further,
like Ibn Zuhr, J. Rudel speaks of pain due to the fact
that the beloved is far away; and like Bernart de Ventadorn,
as we have seen, both Ibn Zuhr and Rudel have in common
the theme of separation.

However, this similarity ends when we find that
Ibn Zuhr gives the name of the beloved, Yaha (‘a common
practice among Andalusian poets), while the beloved in
J. Rudel remains unidentified (as in all Troubadour

poets). Upon closer examination, moreover, Ibn Zuhr's
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lyric &8s an expression of the lover's sentiment, ranging:
from abject submission to the beloved (or minion) to a
plea for compensation for the wounds of love. Indeed, what
makes such a sentiment all the more poignant is the
lover's hopeless yearning and craving for the beloved:
because of the beloved's arrogance and aloofness, the
lover's '"insomnia' and frustration dominate the poem; he
feels sorry for himseif, and his happiness almost comes
to an end. In cdntrast, fn Rudel's poem, although the
lover is denied the company of the beloved, the lover's
happiness does not come to an erid. On the contrary, the
lover yearns and craves for the beloved who is unattain-
able, and the very fact that she is unattainable is the
source of his joy and happiness. This is made even more
explicit in another poem, beginning Lanquan 1li jorn son

lonc _en may, in which he says:

Ver ditz qui m'apella lechay

ni deziran d'amor de lonmh,

car nulhs autres joys tan no.m play
cum jauzimens d'amor de lonh.

Mas so qu'ieu vuoill m'es tant ahis,
qu'enaissi m fadet mos pairis
qu'ieu ames e nos fos amatz.ll



(He speaks the truth who says 1 crave
and go desiring this love far away,
for noother joy pleases me more
than the rich enjoyment of this love far away.
But the path is blocked to my desire,
for my godfather gave me this fate:
I must love and not be loved.)12
The poignancy of this desire is such that the lover is
not to be pitied because his love is unfulfilled, for it
is an anguish healed by the very joy of desire, as
Rudel says in the fourth stophe of the poem quoted earlier.
Thus in the two poems of Bernart and Rudel the lover's
feeling is not, as it is in Ibn Juhr, reduced only to ab-
Ject debasement, or self-pity. In fact, in Rudel, the
lover's feeling becomes elevated even as the possibility
of fulfillment of his love is denied. This is ome of
the major differences between Rudel and Ibn Zuhr.
Another important difference between J.Rudel and
Ibn Zuhr lies in style. In Ibn Zuhr it is denotative
and consists of concrete comparisoiis; for example;
I am a lover who, among other woes, suffers
from separation; red pearls pour down my cheeks/
and drench all my face,
Yours is but the only face,
the union of all charm;
it is indeed the moon,
when the moon is not in heaven;

your smiling mouth, that
tries the patience of a patient man,

47



is like a well-ripened camomile/watered by
your spittle that glitters like nectar...

Here one will notice the abundance of images, each image
or idea being rounded off in one self-sufficient line.
(This is a stylistic feature or principle observable in
Arabic poetry from its earliest scages.) For example,
the lover 1is sad; then his tears are likened to red
pearls; next the beloved's face is likened to the moon;
further, the beloved's mouth is like nectar, amd so
forth. The poet is obviously not concerned with aesthetic
unity, with inducing a consistent mood, or with building
up a consistent image. Rather his concern is with in-
dependent detail, the purpose of which is to portray
through further juxtaposition of images-- he is like a
dim star, lonely and helpless, and like a drowned man
whose rescue comes from a face like the new moon--his
grief and sorrow at being separated from the beloved.
Such a portrayal is apparent from the first line of the
poem: "I shall follow love to its far-off ends/till a
friend should say he grew pale and limp." Thus seen from
the perspective of the poet's use of sensory imagery,
far-off love is precisely the actual, physical separation

between lover and beloved--this love seeks possession
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and is frustrated by distance.

In contrast, J. Rudel's poem generates a con~-
sistent mood, because it builds a single arc over five
stanzas unfolding a single image. For example, in the
first stanza we find the parallel between the rejuvenation
of nature in spring and the poet's song being modulated
to the nighcingale's song. In other words, whem spring
comes, the waters run, flowers blossom, and the night-
ingale turns, modulates his song in harmony with nature.
At this point the poet says:

...dreitz es qu'ieu lo mieu refranha.
Thus the poet establishes a parallelism between human
feeling and nature. In the remaining stanzas this
parallelism is further sustained by the poet's use of
figurative language: the bird's song in the garden evokes

the vision of l'amors de terra lonhdana which is a meta-

phor for the lady and the object of the lover's love.

In this connection Spitzer says:
L'attrait du lointain inhérent 3 son amour, le poéte le
percoit dans le réveil de la nature au printemps et dans
le chant de oiseaux, qui engagent 1'homme & aimer avec eux. 13

Moreover, the lover's desire for the lady is infused with

a spiritual quality suggested by the word 'mana.' The
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lover's desire is real because of his longing and
yearning for the beloved, and it is also ideal because of
the endless joy and happiness it gives. Thus his love puts
him on guard against lust (fourth stanza), teaches him to
control it, and unites him with his society (last stanza).
Separation, therefore, gives a positive ethical and social
value to the love and makes the lover a better man.

In the work of Jaufré Rudel there appears all
the yearning of a visionary imagination, a sublimation
of sentiment which created the legend of the distant
princess so beloved by later poet:s.l4 His figurative
use of language and the mixture of the ideal and the real
are shared by other Troubadour poets. These stylistic
features are a creation of the Middle Ages and have no
parallel in Andalusian lyrics. The genius of Arabic-
Andalusian style, however, lies in a profusion of con-
crete sensory images whereby the most remote things
can be connected together: the mole on the cheek of
the beloved, her waist, teeth, breasts, hips~-all female
(or male) charms are described and compared to natural
objects; moreover, these descriptions and comparisons

are usually associated with wine drinking. Thus in the



Andalusian lyric language is denotative and the expression
of love does not venture beyond the sensual, no matter
how refined.

Andalusian lyrics have a distinct quality--they
are strictly urban. 15 The great majority can be ex-
plained in terms of political and social conditions. With
perhaps nothing more precise to stimulate poetic expression
than the luxurious pleasure-seeking, Caliphate's patronage,
and promise of political positions for the poets, Andalusian
lyrics developed aléng lines that quickly became stylized,
a subject which is beyond the scope of the present st:udy.16
However, some of these lyrics have themes in which we read
of drinking parties held on the river at night, or in a
grove or flowery meadow either in the cool of the evening
or at dawn 'when night washes off its kohl (a dark coloring)
in the morning dew'; of fawn-like girls or girls slim-
waisted and round-hipped inducing inebriation by the wine
they pour; while to the accompaniment of a lute a slave-
girl sings or another dances, finally slipping out of her
dress to appear 'like a bud unfolding from a cluster of
nl?

blossoms.

Nature provides the idyllic background for
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bacchic and pleasure-seeking scenes, but it is then only
vaguely sketched in. For example, the following two
stanzas are from a Muwashshah by Iban Isa al-Ishbili
(second half of the twelfth century):

‘The garden spreads its fragrance/ the birds are
singing: bright is the morning/ and everyone is
awake.

Drink it [wine] like hope when depressed
from the flask, or from the cup,
and behold it glittering before you

like a star appearing/in its bright orbit,
then dropping quickly/to make off with the demons.

Ah, her sparkling garment

and necklace of pearls floating
round her neck, over her tender body...

18
In the beginning nature is referred to explicitly, exactly
as in Jaufré Rudel:

Lanquan 1i jorn son lonc en may

me 'es belhs dous chans d'auzelhs de lonh,

e quan mi suy partitz de lay

remembra.m d'un' amor de lomh...19

(When days are long in May,

I enjoy the sweet song of the birds far away,

and when I am parted from their song,
the parting reminds me of a love far away...)20

But what is not in al-Ishbili's lyric, as it is in Rudel's,
is a parallelism between nature and human feeling: the
poet does not project emotion into nature or allow nature

to act upon his emotion, as Rudel does in making the month
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of May a time of joy and the parting from the birds' song
a parting from love far away---the idea evokes a sense of
continuous flow. Instead, we have single items coming
in for a fleeting observation--garden's fragrance, singing
of birds, bright morning, etc. The poet interrupts these
observations, or descriptions of nature's awakening, and
takes ﬁp wine drinking, which incidentally is compared
to hope. (The persona of the lyric drinks wine to drown
a feeling of depression the cause of which is given later
in the lyric). Next, the poet strikes up another comparison:
glittering wine is like a bright star which fantastically
drops out of orbit to make off with the demons. At this
point, the reader, unprepared, hears the description of
the beloved's garment, neck, tender body---which continues
in the remaining part of the lyric:

Like the deer matched only by the moon's beauty,

and I melt with grief because of his tyranmy.
0 whom should I seek for help (to bring me near him)?

Needless to say the language and the view of
reality in which it is expressed are typical of Arabic
poetic style. Al-Ishbili delights in sensory phenomena
in which various images are connected together without

due regard for the aesthetic experience that may be



associated with each image: wine is compared both to

hope and to a star simultaneously; or elsewhere (in the
stanza just quoted) the comparisons follow a descending
gradation: man (the beloved) is compared to animal (deer),
animal to object (moon). The result is fragmentation:

the poet moves from the description of nature to wine
drinking in depression, from a falling star to the
description of the beauty of the beloved, from her
tyranny to his grief; and between eabh pair of these
categories sensory comparisons are injected--a typical

poetic structure shared by Ibn Zuhr and many others.

For example, here is a complete lyric by Ibn Baqqi (d.1145):

Longing vanquished my heart, hence the latter
complained of pains of love; my tears then
answered the call:

Oh folks, my heart is filled with love,
Yet my love treats me ungently,
How much do I cajole him, while I weep:

Oh little fawn, who taught you, pray, the way
To kill fierce lions with the arrows of your glances?

A full moon underneath night's darkness
Rising from a straight bough of ban a plant:
Slender of stature, with a beaming face:

His eyes--so bewitching--how often did it strike
The lions' hearts within their bosoms strong!
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Oh gazelle, whom I craved, but who escaped,
Turning aside, intoxicated with its youth,
Like a bough swayed by a cooling breeze!

I said: grant me, my love, a union with you,
Cast away, give up all notions of avoidance!

He said: my cheek is a flower in bloom,
My eyes are like an unsheathed, sharp sword
Guarding the flower from being culled:

He who would like to pluck it is doomed death:
So refrain from all temptations of desire!

My heart melted for my love of a deceitful fawn,

Whose face is shinjing: in the shadows of the dawn,

My heart is the prisoner of his dear hands:

I cannot find the patience to forget his charm,
So my victory comes through my shedding of tears!?2

Like al-Ishbili's lyric and that of Ibn Zuhr, Ibn Baqqi's
lyric abounds in concrete comparisons drawn from éensory
reality; the language is denotative and hardly expresses
‘ anything beyond familiar, immediate objects. Once again
we find the comparisons following a descending gradation:
the beloved 1s like a flower, or a moon, then a gazelle,
or a fawn. The result is fragmentation: the poet moves
from expression of grief to the little fawn whose glances
slay lions, from a description of the beloved as a full
moon to the lover's complaint of the beloved's tyranny,

etc.; and between each pair of these categories further
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sensory images are thrown in, so that no progression of
mood or consistency of imagery is maintained.

The forma mentis of an Arab poet may be described

as atomistic; it points to a concern with independent
detail in that each verse in a poem is by itself a mean-
ingful unit, independent of what preceeds and what follows,
by itself it makes a perfect sense, either as a laudatory,
an erotic, or an elegiac statement, or all of these
combined. Such an atomism is deeply ingrained in the
literary tradition of the Arabs, if not in their make-up,
and contrasts sharply with the concern with synthesis or
unity displayed in Western literature. This concern with
unity of structure can be found even in the most frivolous
poems, for example, in Guillaume's poem which begins,

Companho, faray un vers...convinen. The poet builds an

arc over nine stanzas, unfolding a single 1mage.23 And
among the greatest examples illustrating this concerm with
unity (and a single image) are Jaufré Rudel's poems which
we have discussed earlier in this study.

The artistic spirit of Andalusian-Arabic poets
lies in their delight in concrete, sensory phenomena.

The poet's robust imagination connects together the



most remote things in nature and life; it never soars up
to universals, but remains submerged in the senses; hence
the lack of a spiritual view of reality in Arabic love
poetry, or even of a fusion of the ideal and the real so
common in Western medieval poetry, particularly Troubadour
poetry. These facts, moreover, explain to us why
Andalusian-Arabic love poetry expresses instead a
horizontal view of reality in that the poet sees no
other world beyond the world of physical phenomena. Yet
within such a view his range of sentiment varies widely:
from consuming passion to dalliance, from expressions of
abject submission to his mistress or minion to mock
pronouncement on the compensations due to the wounds of
love, from the uncomplicated sensuality of an Ibn Khafaja--

My palms, caressing her, slid along her body,

At times her waist they touched, at times her breasts:

One of my hands slid down along her hip, and

The other slowly moved up toward her bosom!Z4
-=--to Ibn Hazm's protestation that he preferred to meet
his beloved in a dream lest in reality the touch of his
hand should make her fade away.2 Yet the range does

not extend beyond the sensory, no matter how refined.

In the Andalusian lyrics we have discussed earlier
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there remains an important aspect of love which ought to
be pointed out. None of these lyrics contains a reference
to the beloved as'noble, gentle, courteous; in none is
there an expression regarding the lover's aspiration toward
a supreme social and ethical reality through love. More=-
over, the beloved does not represent such a reality. In-
stead, we have a beloved whose physical charms constitute
the chief element in the lover's intense passion. 1In
addition to the earlier lyrics, here are further examples;
al-Tutili (d.1127) says in one of his lyrics;

The beloved's power/is sweeter than honey

and the saddened one/must submit to his own

baseness, for I am at war/ with the large-eyed;

his captivating eyes/disarm me/seeing his charming
brow/ 1 become a heathen.

Like a provencal lady, the beloved in al-Tutili's lyric
exhibits qualities of coldness and aloofness; she wields
power over the lover, itself a delightful enthrallment.
Another poet might describe the beloved's attitude as
intractable, or not easy to deal with:
He whom I love/holds me/ spell-bound under his glance!
his beauty secludes him/ and he turns away/hard to please,

at times he comes near/only like a fleeting bird/
to sip water.
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0 his tender body/his pink, bedecked cheeks,

covered with veils/but I cannot hold my ardent

desire.?27
Examples of this kind are legion. The unbridgeable dif-
ference between the beloved in the Troubadour lyrics and
the beloved in the Andalusian lyrics is that the latter's
physical beauty is the only cause of the lover's ardent
passion: her power 1s sweeter than honey; the charming
brow and the pink, bedecked cheeks hold the lover spell-
bound; the beloved is like a full moon in the night's
darkness, and her young, tender body is like a gazelle,
etc. And because the lover cannot possess such wondrous
delights, he suffers the woes of separation and the
lack of sexual fulfillment. Thus the lover and the be-
loved are separated, because of the latter's high station,
nobility of character, and courtliness, but because she
is fickle, coquettish, hard to please, desirable, and

decidedly witty, as we have seen in Ibn Baqgi's poem:

My eyes are like an unsheathed, sharp sword
Guarding the flower from being culled:

He who would like to pluck it is doomed to death:
So refrain from all temptations of desire!

Despite the beloved's arrogance, tyranny, aloofness,
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fickleness, etc., the lover remains in total submission
to the beloved and never gives up hope for reunion, as al-

Abyad says in one of his Muwashshahs:

She is one who kills hearts/her walk makes me confused;
oh glances, increase my sin/oh her sweet lips.

May they refresh the thirsty:
the lover is in pain,

who does not swerve

from his pact of love with her,
and who never gives up

in all circumstances; hoping for reunion,
though he eschews him.2

The lover's suffering and his separation from
the beloved, and his hope and desire to be near her are
common themes to both Troubadour lyrics and Andalusian
lyrics. However, in the Troubadour lyrics the beloved,
though she may be coquettish, tyrannical, and hard to
please, also has nobility of character and courtliness
to which the lover aspires. For example, Bernart de

Ventadorn echoes Jaufré Rudel's amour lointain in a poem,

Bel m'es qu'eu chan en quel mes, which the lover laments

his unrequited love for a lady merciless and hard of
heart. Yet through his love and desire of her he in-

creases in worth:



El mon non es mas una res

per qu'eu joya pogues aver;

e d‘aquela no'n aurai ges,

nl d'autra no'n posc ges voler,

Pero si ai per leis valor e sen,

e'n sul plus gai e'n tenc mo cors plus gen,
car s8'ilh no fos, ja no m'en meir' en plai!29
(There is only one thing in the world

whereby I may have joy;

and of that 1 shall not have any,

nor can I wish for it from another,

Yet, through her I have worth and character,
and because of her I conduct myself more nobly,
for if she did not exist, I would not strive
so hard).30

There is hardly anything of the kind to be found in
Andalusian lyrics. And what 1is even further removed

from any Arabic parallel is that the lady in the Troubadour
lyrics remains inaccessible because she is courtly and
higher in station, and therefore the lover suffers.

Indeed, the lover already knows, or at least gives us

to understand, that, no matter how much he suffers, the
lady is worthy of his suffering; further, his pain itself
can become a source of good and joy, as Bernart says-

in a poem, beginning Non es meravelha s'eu chan:

Aquest' amors me fer tan gen
al cor d'ura dousa sabor:
cen vetz mor lo jorn de dolor
e reviu de joi autras cen.
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Ben es mos mals de bel semblan,

que mais val mos mals qu'autre bes;
e pois mos mals aitan bos m'es,

bos er lo bes apres l'afra.3l

(This love wounds my heart

with a sweet taste, so gently,

I die of grief a hundred times a day
and a hundred times revive with joy.

My pain is worth more than any pleasure;
and since I find this bad so good,

how good she good will be when this
suffering is done.)32

In interlocking antithetical statements and phrases common
to the Middle Ages, the lover has defined his position; as
a Troubadour he sings of his constant devotion and service
to the lady; he then describes the nature of such devotion
and service to her:

Bona domma, re nosius deman
mas que.m prendatz per servidor,
qu'e-us servirai com bo senhor,
cossi que del gazardo m'an.

Ve.us m'al vostre comandamen,
francs cors umils, gais e cortes.
Ors ni leos non etz vos ges,
que.m aucizatz, s'a vos me ren,33

(Good lady, I ask you for nothing

but to take me for your servant,

for I will serve you as my good lord,

whatever wages come my way.

Behold me at your command, a man to rely on,
before you, o noble, gentle, courteous, and gay.
You are not, after all, a bear or a liom,

you would not kill me if I give myself to you.)34
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This relationship of a vassal to his lord identifies ﬁhe
lover as a conscious aspirant, constantly striving to be
recognized by the lady for his noble worth, for the purity
of his love, for his courtliness. "3°

It is true that the lover suffers, but this suf-
fering is worth more than any pleasure; it is joy itself,
for true love is not a quiescence in attainment of the
beloved but a ceaseless desire that is unappeased:

Totz tems volral sa onor e sos bes

e*lh serai om et amics e servire,

e l'amarai, be 1li plass' o be.lh pes,

c'om no pot cor destrenher ses auc:l.re.36

(I shall always desire her honor and her good,
and I shall be her man, and her lover, and
her servant, and I shall love her whether it
pleases her or grieves her, for no one ian
constrain a heart without killing it.)3
Seen from the perspective of vassal-lord relationship
separation is part of the lover's ceaseless desire to
prove himself worthy of his lady. In this sense, sep-
aration gives a positive ethical and social value to
the love, makes the lover a better courtly man, and
unites him with the court.

To conclude, in the Troubadour lyrics love is

an ennobling power, and therefore the beloved is higher
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in station than the lover: 'She commands respect, she
is imperious, celebrated for her virtuous qualities;
although, in the remoteness of her perfection, she is

still hardly realized as an individual,"38 Furthermore,

love does not cease in the attainment of the beloved, for
it is a conscious and constant desire that is never
appeased. These qualities of courtly love have no parallel

in Andalusian-Arabic lyrics.
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CHAPTER 1
Notes

lUnless otherwise iﬁdicated, all translations of
texts are mine.

2The text may be found in Jawdat Rakabi, Muwash-
shahat (Beirut, 1965), p. 58:

laatbaanna-1-hawa/ila aqasihi/hatta yaqula fariq/raqqat
hawashihi ma ila mustabari/lawlaka ya yahya
amutu bi-l-nadhari/wa taratan ahya
ma shi'ta min khabari/ya bad u fi-l-ashya
Sabbun yuqasi-l-nawa/fima yuqasihi/yafidu wadi-1l-aqiq/ ‘ala
madqihi man 1i biwajhin jama a/mahasina-l-suwari
yugha idha ma tala’/‘an matla'i-l-qamari
wa mabsimin lam yada /sabran limustabiri
mitla-l-'iqahi-s-tawa/fabata yasqihi/riqun ka'nna-i-rahiq/
‘musha ‘sha’ fihi

dam i jara fanataq/(an bal di ma ajidu
wa mas‘adi fi-l-araq/wa-l-nasu qad ragadu
najum da ifu-l-ramaq/hayranu munfaridu

yaluhu du fu-l-qawiyyu/(ala tawanihi/mitl iltimasi-l-ghariqi/
ma laysa yanjihi

wajhun kamitli-1l-hilal/yabdu ala ghusni
rasa (athu bi-1l-jamal/wa tuhfatu-lhusni
falinda dhalika qal/qulu lahu ‘anni
laysa nartadi lahu siwa/wasfi wa tashbihi/yuridu nakunu lahu

sadiq/yasburu'ala tihi.
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The form of the lyric looks like this:

o000 80 0 00 a.‘..'... e 600006800 ..........b

o 08 0000 o600 000000

....l.l.a.....OOQ ® 060000000 0..'.'....b

¢ 00008 00 a......‘. ® 000000000 .....'....b

L 2K B 2% BE BN J LB BB B BN BN BN BN

LN BN B B B BN AN J a..'..... e 0000000900 ..........b

® 08 08000 e 600080000
® 0 000000 9 600 00000

Tt 0 ST HhHhho QD
DL FFOFHFONMEMQOD®D®OO

o 00 00800 a........ ® 80 6008 oo .....'....b

3This subject is rather long and complicated and
has been dealt with at length both by Western and Eastern
critics. For example, Henri Peres, referring to the use
of masculine nouns and pronouns instead of the feminine,
says:

...Mais il est bien connu que les poétes
emploient tout autant le masculin que le feminin
pour parler de leur bien-aimee, ce qul n'est

pas d'ailleurs pour faciliter la distinction
entre les vers qui s'addressent 3 des mignons

et ceux qui ont pour objet une feminine.

Henri férés, La Poésie Andalous en Arabe classique
au XI siecle (Paris: Librarie d'amerique et
d'orlent, 1937), p. 416.

Thus in the lyric under discussion the beloved may

or may not be a female, and it makes no difference
whether it is the one or the other (although the name
'Yahya' is a name of a male), since the general theme
of love in Arabic lyrics can be recognized by its tone,
view of reality, and style.



41n fact, the choice of the name 'Yahya' decided the
rhyme scheme of the first stanza, thus: Yahya/ahya/ashya.
Other images of light, such as 'qamar' (moon) decided
the rhyme scheme of the second stanza: suwar/qamar/
mustabar; etc.

5See Ibn Dawud, Kitab al-Zuhra, eds. A.R. Nykly ard
Ibrahim Tuqan (Beirut, 1932), pp. 18-19. See also Chapter V
below’ ppo 15-16'

6The beloved's rejection or refusal to comply with the
lover's desire and longing (for sexual fulfillment) is
common to Arabic love lyrics. Such a refusal may be con-
sidered as a topos of the end, with which the poet rounds
up his lyric. We shall have to say more about this in later
chapters., : N

7Carl Appel, ed. Bernart Von Ventadorn, Seine Lieder,
mit Einleitung und Glossar (Halle: Max Niemyer, 1915),
p. 190. The same text may be found in Frederick Goldin,
Lyrics of the Troubadours and Trouveres (New York, 1973),
PP. 126-127.

8Translated by Goldin.

9A1fred Jeanroy, ed. Les Chansons de Jaufré Rudel,
2eme ed., (Paris 1965), pp. 3-5. Antther edition of the
same text may be found in Frederick Goldin, Lyrics of the
Troubadours and Trouveres, pp. 102-5,

107 ans1ation by Goldin.

1 fred Jeanroy, ed. Les Chanson de Jaufré Rudel,

pp. 12-15.

127ranslation by Goldin, Lyrics of the Troubadours...,
p. 105.

131e0 Spitzer, 'L'amour lointain de Jaufré Fudel et le
sens de la poesie des troubadours," University of North
Carolina Studies in the Romance Languages and lLiterature,
V (1944), 13.
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14Frederick Goldin, Lyrics of the Troubadours... p.100.

See also Stuart Y. McDougal, Ezra Pound and the Troubadour
Tradition (Princeton University Press, 1972), pp. 83-86.

rhere is a marked absence of the rural atmosphere
in the Andalusian lyrics (though nature is often described).
The dominant themes are love and wine, and the setting a
palace, a tavern or a street. A great number of Muwashshahs

are composed to praise kings and princes: they begin wibh
a praise of a king, then a description of wine, or the
beloved, and conclude on a similar note to the beginning--
praise. See Jawdat Rakabi, Muwashshahat (Beirut, 1965),
pp. 18-19.

16por a detailed study of this subject see Salah

Khalis, Ishbilia fil Qarn al-Khamis 'Seville in the Elewenth
Century" (Beirut, 1965), pp. 80-5.

173.A. Nyk, Hispano-Arabic Poetry (Baltimore, 1946),
ppP. 135-6.

18rhe text may be found in Jawdat Rakabi, Muwash-
ahahat (Beirut, 1965), p. 60:

larafu-l-rawdi fah/wa-l-tayru qad ghanna
wa~-1-subhu ada/fabakir-i-danna.

Khudhha ka-r-raja fi laqbi-l-yasi
idha sabbaha~l-ibriqu fi-l-kasi
musha ‘sha (atan tudi'u 1il-nasi

ka-l-najmi alah/fi ufqihi wa huna
hawa famada/an yakhtifa-1-jinna.

ala bi'abi nuriyatu-1l-burdi
bilubbatiha la'ali'u-1-{aqdi

Vaifred Jeanroy, ed. Les Chanson de Jaufre Rudel,
p. 13.

20rranslation by Goldin, Lyrics of the Troubadours...,
p. 104,
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2¥Jawdat Rakabi, Muwashshaht, p. 60:

ghazalun ka'anna-l-badra yahkih
adhubu hadhran min tajannih,
fama 1i bihi hatta adanih.

22Translated‘by R.A. Nykl, Hispano-Arabic Poetry,
pp . 242-243 ]

23Frederick Goldin, Lyrics of the Troubadours...,
p. 20.

245 R, Nykly, Hispano-Arabic Poetry, pp. 228

251bn Hazm, Tawk al-Hamemah, trans. A.J. Arberry,
The Ring of the Dové (London, 1953), pp. 188-89. Ibn
Hazm does reflect the (ultimately Neo-Platonic) view
that love is the reunion of the two halves of a spirit
created as one sphere, but the recognition is always through
physical attraction. Neo-Platonic love in this context
is related to a peculiar psychology of chastity whereby
eroticism is a morbid perpetuation of desire since, in
physical love, fulfillment and satiety must coincide.
Woman is said to have had much freedom and to have been
much exalted in Andalusian society, but in poetry it is
always her physical charms that are sung, the only character
trait mentioned--though chastity in the man is sometimes
pralsed--being her caprice and cruelty in denying her lover.

267ext may be found in Ibn Sana al-Mulk, Dar al-Tiraz,
ed. Jawdat Rakabi (Damascus, 1949), p. 44:

satwatu-l-habib/ahla min jana-l-nahli
wa { ala-1-ka'ib/an yakhdala 1ildhulli
ana fi hurub/ma'a-l-hadaqi-l-nujli

laysa 1li yadan/bi 'ahwarin fattan/man ra'a jufunahu/
fagad afsadat dinubu

211bid., p. 30.
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man 1i bihi yarnu/bimuqlati/ila-1-{ibadi
yan'a bihi-l-husnu/fayatni nafir/sa/ba-l-qiyadi
wataratan yadnu/kama-j-tasa-t-a'iru/ma'a-l-tamadi
fajiduhu aghyad/wa-lkhaddu bil khalli/munnamaq/taktumuhu-1-
hujubu fali ila-l-kullati tashawwugq.

281bn Sana al-Mulk, Dar al-Tiraz, p. 40:

mimma abada-l-quluba/yamshi lana mustariba
ya lahzata zid dunuba/wa ya lamahu-sh-shaniba;

barrid ghalil/sabb al- alil
layastahil,

fihi an ahdi/wa la yazal

fi kulli hal/yarju-l-wasal
wa huwa fi-shshadi.

290&r1 Appel, ed. Bernart Von Ventadorn..., p. 63.

3oTranslat:Lon is mine.

3lcar1 Appel, ed. Bernart Von Ventadorn, p. 191,

32Translation by Goldin, Lyrics of the Troubadours...,
p. 127,

33Carl Appel, ed. Bernart Von Ventadorn..., p. 191.

gQTranslation by Goldin, p. 129,

35F.Goldin, Lyrics of the Troubadours..., p. 109.

36Carl Appel, ed. Bernmart Von Ventadorn..., p. 220.

37Translation by Goldin, p. 137.

38F.Goldin, Lyrics of the Troubadours..., p. 9.




CHAPTER 11

A SEMANTIC STUDY OF THE TERMS 'WISHAH' AND
'MUWASHSHAH' IN ARABIC LITERATURE; THEIR
DEVELOPMENT IN CONNECTION WITH THE JAWARI
(OR SLAVE-GIRLS) AS WELL AS WITH THE RISE
OF ANDALUSIAN LYRICS; THE VIEW OF REALITY
AND STYLE CHARACTERISTIC OF ARABIC POETRY
CONTRASTED WITH THAT OF EUROPEAN POETRY,
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Originally the term 'muwashshah', from the same
root as the noun 'wishah', meant "to be decorated, or to
be embellished,' and ‘wishah' meant an ''object of decora-
tion"; in this sense both terms were used in pre-Islamic
poetry. In the eleventh and twelfth centuries, however,
'wishah' and its derivative acquire a new signification--
they are used as a designation of Andalusian-Arabic lyrics,

or Muwashshahs. Because it appears more frequently in

literature and has acquired a symbolic meaning, 'wishah'’
precedes 'muwashshah' as the name of the lyrics. It is
important, therefore; to investigate the semantic history
of 'wishah', its associations as well as the ideas and
motifs which it evolves in connection with the rise of
Andalusian lyrics. In this study I shall do my own trans-
lation of the texts, and, where other translations are
available, I shall supply them in footnotes.

The earliest occurrence of the term 'wishah'
is in a famous Mu'allaqah (ode) by the first pre-Islamic
poet Imru' ul-Qais (550-540); it appears in the following

verse:
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The Eastern stars broadly show themselves twinkling/
in heaven like the folds of a bejewelled wishah,l

Here 'wishah,' described as bejewelled, denotes
a sash or scarf which an Arabian woman wears around her
bust and waist. In the verse, however, the poet makes
no explicit reference to woman; instead, he alludes to
her bejewelled wishah only to pair it up with the twinkling
stars. He then centers on what appeals to his eye and
concocts a correspondence between two aspects of the
visible, the twinkle of stars and the glitter of jewels.
This is what might be called the simplistic structure of
the verse which, like every other verse in the ode, con-
sists of two parts, each complementing the other; there
is thus no symbolic dimension to be found beyond the self=-
contained image.

Other expressions in the verse, 'folds of a
bejewelled wishah'' and ''stars broadly show themselves!
combine with the basic image or simile. All together
they seem to imply the figure of a woman, for the poet
imagines the stars to be spreading across heaven as
though they were enfolding it, just as wishah enfolds
the body of a woman. This if further confirmed by the



tenth=-century commentator, al-Zauzni, who observes that
the poet visits his beloved precisely at the time when
he sees the stars in heaven; he then likens heaven's stars
to a wishah's jewels 'because the stars enfold mid-heaven
as a wishah enfolds the midriff of a woman. "2
| It is rather curious why the poet only refers

to a woman by implication without explicitly stating so
in the verse. The answer in part has to do with the
verse's simplistic structure and partly with the pre-
Islamic convention-imposed technique of versification.
In this connection Ibn Khaldun says:

Each verse, with its combination of words,

is by itself a meaningful unit. In a way

it is a statement by itself, and independent
of what precedes and what follows.3

In other words, had the poet incorporated the image of a
woman, he would have to compose another run-on verse--
which is contrary to poetic convention and rules of verse
construction. It is therefore important to understand
pre-Islamic poetics only because it recurs in the later
poetry. At best this poetics evinces a narrow range of
conception and lack of aesthetic judgment; it underlines

the heuristics of pre-Islamic mind and its approach to



reality; for this mind acquaintance with things in nature
and life comes before a judgment of them,
Pre-Islamic poets occupied themselves with the

primary operation of the human mind; They were busy

giving every visible object a name according to its natural

property. ‘'Wishah', ‘camel', 'desert', ‘'oasis', 'horse',
'wine', 'idol', 'tent'--~ all these, among others, are
symbols of that operation. For example, (Antara, a pre-
Islamic poet, describes the walk of his horse:

He nimbly trots as though he were tipsy with wine/
like an intoxicated drunkard hurrying along.4

Like the verse from Imru'ul-Qais, this verse is made up

6f two parts, neither part illuminating the other; in
fact, the whole is aesthetically indifferent, signifying
nothing: one sensory image is matched with another, quite
- unrelated from our viewpoint. Both poets poeticize
physical reality and their delight in it. Another example
from Imru'ul-Qais shows that not only a woman's figure
looms large in his imagination, but that the verse which
contains 'wishah' occurs in a context in which he re-
members his dalliance with women (from the same Mu'allaqah

quoted above):



Oh yes, many a fine day I've dallied with the
white ladies and especially I call to mind a day
at Dara Jul jul, and the day I slaughtered for the
virgins my riding-beast (and oh, how marvelous was
the dividing of its saddle) and the virgins went
on tossing its hacked flesh about and the frilly
fat like fringes of twisted silk...d

'Wishah' occurs a few verses later. Inspired with amorous
longings and priapic spasms the poet is in perfect unison
with the primary elements of life, with crude and sensuous
things in nature. Note the last two lines: the combina-
tion of 'hacked flesh'' and '"frilly fat" with "fringes of
twisted silk" is a true instance of an imagination
immersed in sensory phenomena. It is this immersion in
sensory phenomena that determines the choice of meta-
phors--one object is associated with another, and the
entire passage is a mound of crude unassorted imagery.

To be sure, if such a literal, or rudimentary representa-
tion of reality points to anything of value for us, it is
the limited consciousness of the period (as reflected in
poetry) as well as its narrow range of perception. In
this connection, a distinguished Arab scholar says in

reference to pre-Islamic poetry:



In these images we discern the simplicity of life
in pre-Islamic Arabia and the workings of a rudi-
mentary imagination. A closer look reveals that
these images and metaphors are conceived on the
basis of sensory objects being made to resemble
other sensory objects; a poetic process which
takes place within the primal activities of the
eye, touch, and taste. The poets hardly present
a mental or psychological image, for example,
corresponding to a sensory one; nay, we do not
even find a trace of a single abstract or menta%
image in the entire body of pre-Islamic poetry.

In more comprehensive terms, the founders of Arabic
poetry applied themselves to sensory impressions by
which they brought together the qualities or relations
of individuals and species which are concrete and from
these created their poetic genera. They formed almost
all words by metaphors drawn from natural objects
according to their sensible effects., Their imagination,
as this is particularly shown in Imru'ul-Qais, was not

in the least abstract, refined, or spiritualized,7 but
was entirely immersed in the senses and passions and
buried in the body. Also it was an imagination specially
suited for the springing up again of reminiscences and
the working over of what was remembered. This last idea
demonstrates the manner in which a pre-Islamic poem begins

with the topos of recollection: in the Mu'allaqah of
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Imru'ul-Qais, for example, the poet induces the poetic
atmosphere with a wistful prologue about an identified
ruined terrain, and then quickly, before it disperses,
turns to the real business in hand~-the days of his
dalliance with the ladies. Other poets, such as Labid
al-'Amiri, whom we shall discuss next; turns to describing
his courage and prowess; others, like Antara, turns to
his battles. In the same ode the poet shifts from one
topic to another; never is a topic protracted to the

full length of the poem.

What we have discussed with regard to Imru'ul-Qais
and his world of forms is also true of another poet, Labid
al-'Amiri, who lived over a hundred years (560-665);
and here we come to the second occurrence of 'wishah',

In one of his poems, in which he boasts of his prowess,
we read:

I defended my tribe well-armed riding my steed/

as 1 wrapped her reins round my shoulders like a wishah.

Here 'wishah' is used in a different context from that
which we have encountered in Imru‘ul-Qais; there is
nothing glittering or bejewelled about it, nor is it

employed in the sense of a decoratiwe object (although

8
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this last is implied). The tone of the verse, like that
of the whole poem, is serious and heroic in content. Even
though he remembers his dalliance with the beloved, never-
theless the poet turns to the real business in hand--to
take up arms against a sea of trouble. Indeed, being

the spokesman and leader of his tribe, its oracle, its
guide in peace, and its champion in war,9 the poet tightly
wraps his horse's reins round his shoulders and rides to
his tribe's defense. This wrapping of the reins round
the shoulders parallels the manner in which a lady wraps,
or folds, her wishah round her body. Like Imru'ul-Qais,
the figure of a woman wearing her wishah looms large in
his imagination. The image is thus based on one-to-one
correspondence: just a woman wraps her wishah round her

body, so do I wrap the horse's reins around me when I

ride to do battle.l® The simile is simplistic in structure

and, like all other images in the poem, is immersed in
sensible qualities.

In both instances, in Imru'ul-Qais and in Labid
al-'Amiri, the term 'wishah' seems to be employed in the

sense of decoration, and in both the effect is sensory.
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The decorative and the sensory, however, differ from

one instance to the other. Labid transposes the term from
the purely visual to the modal or formal, that is, the
manner in which the folds of the reins mimic those of

a lady's wishah. This change is important, for from the
beginning it shows the plastic quality of the word and
proves it capable of being used in a variety of contexts--
once in combination with the stars, and another time in
combination with the horse's reins. Dynamic, playful,

and plastic, the word undoubtedly had a graceful sound
which attracted the poets, and which increasingly con-
tinued to do so.

In the poet (Antara a contemporary of Labid
al-'Amiri, we find for the first time the word 'wishah'
used explicitly in connection with a woman. The actual
word used is 'muwashshah', the participal form of 'wishah',
meaning 'to be decorated with a wishah.' In a poem in
which the poet describes the physical beauty of a woman
(most certainly his beloved Ablah) says, referring to

her as the '"sun'" as well as " a tree branch':

The sun (her face) glows like a flame of red fire/

while the tree branch (hii figure) 1s wrapped or
decorated with a wishah.
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The meaning of the verse is this: her face is like the
sun, red and shining, and her figure is like the supple
branch of a tree so lovely to behold, especially when
she wraps herself round the waist with a wishah.

In ‘Antara the association of a woman, specifically
the beloved, with wishah is realized. But as in Imru'ul-
Qais and Lapid, the verse exhibits the same simplistic
structure, the same metaphorical language (drawn from a
different species of objects). The three poets share the
same poetic style and with it the same view of reality;
indeed, already these are prefigured in the uses of the
term 'wishah' and its derivative. Pre-Islamic style draws
its subject matter from the quality of life in the desert,
the desert strewn with tents and palm trees and lined
with traces of camel tread. It is both a rich and simple
life, mysterious and most inspiring to poetry; and the
poet transmutes such richness and simplicity into artistic
forms or conventions which make up his poetic speech.
There is nothing he sees, touches, or tastes that cannot
be made into the stuff of poetry. C.J. Lyall puts the

matter in this way:



The Arabian ode sets forth before us a series
of pictures, drawn with confident skill and first-
hand knowledge, of the life its maker lived, of the
objects among which he moved, of his horse, his
camel, the wild creatures of the wilderness, and of
the landscape in the midst of which his life and
theirs was set; but all, however loosely they seem
to be bound together, are subordinate to one dominant
idea, which is the poet's unfolding of himself, his
admirations and his hates, his prowess and the free-
dom of his spirit... No poetry better fulfills
Mr. Matthew Arnold's definition of '"a criticism of
life"; no race has more completely succeeded in
drawing itself for ali time, in its grandeur and
its limitations, its best and its worst, It is in
this sense that the poetrI of the Pagan Arabs is
most truly their history. 2

The passage contemplates what I have been trying to demon-
strate philologically, Accordingly 'wishah' and the view
of reality associated with it indicate that pre-Islamic
pdetry, or "history," reflects no hierarchy of human
values;13 there is no where to be found, for example, a
spiritual view of reality, a figurative description, or
even an ideal of happiness. However, the genius of this

poetry resides precisely in its denotative style: in the
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world of sensory experience, cof merry sensuality imagination's

special delight is to bind together the most remote things
in life and nature.

Not only 'wishah' is connected with heaven's
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twinkling stars, horse's reins, or tree branch, but also
with a.variety of objects which became known to us during
the early years of the Islamic faith. For example, Umar,
the second Caliph after the Prophet, had a sword which
was called a 'wishah', 1% Moreover, during the time of
the Prophet, or after his death in 632 (whcih roughly
ends the pre-Islamic period), his wife 'Aishah used to
say: God's minister often embraced and kissed me, "5
This statement contains the verbal form of 'wishah',

that is, 'yatawashshah' implying both the embrace and the
kiss, Other expressions were used; for example, 'he
decorated himself (tawashshah) with his sword'", to in-
dicate an important member of the group, as the Caliph
Umar apparently was; and '"a woman decorated with her
wishah." This last usage of the term seems to me to
have been made so that 'women of the wishah' may be dis-
tinguished from those who wore the veil; for one of the
religious canons of the time was that women of the faith
should cover their faces and their physical beauty with

veils in publicl6

, such a canon proved to be irrevocably
damaging to the poetic muse which depended on women's
physical charms).

In 632 the peridd known as pre-Islamic poetry comes



an end, and a new era begins in literary expression. During
this period dominant meaning in the uses 6f 'wishah' and
its derivatives is 'decoration or embellishment'. These
uses are conceived in what might be called corporeal terms,
that is, they are connected with various aspects of the
body: 'wishah' denotes a sword with whith a man decorates
himself; it denotes the manner in which the horse's reins
are wrapped round the shoulders; the scarf with which the
woman decorates her body that is like a tree branch; the
embrace and the kiss-- all these different contexts point
to a view of reality expressed in a denotative lanéuage
of signs and objects. The association between 'wishah'
and body is especially prefigured in Antara's description
of his beloved wearing her wishah round her waist; grad-
ually, as lyrical poetry begins to emerge, 'wishah' and
the beloved becomes inextricably associated in the love
lyric.

This development begins with 'Umar ibn Abi Rabi'a
(d. 712), the poet of love, who lived during the reign of
the Umayyad dynasty. In a poem in which he describes

a pretty woman he says:
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She is like the deer, full-bosom ed/and round
her slim belly wears a wishah.17

In another verse he says of Zaynab, one of his many
beloved:
Like the deer, her arms are full and her thighs
round/ she walks wearing her wishah round her slim
waist,18
And again:
Her haunches are like the wavy sand dune/pretty
and seductive, she wears her wishah round her
slim belly.19
In all these verses 'wishah' and the beloved are signi-
ficantly related, so that no description of her physical
beauty or sexual appeal is complete without a mention
of her wishah. Indeed, even when the poet is not de-
scribing his beloved physically but only speaking of the
nature of his relationship with her or what they do when
they are together, he still refers to her wishah; in
another poem the poet had finally met his beloved and now
being together describes what went on:
I had my satisfaction of her; I kissed her
mouth and lips, and we talked at length; then I kissed
her more and wrapped her silky wishah round us both

and I said: I do not wish to think of tomorrow,
for it brings tears to my eyes.20



It is clear that in "Umar 'wishah' becomes a symbol around
which other images crystallize, images that describe the
beloved physically, and parade the lover's passion in
frankly sexual overtones. The style is thus part of the
tradition of which we have spoken earlier. rh‘Umar's
poetry we witness.the continuity of pre-Islamic artistic

genius and its fundamental view of reality: there is a

total immersion in the primary elements of life and nature,

explored through the senses and expressed in a vigorous and
natural language. For example, the'beloved is like a deer;
her haunches are like a sand dune--what a graphic image!
The ample fleshiness beneath her wishah could hardly be
better erotically expressed.

In such poetry the kind of passion characteristic of
Troubadour poetry is markedly absent; that ideal of
happiness-- a happiness grounded on successful romantic
love--is nowhere to be found in fUmar's poetry. We do
not know how love affects him psychologically, nor do we
know the actual sentiment of the beloved. The beloved
whom 'Umar describes remains without her individual char-
acteristics; her personality does not shine through; her

feelings are concealed from us, and we are not able to
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judge whether or not she represents an ideal of happiness.
The only view we have of her, however, is her physical
beauty; she is the quintessence of eroticism. When the poet
yearns for his beloved, he only expresses a wistful longing
to be near her physically, and the passion underlying such
a longing constitutes in large measure the erotic quality
of Arabic love poetry.

Erotic poetry, with its frank sexuality, comes
into being with (Umar ibn Abi Rabi'a whose influence in
later poets is far-reaching. It is this kind of poetry
that Islamic polemics fulminated, declaring it an anathema.
But the poet's delight in sensory phenomena, his intimate
relation with things in life and nature, and the poetic
forms which this relation evolved never succumbed to re-
ligious rigorism. For despite impassioned and prophetic
feeling~the oneness of Allah (God) and his attributes,
the ethical duties of man, and the coming retribution--
the playful and the erotic in poetry remained strong cure
rents. Paradox though it may seem, the holy Qur'am, by
enjolning women to guard their private parts and cover
their adornments,21 helped strengthen these currents.

For one thing, the rigorism of the faith did not foster
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new themes or fresh subject matter worthy of poetic
expression; for another, despite its universalism, it did
not allow for poetics which, as in medieval Europe,
could cut across both philosophy and theology. It was
thus inevitable that pre-Islamic poetry whould flow un-
abated down the ages with its two powerful themes, the
inherent activities of the senses and the appeal to
physical charm of women., These two themes were further
fed by various tributaries; the Umayyad dynasty provided
the main tributary, for its true sentiments were pagan
and during its reign the poet of love made his full
appearance,22 as this is evidenced in 'Umar ibn Abi Rabi'a.
This main tributary came from Persia and Byzantium
in the wake of the Umayyad conquests. The slave-girls, or
Jawari, who poured into Arabia from these conquered lands,
soon became part of the town's life as well as that of
the court. With the Umayyads in power religion and all
other features of life had little or nothing to do with
the desert; desert dweller, including the poets, moved into
towns and participated in whatever took place in them--
material growth and prosperity caused people to seek those

aspects of civilization that were lacking in the desert.



89

To be sure, an atmosphere of luxury and success in woridly
occupations and indulgence in worZdly desires set in. To
this atmosphere, the cultivation of literature, music, song,
and other artistic and intellectual activities added a
saturnalian aspect. At the center of this saturnalia stood
the Jawari, or slave-girls who proved to be of lasting
influence on the new trends of literary expression,
particularly the love lyric.

The special role of Jawari was to afford orgiastic
pleasure and entertainment; they sang and danced in public
taverns and they entertained at court. fhey combined
physical charm and personal education, spoke various lang-
uages, even composed their own songs and wrote their own
poetry. At the Umayyad court, and especially the Abbasid's
beginning in 750, the Jawari were to play a significant role
in literature, song, and dance, as the following passage
by the Arab scholar, Karam Bustani, indicates:

The art of singing began during the first half

of the eighth century with two famous Jawari, not
with Arab free women, who were owned by the Caliph
Mu'awiya ibn Bakr. Furthermore, they were the first
to make a means of living--something which was un-
characteristic of Arab women, but which was peculiar

to the Jawarl who were brought from the lands of
Persia and Byzantium.23
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During the Abbasid reign, in the words of another Arab
Scholar, al-Ghazali,

The society of Jawari had a tremendous in-
fluence on literature. The great poets of the period,
like Abu Nwas, Abbas ibn al-Ahnaf, Ibn al-Rumi, and
btthers were irresistibly drawn into this glamorous
society with its magical world and incomparable
beauty.24

In Spain, as Karam Bustani tells us, the Jawari were not
less influential.?® At courts they were specially sought
by rival princes and Caliphs who made them part of their
harems; in public they were the town's main center of
entertainment and pleasure. Also private families gave
lodging to Jawari as part of the Moslem male's right to

26 (Ibn Hazm was raised and cared for

own slave-girls.
by Jawari at home. He fell in love with one at the age
of twenty, whence his conception of love derived; a far
cry, to be sure, from the Troubadour conception of love
which had noble women at its center). On the other hand,
the poets, who moved in the orbit of court life, composed
love poems in which they expressed their love for the
Jawari. These poems were to become part of their re-

pertoireof song and dance at court. Besides, the vol-

uptuous beauty of gardens and the sophisticated culture
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at the courts of al-Andalus provided a congenial atmos-
phere for the development of erotic poetry; here it was
cast in moulds unknown to the East, but, like the East,
the fair Jawari and their glamorous world formed its

main substance.27

In this new historical context the term 'wishah'
reappears in poetry. Not until the Jawari, or slave-girls,
had become rooted in Moslem society, not until they had
afforded the poets fresh incentives for literary expression,
did the term ‘'wishah' reappear in conjunction with the
Jariya, or the beloved.28 1In the East, Abu NUWAS (d.810),
who fell in love with a Jariya called Jinan, says:

O my friend I must complain to gou about this
pretty-eyed lady of the wishah,29

Other poets such as Ghaylan ibn Aqaba says of the lady
whose name is Mayya:

When once I saw Mayya's face, I thought I
became dizzy like one struck with lightning/O
mayya! You think this is easy and you are pretty;
but O dhat al-wishah I shall have my privilege of
your love.<2U

The expression ''dhat al-wishah', meaning the lady who
wears the wishah, persisted in later poetry; Sakhr ibn Ju'd

of the ninth century says:
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They were cruel to dhat al-wishah, and I had no
luck with dhat al wishah, :

Also al-Mutanabbi, a poet of the tenth century, describes
a woman wearing two wishahs instead of one.32 Al-Mutanabbi's
verse is translated by R.P.A., Dozy:
L'ampleur des ses hanches fait que son manteau ne
peut toucher son corps, de sorte que le manteau reste
bien eloigné de ses deux ceintures,.33
Dozy quotes this verse for the purpose of defining 'wishah'
and the taste of Arab men in the women who wear it:
Pour comprendre ce vers, 11 font se rappeler
que les arabes aiment beaucoup, chez les femmes,
1'ampleur des hanches.34
To be sure, we have seen an apt example of this taste in
*Umar abi Rabi'a who likens the woman's haunches to a

sand dune. Dozy further observes that 'les poetes arabes

se servent se l'expression dhat al-wishah pour designer

une femme. Un vers d'Ibn Hamdis le Sicilien est concu

en ces termes:

Donnez-nour le vin, apréb l'ayoir recu de la main
de celle qui porte le wishah, 33

The reference to a Jariya serving wine at a tavern in
Sicily is unmistakable.
These examples clearly show that 'wishah' has

acquired a new signification: it is closely bound up with



the lady, or Jariya to whom the poet addresses his ardent
love. Because love is often unreduited this address
normally embodies wistful longings, sorrowful outcries,
and turgid sighs, not unlike the ancient lovelorn poet who

reminisces about the traces of the beloved and bygone

dalliance. In both cases the poet feels sorry for himself.

The tendency to cry heartily, inherent in Arabic love

and therefore in the lover's complaint is the same for

pre-Islamic poets as for later poets. The only diffefence,

however, is a sense of immediacy, or presentness that is
lacking in the experience of the ancient poet. In pre-
Islamic poetry passions of love remain in the background,
and love songs celebrate a lost cause and a thing of the
past. The contrary is true for eighth-century poetry as
well as later poetry; here passions of love are close to
the poet's experience, and his love songs.grow out of the
immediate present (Abu Nuwas and Ghaylan write their love
lyrics because they are in love with Jinan and Mayya).

~ This shift of emphasis from the content of a past memory
to present experience results from diverse historical
events some of which we have briefly outlined earlier;

these have led the poets to view the world differently.
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Unlike the ancients, the new poets have no sense of be-
longing to a tribe; they do not ride to do battles, nor
do they boast of their prowess and amorous exploits; and
they do not praise the accomplishments of their indivi-
dual tribes. Instead they fall in love right then and
there, or they praise their immediate patrons; above all,
they court the lady of the wishah who is usually a Jariya
for at the slightest glance of her eye; as she walks by
trailing her sensuous perfumes, their hearts flutter with
wondrous love and delight.

The sense of immediacy characteristic of the
new love poetry which is often touched off by the glances
of a Jariya is nowhere better illustrated than in an

anecdote from Ibn Hazm's book, The Ring of the Dove. The

poet of the anecdote is al-Ramadi, one of the early writers

of Muwashshah. One day when he was passing a place where

ladies were wont to congregate, he espled a young girl who
entirely captured my heart, so that all my limbs were
penetrated by the love of her'. He therefore turned aside
from going to the mosque and set himsélf instead to follow-
ing her. She observed him and accordingly went up to him

and said:



'"Why are you walking behind me?'" He told her how
sorely smitten he was with her, and she replied,
'"Have done with that! Do not seek to expose me to
shame; you have no prospect of achlieving your purpose,
and there is no way to your gratifying your desire.'
He eountered, 'I am satisfied merely to look at you."
'"That is permitted to you.'" Then he asked her, 'My
lady, are you a freewoman, or are you a slave?'" 'I
am4 a slave', she told him. 'And to whom do you be-
long?" he asked her. To this she retorted, 'By Allah,
you are likelier to know what inhabits the seventh
heaven than the answer to that question. Seek not
the impossible!'" 'My lady", he begged, 'Where may
I see you again?" 'Where you saw me todag”, she
replied, "at the same hour every Friday.' 6

The charm of the sceme is its simplicity and freshmess,
its direct and umsophisticate unfolding. How different
from the setting at a Provencal court where love's end
and the lover's behavior are in essence determined or
defined by the courtesy and ethics of a courtly class
represented by the lady. Arabic love does not emanate
from or exist by a supreme reality, nor is it defined by
a prudent social class. At best it takes only a market
place, or a bazaar where a Jariya happens to be passing
by for a poet to feel smitten with love of her, as the
anecdote tells us. In fact, the anecdote is an authentic
picture of how love is born in the heart of Arabia, East

or West.



As in the West, in Cordova, al-Ramadi was smitten
with love of a Jariya, so was his predecessor, Abu Nuwas,

in the East. In Abu Nuwas the love relation between the

poet and a Jariya becomes the nucleaus for later love poetry.

In a short lyric entitled 'The Company of Jawari' ('Lshgq
al-Jawari) he says:
A better place than the one in dhi Qar is a

wine tavern in al-Anbar,

And the smelling of perfume and Narjis (an odorous

plant is livelier than the tending of the flocks,

And to be in the company of Jawari is dearer to my

heart than being at a ruined terrain or pursuing

deceptive merges;

O the playing of the lute whose strings send out

their music mingled with the freshmness of sensuous

young girls.37
Abu Nuwas is the father of the short lyric, especially the
love lyric. With his celebration of love, wine, and Jawari
he launches his attacks on ancient poetry as well as the
poets who tend flocks and stand before ruined terrains
pursuing deceptive mirages. In this Abu Nuwas acutely
voices the temper of the age which is one of lute playing,
singing and dancing and drinking. The main source of his
passionate love poetry is the beloved Jariya, Jinan, as we
have seen earlier. In fact, Arab scholars are one in the
opinion that without Jinan Arabic literature would be

deplorably wanting in lyrical poetry.38
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Al-Abbas ibn al-Ahnaf (d.806), a contemporary of
Abu Nuwas, is another famous lyric poet who celebrates his
love for a Jariya called Fauz. In a short poem he tells
us how he met her at a tavern:

A Jariya most renouned for her beauty born to a
well-known family;
I drank the nectar from her lips, O the taste of
that nectar;
O Fauz say I ask a favor of you, to see you before
I die?3
When Fauz did not grant him his wish, the grieving poet
intoned:
The 1love of Jawari is the business of none but
me, for only the slaves love the Jawari,
They are inconstant, they are liars and breachers
of every promise;
(Love, my friend, if you can a freewoman who
honors her father and mother);
But I have none other than a tyranz0 a cause of
grief to me from beginning to end.

In the context of the mew short lyric the
appearance of 'wishah' is frequent, and that is as it
should be, for the poet's delight in describing a woman's
adornments and her private parts is instinctually bound
up with her sensuous 'wishah'. This is true in the
case of Abu Nuwas, as we have seen. Another instance

from the same poet occurs when he goes to a tavern for

a drink of wine; he enters the tavern and sees young
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women serving wine and says:

And our cup came carried by a lovelz woman whose
slim waist was wrapped in a wishah. 1

Moreover, in a short lyric al-Abbas ibn al-Ahnaf addresses
his beloved Jariya, Fauz, saying:
0 Fauz! gladden my heart and give me your girdle,
ring, or your wishah; for when I am in the orchard

alone you remind me of.the fresh odor of tangerine
and apple.42

The rise of the short love lyric, including wine
poetry, at whose center is the beloved Jariya, gave the
term 'wishah' a plasticity that was not possible in the
earlier poetry. To be sure, this plastic quality is re=-
flected in a variety of contexts, some of which do not
directly refer to the beloved. Yet even here the use of
'wishah' is hardly possible without its associate, the
figure of a woman, being mentioned. For example, in a
short lyric Abu Nuwas says:

I poured a sip of coffee in the morning in

a glass, and before mixing it with water it looked

like a woman without her jewels; but upon mixing zg
with water the mixture invested it with a wishah.

Here 'wishah' is used metaphorically to describe the little
bubbles (which resemble jewels on a wishah) appearing on

the surface when water is added. The meaning of the two

98



verses is simply (but awkwardly) that coffee without water
is like a woman without her bejéwelled wishah. The image
is aesthetically indifferent and structurally simplistic.
Note, for example, the poet composes two verses in order
to present an image made up of two sensory objects: be-
jewelled wishah and coffee bubbles, no where a creative
instinct is better illustrated.

Another example is to be found in Ibn al-Muftazz
(861-908), a famour lyric poet. His use of 'wishah' is a
little more intricate than that in Abu Nuwas' passage.

In a short lyric the poet refers to the beloved in
masculine and feminine terms simultaneously:

And the beloved is a soldier who slays his

victims with no weapon in hand/when he holds the
cup in his hand, it looks like a bride covered with
pearls as jewels cover a wishah/she asked if my
love would ever perish, and I said only when your
beauty and charm perish.
Again 'wishah' is here used metaphorically to describe
the bubbles of wine as though they were pearls glittering
like jewels on a wishah. Notice, however, that the
passage consists of a toreent of unassorted imagery: the

beloved is like a soldier slaying his victims; then a

shift of emphasis occurs in the second verse in which not
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the beloved, but the wine glass which forms glittering
bubbles around its edge resembling pearls, moreover, look
like jewels on a wishah; and finally we come to the de-
scription of the physical beauty of the beloved.

When we compare this passage with any of Guillaume's
poems, for example, or with Troubadour poetry in general,
we then observe how in the latter a single thought usually
unfolds in one single image throughout the poem. In our
passage, however, no one thought or image is protracted %o
the full length of the piece; from the beloved 'as a
soldier" through the wine cup ''as a bride covered with
pearls" to her physical beauty there is little or no con-
tinuity of thought. This stylistic phenomenon is true
for almost every passage we have quoted earlier, a phenomenon
which is in line with the tradition of the founders of
Arabic poetry; it demonstrates the primary operation of
a mind wholly immersed in sensible effects of things in
nature and life. Sensory experience is transmuted into a
disarray of imagery in which the relation of one image
to another follows a descending gradation;

One can scarcely avoid a feeling of awe and

admiration for such a marvellous artistic spirit; it is
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simply a form of genius in which the poet exhibits his
indifference to the progression of imagery is made; he
subordinates his judgment of things in nature and life

to his delight in a juxtaposition of them in his poetry.
Indeed, for an Arab poet life meant total absorption in
living; he felt no need for thought or reflection on

the aims and ends of life; he was no philosopher or moralist
bent on rationalizing his existence. At best his was an
outright acceptance of life characterized by a blissful
ignorance of the causes of things; he awoke every morning
as 1f it were the first day of his life. To understand

this distinct 'forma mentis'of an Arab poet I would like

to give in contrast the following example from Ibn Hazm:

For sure, when anything we see/of its own
self sole cause to be that being, being of that
thing/lives ever undiminishing. But when we find
its origin/ is other than the thing it's in, our
losing thaz which made it be/annihilates it
instantly. 5

This is philosophic verse par excellence quite extraneous
to the native genius of Arabia; it lacks authenticity not
because it wants the proper imagination or native thought,
but because it derives from his education in Aristotelian

46

dialectics. However, it is a noble attempt to fuse



the spirit of Greek culture with that of Arabia, and Arabic
literature no doubt pays Ibn Hazm tribute in honor of his
excellent work; But uhat}is ﬁot the true genius of Arabic
poetry. What is hatural and intrinsic to Arabic genius

is an imagination that plunges deep into particulars; it
never soars up to universals, but remains submerged in the
senses.

The Arab poet speaks in a language of simple
comparisons, similes, and imagery without the genera and
species which are necessary for the proper definition of
things. When he describes his beloved, he hardly sees
her as an individual, a person with certain accomplishments
such as education or nobility of mind. So long as she
is physically attractive his comparisons flock to describe
the mole on her cheek, the whiteness of her teeth, or the
odor of her breath. His love is in essence dependent on
these qualities, and he yearns to satisfy his desires of
her. If, however, she does not requite his love, he accuses
her of being a tyrant; he then blames her for his grief and
misery and wallows in self-pity. The dignity of feeling
even when the possibility of fulfillment is denied is

hardly preserved. It thus follows that no poet, including
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Ibn Hazm, ever reflects, as Guillaume does, for example,
that in order to be a successful lover '"he has to look
for the causes of his failure in himself, and he must
know the bitterness of guilt and deSpair."47 How could
he, one may ask, if neither social nor aesthetic obligations
are imposed on.him?

The plastic quality which begins to accrete to
'wishah' continues in the ninth and tenth centuries. This
quality further manifests itself in the appearance of the
verbal form of 'wishah', 'washshah', in two poets, Ibn
al-Multazz and al-Humadani (d.1007); the former uses it
to mean ''to cover with a veil",48 the latter '"to decorate
with a sword."49 The emergence of the verbal form of
'wishah' does not change its original meaning of ‘decoration
or embellishment.' However, because of the plasticity in
the usage of 'wishah' and its derivatives decoration and
embelliéhment may also signify ornate style, and therefore
'wishah' can be used to define a new way of writing, ér a
new technique in literary style characterized by fine
diction and clever expression. In fact, this is precisely
what occurred in the eleventh century, for in the introduction

to his book, Maqamat al-Hariri (The Assemblies of al-Hariri)
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al-Hariril says:

I present fifty Magamas which contain serious
language and lightsome, and combine refinement with
dignity of style, and brilliance with jewels of
eloquence, and beauties of literature with its
rarities, besides verses of the Qur'an wherewith
I adorn them (washshah) and choice metaphors, and
Arabic proverbs that 1 interspersed, and literary
elegancies and grammatical riddles.. .50

It is here apparent that 'washshah', the transitive form

of 'tawashshah', signifies the new style of literary prose
introduced in the eleventh century. Ornate, metaphoric,
rhymed, figurative, and anecdotal this style was specifically
employed in intellectual or literary stunts. But al-Hariri
insists that moral teaching i8 equally his aim. To in-
struct and to please through anecdotal narrative are
therefore special characteristics of al-Hariri's Magamah.

From a historical viewpoint this ornate style

was the outcome of a general decay which set in around
the turn of the eleventh century in the East. The causes
which led to this decay are far too complex to be dis-
cussed here; however, a brief word is necessary. During
the second half of the tenth century, after the fall of
the glorious Abbasid rule and the ensuing political up-

heavals, a dearth of subject matter came over Arabic



literature; the enchanting world of Jawari which gave it
vitality, effect, and coherence disappeared after the
tenth century; and the Arab poets began to look to pre-
Islamic Mu'allagat as models of literary excellence. The
poets of the tenth and eleventh centuries set out to imitate
the ancients; in effect, in the words of Garcia Gomez,
The vision of Arabic poetry became extremely
narrow, for it confined itself to literary norms
and forms quite incompatible with the spirit of
the time. Consequently, poetic expression, by
reason of this uncritical imitation of the ancients,
waxed prolix, obscure, and mannered to the point of
absurdity.51
In retrospect al-Hariri's work can be seen as a product
of this new mannerism, as he himself indirectly refers
to it in another passage of his introduction:
It happened that in some literary salons
where literature was once read and discussed with
instruction and pleasure--but now its brightness
has dimmed and its vitality and strength have been
sapped--a mention was made_of Magamah whose in-
ventor was al-Hamadani..,22
While al-Hariri alludes to the low status of literature
which we have just briefly reviewed, his intention is to
perfect the form of Magamah,redeem literature's dignity

of expression and rescue it from decadence. The result,

however, 18 a mannered style; yet it is this style which
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introduces a new signification into the term 'wishah',
specifically its derivative 'washshah'.

In the West, in al-Andalus, a similar mannered
and ornate style characterized literary composition in the
eleventh century.53 But slowly toward the end of the
century and the beginning of the twelfth we begin to wit-
ness the emergenee of a new style of poetic expression,
less ornate and devoid of moral teaching. The founders,
or perhaps the promoters of this style, unlike the preceding
generations, responded openly and fully to the histvirical
situation in which they found themselves; for they felt
they were in direct contact with a rich culture which
oifered them new possibilities. They were able to evolve
an entirely different concept of literary composition
in which eventually the term 'wishah' was to acquire its
permanent designation, namely the strophic lyrics. For
us this designation is already adumbrated in al-Hariri's
use of the term 'washshah' which, as we have seen, seems
to fit in well with the style and intention of M#gémah:
narrative, poetry, sermon, proverbs, qur‘'anic verse, and
rhymed prose are brought together in perfect continuous

rhythm. Indeed, the idea of a balanced mixture, or
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variety of style in a literary form becomes part of the
new content of the word in this new content. Now we shall
have to turn to the West in order to learn of the fortunes
of 'wishah' in the literature of al-Andalus,

Al-Andalus did not immediately produce poets of
great distinction. There are not a few poets of the late
elighth century and of the ninth century whose names are
recorded and samples of whose compositions have been pre-
served; but they are no more than competent. Indeed, many
of them were princes of the Umayyad house who owed to their
rank and station the attention they have received from
literary historians. It was not until late in the Umayyad
period-when Cordova had been a center of learning and the
court offered worthy patronage to men of talent and of
learning-that al-Aﬁdalus produced two men of letters of
1astiﬁg reputation.

Ibn Abd Rabbihi (860-940), a poet whose amatory
verses are not without charm, is famous above all for his

literary thesaurus, al-Iqd al-Farid (The reerless Necklace),

which proved immensely popular for many centuries both in
the East and in the West. He took for his model the work

compiled in the East by Ibn Qutaybah, and drew his material



mostly from the East.”* In fact, the distinguished Arab
scholar abd al-Hamid {Ibadi describes the thesaurus in these
words:

It is surprising that the author of al- Iqd
al-Farid includes only a minimal quantity of verse
from Andalusian literature; the reader, to be sure,
feels as though the book were composed in the heart
of the East, not in al~Andalus. Moreover, if anything
can be learned from the compilation of this book,
it may be that the intellectual atmosphere, in which
Andalusian men of letters lived, was still purelg
Eastern, hardly affected by the new environment. 5

But with regard to one long chapter in the book (Ibadi's
opinion is ill-informed; for he completely disregards Ibn
(Abd Rabbihi's attempt to deal with new poetic structures
which in prosody deviate from the tradition of classical
Arabic system of meters. To be sure, Ibn Abd Rabbihi de-
velops these structures out of the classical system and
introduces into Andalusian literature the tradition and
technique of the short lyric. Besides, in the course of

our study of the term 'wishah' it will become apparent that

a new spirit of poetic expression is burgeoning in al-Andalus,

even within the context of what Ibadi calls 'minimal

Quantity of verse contributed by Ibn Abd Rabbihi.

In al- Iqd al-Farid as a whole the term
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'tawashshah' occurs only once; and since the book is a
collection of other poets' work and very little of the
author's, the term significantly occurs in one of the
author's own short poems describing nature in spring:

Oh flower garden in which spring's hand has
formed collars of flowers, by singles and by twos,
Quickened by showers of passing evening clouds,
made fertile by showers of cooling morning clouds
Dressed up in bejewelled mirage (the entire expression
means 'tawashshahat'), wrapped up in a cloak of
light not spun by hands,

Covered with robes embroidered with blossoms56

on carpets woven from a most precious cloth!
Notice the mecaphors, ''spring's hand, collars of flowers,
dressed up in bejewelled mirage, cloak of light", etc.;
the English translation matches, or brings out the equivalent
metaphors in the original. These metaphors are drawn
from cthe poet's immediate experience with nature; in their
concreteness they reflect his sensuous impressions of
the garden~there is no other but immediate sensory reality
being represented, neither a symbolic nor a supreme reality
is in view. Although the language is still on the low plateau
of sensory phenomena as we find it in Eastern poetry, there
is in this poem a new and refreshing sensuality which can

hardly be seen in the poetry of the East. To be sure, fvom

crude elemental expression we come to the flourishing of a
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new poetic sensibility in which the Orient and Spain, East
and West, unite., In this context the verbal form 'tawash-
shahat ', while its underlying meaning of decoration still
carries over from Eastern notions, acquires the signification
of diversity. Opposed to the basic one~to-one simile,
as we find 'wishah' used in Eastern poetry, in the new
context the term implies the idea of mixture or amalga-
mation. The glittering beauty of sunlight as it falls on
diverse kinds of flowers makes the garden what it is in the
poem; for without these variously assorted flowers the garden
cannot be described as 'bejewelled or embroidered." In
this way the poet's use of the term frees it from its
earlier narrow signification. In fact, one may go so far
as to suggest that in (Abd Rabihi the use of 'tawashshah'
counterpoints that of 'washshaha' in al-Hariri: while the
meaning of each term is relevant to a specific context,
both terms have in common the idea of mixture or amalgama-
tion.

In Ibn ‘Abd Rabbihi's poem on the garden the idea
of 'wishah', more specifically of 'tawashshahat', signifies
a broadening of the concept of decoration. Although it is

the only poem in the book which deals with such a theme,



nevertheless it is a milestone in the early development of

Andalusian literature: Al-‘qu al-Farid is mainly a collec-

tion of Eastern poems on various subjects, and as a his-
torical document it is composed during a period of un-
limited reliance on Eastern models. Yet the poemon the
garden alone inaugurates an entire tradition which Henri
Pérés characterizes as "la peinture des jardins est peut-
etre le plus familier aﬁx ecrivains arabes d'ESpagne.'ﬁ7
Peres goes on to describe this peculiarly Andalusian poetic
genre:

Le genre, qui a requ le nom de rawdiyyat (de rawd,
pi. riyad: jardin), fournirait 23 lui seul 1'objet d'une
longue étude. L'Andalousie et 1'Espagne tout entigre
semblent n'avoir été qu'un vaste jardin ou les fleurs
et les arabes deployaient leurs couleurs les plus
seduisantes et leurs frondaisons les plus frafches.

Ce théme du jardin est d'ailleurs inseparable de

celui du printemps et des premieres pluies fecondantes
qui marquent la fin de 1l'hiver et l'arrive des premiéres
chaleurs, L'Orient, avec presque tous les poetes,
Abbasis et surtout al-Buhturi, Ibn al-Mh.‘tazz,
ag-Ganawbari, ach-Charif ar-Rad i et Mityar ad-Dailami,
avaient déja abordé ce genre. Mais les Andalous 1le ,
reprennent en y apportant une trés grande 1ngéhiosite,
et ils arrivent 2 composer des vers originaux, non
pas tant par les idees, mais par des mots plus
expressifs ou par des metaphores plus evocatrices.58

pérés’ passage is a later insight into the distant quality
of twelfth-century Andalusian literature. Yet in its clear

formulation and lucid style the passage depicts certain
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elements already manifest in Ibn {Abd Rabbihi's poem on
the garden, especially the poem's metaphoric language and
its choice of words. And it is in this quality vévocatrice"
that we can understand the signifiéance of the word
'tawashshahat ',

The quality ndvocatrice" which pérés aptly uses to
describe a distince theme of‘Andalusian poetry, namely 'la
peinture des jardinms," is to a large extent found in
Eastern poetry under various guises. Indeed, we have had
more than one occasion to point out this evocative quality
in Eastern poetry. For example, Abu Nuwas, who in two
verses evokes the image of a woman wearing her bejewelled
wlishah through hsi description of the coffee bubbles which
glitter when water is added; or Umar ibn Abi Rabi ¢a who
evokes the sexual appeal of a woman's haunches through the
image of a sand dune. Numerous examples from Andalusian
poetry, as we shall see below, may be compared with others
from Eastern poetry. In both bodies of poetry one poetic
phenomenon remains constant, namely the sensory quality
of expression, a quality which will cling to Arabic verse
as long as it lives. 1In ‘Abd Rabbihi the garden still appeals

to the poet's eye: he simply describes what he sees. The
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result is a stock metaphoric description; signs and objects
.are brought together, not to express personifies concepts
or abstract ideas, but to create a sort of uniformity among
sensible particulars: blossoms, spring, light, flowers,
clouds, carpets, mirage, together with other metaphors do
not rise above immediate and sensible effects.

Despite the charming effects of the new environ-
ment Andalusian poets could not shake off the shackles of
classical forms. In the early centuries they copy the
Easterners in all manners of form and content, and like
the Easterners they never aspire to anything in the nature
of depth of meaning or of intellectual conception. Poetic
imagination remains a tool for concocting metaphors, images,
and similes; the purpose is to outwit the Easterners in
embellishment and clever expression (this is true even in
a poet like Ibn Hazm who claims that his poetic virtuosity
is unusudl in Arabic poetry, for he can compare three and

even four pairs of things in a single verse).59

The poet who represents such a heavy reliance
on Eastern models is Ibn Hani' al-Andlausi (937-972); he
is the immediate successor to poetic fame after Ibn Abd

Rabbihi. To be sure, with Ibn Hani', not only do we have
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a perfect example of arabesque and mannered style of
poetry, but we also hark back to pre-Islamic times., In
him the use of 'wishah' illustrates this return to ancient
poetry. In a poem in which he praises king Mulizz two
forms of 'wishah' are used in the same verse, which remind
us of Labid al-Amiri:
The kingdom of fate was visiblle in every path
where death loomed inevitable/but my king, dhu-1l-fukhar
in hand (name of a sword), decorated (washshaha) his

august mien in a manner (tawshihan) which drove
death away.60

This is the pre-Islamic spirit par excellence at work in
al-Andlaus of the tenth century. The poetry of Tbn Hani'
derives exclusively from ancient forms and abounds in ob-
scure terminology, hyperbole, and mannerism. Indeed,

of this poetry in general the poet and critic Abul ala
el-Ma‘arri, the contemporary of Ibn Hani' in the East says:

His poetry is like a mill grinding blocks of stone;
so much noise and so little sense is there in his verse.61

The poetry of Ibn Hani' is one of many instances
in which Eastern poetic forms are revived and imitated in
al-Andalus of the tenth and eleventh centuries.®l® In a
different content of poetic expression, that is, in a
content other than that of heroic battles, prowess, and eul-

ogies of kings, and in a contemporary of Ibn Hani', we



find the term 'wishah' used in exactly the same signification
as in the East. In the East of ninth century we have seen
that 'wishah' is specially used in combination with the

lady who wears a decorative scarf; the lady is usually a
jariya, or slave-girl whose charm and glamor have become
direct inspiration of love poetry. In al~Andalus the poet
Ibn Shuhayd, in a poem which shows an Epicurean love of

wine and women, uses 'wishah' in reference to a Jariya:

Her face is like the full rising moon/and her
wishah seems to envelop a fresh pearl (her body).

62

In this verse the use of 'wishah', in so far as Jawari

are concerned is in line with Eastern tradition of love
poetry. 'Wishah' and the metaphors, 'face like the moon"
and 'body like a fresh pearl", are mechanically taken

over from Eastern sources, and are instances of that delight

in sensory phenomena that is the genius of Arabic imagina-

tion (similar instances will recur in Muwashshahs, as we

shall see).

During the same period, or the beginning of the
eleventh century certain derivatives of 'wishah' begin
to appear in poetry, such as 'wusshha' or 'washshaha',

Already an instance of such derivatives occurs in Ibn (Ald
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Rabbihi's poem on the garden where ‘tawashshahat' signifies
the idea of mixture in the sense of decoration. This idea
reappears in another poet, Ibn al-Ramadi (926-1022), who
uses it as follows: once the poet was in prison where
he fell in love with a black youth of whome he says:

They shaved his hair and he became ugly/ because

they feared that his hair would become wushha

(black and white) .93 -
Al-Ramadi, we must remember, is the poet about whom Ibn
Hazm related the anecdote concerning his love for a
slave-girl (see above, p. 95), and who is one of the early
precursors in the art of Muwashshah, The idea of mixture
also appears in the poet Ibn Mas'ud al-Bijani, and like
al-Ramadi, al-Bijani fell in love with a youth in prison

whose face he describes:

His face was made of white pure silver/and beauty
decorated (washshashat) his cheeks with golden hue.64

These various uses of 'wishah' and its derivatives during
the late tenth century and early eleventh century to not
deviate from the general concept of decoration; whether
these uses have to do with a woman, the description of a
garden, or the description of a youth, the same general

concept is maintained throughout. Toward the middle of the
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eleventh century, however, 'wishah' begins to take precedence
over its derivatives. In the poet Abu Ishaq al-Ilbiri

(d.1067) the word is used in the following verse:

Time hoisted the flag of my old age/only to

enshroud me and so to carry off my wishah from me.65

Garcia Gomez. interprets the verse as follows: '"el poeta se
exhorta a si mismo al arrepentimiento en la ve_jez."66 To
be sure, the poet repents his young wanton days of wine
carousing and dalliance with women; and the expression
“carry off my wishah from me" is a metaphor for his lady
of the wishah. 1Ibn Zaydun (d. 1070), the famous poet-
lover of al-Andalus uses ‘wishah' in this way:
1 saw the sun rising through the mountain
path/and the branch of ban a supple plant (used
as a metapor for the lady) walked by dragging
her wishah a10ng.67
In late eleventh century the poet Ibn Zaqqaq says, as
Garcia Gomez lucidly translates his verses:
Con su vista pasé la noche en la mas
deliciosa situacién: abrazado por la aurora
hasta la aurora/su brazos eran tehabrés en

mis hombros; mis brazos eran un cenidor
(wishah) en su talle,68

Henri pérés tells us that the Caliph al-Mu'tamid (1068-
1091), being away from Seville on an expedition, remembess

one of his Jawari and writes to her expressing his ardent



love in a poem:

I1 baiserait la pourpre du visage qui est
sous la voile et il embrasserait ce qui est
au-dessus de le ceinture (wishah) jusqu'au
au collidr,69

And the poet Ibn Hamdis, referring to a Jariya serving
wine at a wine tavern, says, as Dozy translates:

Donnez-nour le vin, aprés 1'avoir recy de la
main de celle qui porte le wishah,70

In all these instances the term 'wishah' slowly gains
importance as it is continually used in association with
the beloved who is most often the Jariya. In fact, it
is this association which in part underlies the rise of
Andalusian strophic lyrics,

We have seen earlier in the anecdote by Ibn
Hazm that the poet al-Ramadi (d. 1022) falls in love with
a Jriya; in fact, he falls in love with a youth as well,
Al-Ramadi is also one of the early precursors in the art
of Muwashshah, as the historian, Ibn Bassam, tells us

in his Kitab al-Dhakhira. Thus the association between

this early writer of Muwashshah (although none of his
lyrics survived) and the Jariya lays the foundation
upon which Andalusian strophic forms were in part erected.

This fact is further confirmed by another poet, 'Ubda ibn Ma'
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al-Sama' (d. 1044-54), who 1is a link in the chain of
development of Muwashshah, and who composes a lyric about
a Jariya; it begins as follows:
My love of Mahah (a name) one of the most
beautiful Jawari is a kind of worship/for she is
like the moon rising in the most perfect heavens,
whose beauty is matchless,’2
The fact that 'Ubada composes this love lyric about a
Jariya makes possible the association between 'wishah'
and the strophic lyric. Indeed, this is precisely what
occurred during the second half of the eleventh century
when the use of 'wishah' began to gain ground in poetic
expression. Thus in late eleventh century 'wishah'
appears as a designation of the Andalusian strophic
forms; in a short poem called Mahbubah (The Beloved) the
poet Obn 'Ammar (1031-1095) says in reference to a beloved
who is a Jariya, using masculine terms:73
He looks with eyes like the Narjis (a plant),
he exhales an odor 1like the Sawsan (a plant) and
smile with teeth like camomile/he points to
his earring and listens to the melody of wishah, 74
In this poem (although not a Muwashshah) the reference to
the strophic lyric is unmistakable; for the expression
‘melody of wishah'" indicates that music and song are

integral parts of the lyric's structure., In this con-
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nection, tn a chapter called 'The Influence of Jawari
in Literature', Karam Bustani says concerning the art of
song and Jawari in al-Andalus:

The Andalusian women were not terribly less fond
of singing than their sisters in the East. The
natural scenery surrounding al-Andalus and the
people's basic delight in a life of leisure,
luxury, and glamor were strong factors in the
development of the art of song; so much so
indeed that this art soon_was cast in poetic
forms called Muwashshas.’?

The close connection between Jawari and song, on one
hand, and Jawari and the rise of Muwashshah, on the other,
is further evidenced by the poet al-Abyad, a contemporary
of Abn'Ammar; he composes a Muwashshah in which he describes
his feeling awakened by wine drinking and the song of a
Jariya, as A,R. Nykl translates:
Drinking of wine never gave me pleasure,

when I was in the garden where daisies were

blooming, unless a girl with a slim waist

(wishah) when she came to see me ag dawn,

or in the evening, began to sing.7
The phrase 'girl with a slim waist' is familiar to us
from Eastern poetry, especially in a verse by Abu Nuwas
(see above, p. 10) in which he identifies the girl who

wraps her wishah round her slim waist as the Jariya serving

wine at a tavern.
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The last poet in whom the term 'wishah' appears
as a designation of the strophic lyrics is al-Mustazhir;
in a short poem called Itab (Reprimand) he laments a time
of love:

And we gathered in a wishah, and_like beads in a
necklace we embraced and kissed,?7

This verse presents the problem of how can 'gather in a
wishah" relate to the development which I have been sketch-
ing in this study. Let us begin with Henri Peres who
translates the same verse as follows:

Ou nous étions unis par la méme ceinture (wishah)

et nous nous entrelacions comme les perles d'un

méme collidr.78
The first thing to be notices is that Peres translates
the Arabic 'igtama'na' as 'nous etions unis." 1In Arabic
literary usage, especially in philosophical discourse on
love, the word 'ittihad' is used to signify a fusion of
souls; often the word is translated into English or French
as "union." rérds must be inaccurate in his translation,
because neither the verse nor the poem expresses the idea
of a union of souls; the verse merely indicates that
the poet-lover and the beloved meet together at a place

(although not specified in the poem) where singing and

dancing are in full swing. We may ask, where do these



122

actually take place? Most often at the palace or court.
The Arabic’expression for a gathering place at

court is 'Majlis 'uns"; it denotes a hall, or a court room
where kings or Caliphs, poets, Jawari, musicians and singers
gather in a festivity of song, dance, and music. His-
torically, such festivities gained importance during the
period (1041-1095) when the Umayyad rule in Sapin slowly
began to disintegrate into the small kingdoms (Muluk
al-Tawa'if) of Cordova, Seville, Badajos, Toledo, and others,
Not able to live in political unity, the Caliphs and
princes vied with each other in splendor and indulged

in high-sounding titles., They built in their capitals

and fortresses sumptuous palaces and villas, and indulged
in drinking and literary parties in the company of poets,
musicians, and singing girls.79 For example, one day

the Caliph Ibn abi'Amir held a '"majlis 'uns' at his

palace. When everyone present ﬁook his fill of wine,

the Caliph's Jariya, Uns al-Qulub, began to sing a

love song. Present was a handsome young poet, Abul
Maghira, to whom the song was dedicated. The Caliph, mean-
while, became so enraged with jealousy that he wanted

to murder the Jariya. Crying, she begged for mercy
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telling the Caliph that the love between the young poet
and herself was an act of God, not of his or her own
doing. The young poet, then, stood up and recited es-
tempore the following lyric in her behalf:
My sin is so great/how can I be forgiven?
My love for her is am act of God/mot of my own
choice;"
But forgiveness is most appropriate/ to the great
ones such as you.
Naturally, the Caliph granted them his forgiveness.,
‘Thus when al-Mustazhir says, 'And we gathered
in a wishah" the reference is to a 'Majlis 'uns' at a
sumptuous court room where the lover and the belovgd get
together, embracing, kissing, and listening to song and
music, especially the newly developed lyric. Indeed, in
the light of this brief historical background we can
also understand the reference with the poet Ibn Ammar
makes in his verses to the beloved listening to 'the melody
of wishah'', that is, the strophic lyric.
The term 'wishah', which became the desig-
nation of Andalusian strophic forms during the second
half of the eleventh century, was superseded by the

term 'muwashshah', In the twelfth century the poet,

Ibn Quzman (d.1160), a famous composer of Zafal,a strophic
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form similar to Muwashshah and writtem in colloquial
Arabic, says in_Zajgl No. LXIII, addressing a friend:
You, who have forgotten mé, see about the payment;
go:oigyggu a Muwashshah, now where is the price
In addition to this reference to the strophic lyric Ibn
Quzman makes another in Zajal No. 133, in which he says &hat
he borrowed the rhyme scheme and meter of a Muwashshah by
Ibn ﬂajah. The term he uses is 'tawshih', the infinitive
form of 'muwashshah', meaning 'The art of Muwashshah'j]
it appears in the following verse along with the word
prosody'':

I composed this Zajal as I said/and borrowed the
prosody of the art called twashih,82

These references, 'muwashshah' or 'tawshih', "the art
of Muwashshah'", became popular after Ibn Quzman, so that
in late twelfﬁh century Ibn Sana' al-Mulk adopts the
fhame 'muwashshah' and devotes.a whole book to the art

of Muwashshah, called Dar al-Tiraz 'The House of

Broidery."
From our survey of the semantic history of the
terms 'wishah' and 'muwashchah' we learn the following simple

fact: the words ﬁhich initially were used to signify a
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bridle, a sword, a girdle, or a scarf, to decorate or to"
embellish, eventually came to signify the Andalusian
strophic forms, In the course of this survey, however,

we digressed several times from our purely semantic dis-
cussion, because the various contexts in which the words
occurred were themselves in need of explanation. It thus
became necessary to investigate #nd interpret these con=-
texts in order to understand the view of reality out of
which Arabic poetry grew, and to which in particular the
terms 'wishah' and 'muwashshah' belonged. But there remains
a few important ideas which ought to be considered in some
detail, so that we can obtain further insight into the
nature of Arabic literature and imagination as distinct
from European medieval literature and imagination.

We have found that 'wishah' and the poetry associated
with it belong to a view of reality which consists in
primary expressions of nature and life., In Arabic lang-
uage there are to be found few stem-words and root-words
which are not related to camel, horse, cattle, desert, oasis,
tent, etc., it not immediately, at least through the
medium of certain slight modifications. The Arab is

intimately connected with camel, mule, and horse; nothing



126

can happen to him which does not at the same time affect
these creatures, and vitally connect their existence and
their activity with his own: we have seen how Imru'ul-Qais
kills his riding beast (the attitude is hospitality) in
order to feed the virgins; Labid rides his horse to do
battle; a famous ode of Tarafa, another pre-lslamic poet,
presents a picture of a racing camel:
Ah, but when grief assails me, stralghtway
I ride it off mounted on my swift, lean-flanked
camel, night and day racing, sure-footed, like
the planks of a litter; I urge her on down the
bright highway, that back of a striped mantle;
she vies with the noble, hot-paced she-camels,
shank on shank nimbly plying, over a path many
feet have beaten
Labid begins a famous ode with these words:
Is such my camel? Or shall I liken her
to a wild cow, whose calf the beasts of prey
have devoured, lagging, though true herd-leader?
Antara whom we have seen earlier, in the thick of
battle gives a graphic description of his horse, The 1list
can go on 6nd1essly.83
1f we consider the other wild and domestic
animals which the wandering bedouin frequently sees,
we shall find these too in all relations of life, And if

we consider everything else visible-mountain, terrain,

desert, cliff, trees, herbs, flowers, starry heavens-we
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find that, to the Arab poet, the most remote things can
be connected together: frilly fat is like fringes of
twisted silk; a camel's thighs are like the gates of a
lofty, smooth-walled castle; coats of mail gleam like
stars: his blood whistling from his ribs like a harelip
hissing; the lances were like well-ropes sinking into the
breast of my steed.84 Nor does the use of 'wishah'
differ from these elementary metaphoric expressions of
nature and life: twinkling stars are like glittering
jewels on a wishah; a bridle wrapped round ﬁhe shoulders
like a wishah; the mixture of water and coffee resembles
a woman wearing a bejewelled wishah; the woman's haunches
wrapped in a wishah are like a sand dune; her slim waist
wrapped in a wishah is like a branch of a tree, etc.

Here we see that language is already productive
in and of itself; indeed, in so far as it comes to meet
thought, it is eloquent and, in so far as it coincides
with the imagination, poetic. However, eloquence and
imagination depend for their impact and effect on the real-
ity perceived by the senses, whose function is to connect
things and objects in nature and life~thus creating a
pattern of associations which is not in the least al-

legorical or figurative, as we find it, for example, in



medieval European thought,85 but which is denotative and
sensory and lacks a humanist concept of man's nature and
task, The Arab poet expresses no personified concepts,
for he possesses no sense of the divine frenzy which bursts
upon him and fills him, It is true that the sacred book
of Islam, the Qur ‘an,teaches the concept of an infinite
mind; but it also teaches the concept of an infinite body,
for the Moslem looks forward to pleasures of the senses
as rewards in the other life;86 nor, to be sure, do these
concepts conflict in the poet's heart.8” The medieval
Christian, on the other hand, does not look forwmard to
pleasures of the senses as rewards in the other life, for
the concept of an infinite body forms no part of his
tradition; nor does it indeed form part of the tradition
of Troubadour poetry either., What the Troubadour poet
possesses, as his contemporary Arab poet does not, is

a strong sense of ethics, an ethics held and defined

by a particular social class-the courtly class. This is
precisely Guillaume's sense of ethics and also his aware-
ness of the true role of a lover who, through soul-
searching, identifies himself with a superior reality.

Fredrick Goldin has lucidly expressed this identity in

128
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’ these words:

The lover has to love like a courtly man,
and the setting is now so essential to his love,
as the only means of its expression, that his
unsuccess in love necessarily impliers his fail-
ure as a courtly man. Love has become the enactment
of courtliness: the way a man loves is the surest
sign of his identity as a courtly man,88

The Arab poet enjoys no such identity, for the
necessary arbiter in matters of ethnics and social be-
havior is lacking‘in his social setting-this fact explains
why those critics must be wrong who attributed Guillaume's
serious love=-lyrics to Arabic influences. In Arabic
tradition the lady whom the poet addresses is different
from the lady whom the Troubadour poet praises; and the
social setting which preconditions and therefore promotes
Courtly Love, as C.S. Lewis has pictured it, does not
obtain in Arabic Spain:

We must plcture a castle which is a little
island of comparative leisure and luxury, and
therefore at least of possible refinement, in a
barbarous countryside, There are many men in it,
and very few women-the lady, and her damsels.
Around these throng the whole male meiny,the
inferior nobles, the landless knights, the
squires, and the pages-haughty creatures enough
in relation to the peasantry beyond the walls,
but feudally inferior to the lady as to her lord--
her 'men' as feudal language had it. Whatever
'courtesy' is in the place flows from her: all
female charm from her and her damsels.89
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In pre-Islamic times and after a woman does not
occupy a central role in the social make-up, and therefore
no form of 'courtesy' ever flows from her. In fact, such
courtesy 1s not possible in a social setting which legally
and religiously permits a man to marry four wives and own
as many Jawari as he desires. Thus the man is the master,
and so long as his needs and desires are concerned he
possesses unrestricted freedom. On the other hand, the
woman does not enjoy a similar freedmm=she is no more
than a sort of private properry, or a tool for the man's
personal delight, It is true that he often expresses his
love for one of his wives or Jawari, as al-Mu'tamid of
Seville, whome we have met earlier, does for his Jariya:
all that he misses is her face under the veil and her
secret treasures underneath her wishah. But love which
transports or elevates to a higher realm of thought and
feeling is not the forte of the Arab poet~-lover. Speaking
of this phenomenon, the scholar Ihsan Khalis, says that,

It certainly has something to do with the

nature of Arab life, particularly the position of
women in society. In fact, the bulk of love
poetry of this period (eleventh century Spain)
lacks depth of feeling and sublimity of sentiment.

This poetry is no more than a superfiéial ex-
pression of the poet's love for a pretty woman;



for neither doe we get a true picture of the beloved
woman; nor, if her name is mentioned, does the poet
persent an individualized personality. All that is
actually given is the plcture of a sensual pretty
woman- the poet delights in her oompany and feebly
grieves in the lack of it.90
Far from being a theory, Khalis's statement is a fact
regarding the actual content of iove poetry in Arabic
literature of Spain. Very few Andalusian poets speak,
as do Ibn Hazm and Ibn Zaydun, of chaste love and the
lover's submission to his beloved. (Ibn Hazm's orienta-
tion is Neo-Rlatonic, while Ibn Zaydun's is sentimental;
he falls in love with Wallada, the daughter of the Caliph
of Cordova, whome he wins easily; he expresses his sub-
mission to her, his desire and longing for her, and his
aadness when they part; but soon she accuses him of in-
fidelity with one of her slave-girls, and in turn he
accuses her with the wealthy bourgeois Ibn Adous=--
the lady in the Troubadour 1lyrics is often accused of
having other lovers, though never a bourgeois; and though
accusations of infidelity occur, one never finds this kind
of squabble, Although the beloved in Ibn Hazm and Ibn

Zaydun is not a slave-girl, the great bulk of Andalusian

love poetry is directed to slave-girls or Jawari. This
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literary phenomenon is embedded in the social setting of
al-Andalus, especially regarding the position of women,
as the Arab scholar M. Faghmy writes::

On est arrivé & un écat de moeurs, oﬁ, mis &
part les femmes des classes pauvres, il exigte
deu§ catégories de femmes: les unes tenues & 1'écart
et eloignées du commerce avec les hommes,
e'exception des proches parents! les autres, n@l1ées
3 la sociét€ des hommes, preséntes aux banquets
ou se réunissent les amis. Les premidres, souvent
moins instruites, moing,interessantes, que les
secondes, ce sont les épouses, qui ne se montrent
que dans certains cas réhléé par les lois et les
moeurs; les secondes, qui charment la société par
leur presence, leurs chants, leur talent de
diseuses et de musiciens, ce sont les esclaves.91

No wonder, therefore, that the great Caliphs of the East
and West loved and admired these brilliant Jawari. Indeed,
they became so important that neither the Caliphs nor the
poets could do without them. For example, the poet Abas
ibn al-Ahnaf, who himself addressed his love poetry to the
Jariya, Fauz, composed a short lyric on behalf of Caliph
Harun al-Rashid who loved a Jariya called Haylana; she
died leaving the Caliph loveless:
Would I desire amother love after Haylana/
when I am bereaved of her company?
My heart will not be consoled by any after her/

for tgars shall be the only consolation to my
eye.
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Concerning the other category of Arab women who, as M,
Fahmy says, remained 'a le'cart et éloignéés due commerce
avec les hommes,'" they were the special property of the
palace, for these were not the object of the poet's love
poems., We have a confirmation of this fact from Abul-Faraj
al-Isphahani who tells us that Caliphs, like al-Walid I,
for example, warned the poets to refrain from addressing
love songs to any member of his household on a pilgrimage
to Mecca, and decreed that they could do so only to slave-
girls.93 In Spain, a similar edict is contained in an
episode which Ibn Hazm relates about the sad fate of a
poet who dared to address one of the Caliph's women at
the palace.94
In short, the great majority of love lyrics
is addressed to the Jawari. Indeed, excluding the immense
bulk of homosexual poetry, as well as nature poetry,
about which Henri Pérés has written excellently, we
can say that the finest sentiment expressed in Andalusian
lyrics owes its origin to the glamorous world of Jawari.
However, the poetry of Ibn Zaydun is not inspired by

his love for a Jariya, for Walladah, his beloved, is a

lady of noble descent, and herself a poetess. This
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relationship and the poetry celebrating it rank as a
unique experience in Arabic literature. But Ibn Zaydun

is not a writer of Love lyrics, or Muwashshahs which are

the subject of our investigation here., His expression

of love does not draw material from his love for a

Jariya, and it is not in the form of a Muwashshah. The
Andalusian lyrics, at least during the first 100 years

of their recorded appearance, draw on the glamorous

dance amd song of the Jawari. And despite the vices and
cynical treacheries with which the Jawari win the affections

of the poets, they dominate the Muwashshahs. The Jariya,

then, is at the center of Andalusian love lyric, she

is the lady whose affection the poet strives to win. In
this love relationship the term 'wishah' acquires a
symbolic value as the poets constantly find themselves
calling the beloved 'the lady of the wishah'". In addition
to these love lyrics various poets compose songs for the
Jawarl to sing at court and in public; such songs become
part of the latter's repertoiré. It thus naturally follows
that the term 'wishah' becomes integrally associated with
these lyrics and songs, so that eventually it is used

as a designation of Andalusian strophic forms.
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There is another equally important factor which
led to such designation; it can already be observed in
our study of the semantic history of the term 'muwashshah',
Actually, 'wishah' and 'muwashshah', a noun and a participle,
derive from the same root and share the same idea of
decoration. As a participde form, however, and along with
the verb 'washshah', the term 'muwashshah' seems to have
had a diversity of contextual uses, denoting the idea
of mixture, or amalgamation, or the idea of unity in
variety, Indeed, already this idea is clearly manifest
in Ibn and Rabbihi's use of 'tawashshah' in the context
of a poem on the garden, The same idea, moreover, appears
in the poet al-Zimanini, a contemporary of al-Ramadi; in
a poem which tolls the knell of doom, he says:
Every moment death spreads his shroud/ and
we are no more than playthings in his hands;
O my friend! Be not deceived by this world
and its specious gaieties/ which decorates
itself (tawashshg?) with bright colors and
shining attires.
The idea of decoration in 'tawashshah' which
here signifies a mixture or variety was later transferred

to the context of literature. 1In the eleventh century,

in the belletrist al-Hariri the term ‘'washshah' re-
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presents stylistic embellishments in literary prose-aa
mixture of prose and verse, riddles, proverbs, Qur'anic
verse, and other elegancies of literature. This is the
style of Maqamah in which the dominant rhetorical device
is rhymed prose (in Arabic 'Saj). Al-Hariri's work was
well known in the eleventh-century Spain, with those in-
fluence we are not here concerned. However, the stylistic
features associated with 'washshah' found a new literary
context which only naturally lent itself to the content
of the term: Ibn Quzman, not only refers to this new
literary context by the term 'muwashshah', but also, as
we have seen, uses the word 'tawshih', the infinitive
form of 'washshah', to refer to the prosody and rhyme
scheme which he borrows from a Muwashshah for one of his
Zajals. In short, this new literary context is none
other than that of the Muwashshah the stylistic features
of which are: variety in rhyme scheme, long and short
verses, classical and colloquial Arabic, music, develop-
ment of the form.

Ths history of 'wishah' and its derivatives

present a clear picture of the close connection between
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Jawari and the rise of Andalusian lyrics. Not only the
Jawari influence dominate love poetry but also the art
of song; they thus act as a vital link between the two
poetic forms, Our study also gives us an idea of the
basic view of reality and the style in which this view
is expressed. In effect, we find that in every way the
content and style of Arabic lyrics differ from those of
European lyrics, particularly Guillaume's lyrics; so much
so indeed that not only is Arabic influence highly un-
likely but there is absolutely nothing in Arabic poetry
or song which could in any manner suggest to Guillaume

his concept of courtliness in love.



138

CHAPTER II1

Notes

lln pre-Islamic poetry diction and syntax are the
most difficult to translate into English, or even explain
in Arabic. I am not sure I have hit the correct trans-
lation; for this reason 1 have used a tenth-century in-
terpretation of the ode by the scholar Abu Abdullah al-
Zauzni, Kitab Shrh al-Mu allagat 'The Book of Inter-
pretation of Mu allaqat'" (Cairo, 1876), p. 13.

idha ma-1l-turaya fi-l-sama'i ta‘arradat/ talarruda
atna'a-1l-wishahi-l-mufassali.

The same verse has been translated by A,J.Arberry,
Agspects of Islamic Civilization (Ann Arbor bokk, Univer-
sity of Michigan, 1967), p. 20.

What time the Pleiades showed themselves broadly
in heaven'glittering like the folds of a woman's
bejewelled scarf.

The entire ode is translated in Arberry's book, Seven
Odes.

2p1-Zauzni, Kitab Shrh al-Mu allagat, p. 13.

31bn Khaldun, The Mugaddimah: An Introduction to
History, trans F.Rosenthal (Yrinceton, 1967), p. 444.

4The verse can be found in Jamil Said's book,
Tatawar al-Khamriyat fi-1-Shi'r al-Arabi 'The Bevelopment
of Wine Poetry in Arabic Literature' (Cairo, 1945), p. 4l.

wa ka'anna mashyatuhu idha nahnahathu/bi-l-nakli
mashyatu sharibin mustafjili.

5A.J.Arberry, Aspects of Islamic Civilizatiom, p. 20.

6Tr§nslation is mine. Jamil Said, Tatwur al-Khamriyat
fi- 1-Shi‘ r“‘.i-Ar‘bi [ po 410
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7rre-Islamic poets, at best paganbedouins (though
some were of noble descent), had little if any religion;
to spiritual impulses they were lukewarm even indifferent.
A story told by Imru'ul-Qais illustrates this point: having
set out to avenge the murder of his father he stopped at
the temple of Dhu Khlasa, an idol, to consult the oracle
by means of drawing one of three arrows, the Commanding,
the Forbidding, and the Waiting. He drew the second,
whereupon he broke the arrows and dashed thém on the face
of the idol, exclaiming with gross imrecation, '"Lf they
Father had been slain, thoug wouldst not have hindered me."
See Abu Faraj al-Isphahani, Itab al-Aghani 'The Book of
Songs), 8, 70. The story may also be found in rhilip
Hitti's, History of the Arabs, 5th ed. (New York, 1951),
p. 96. The entire episode symbolizes an act of blasphemy;
for the god is supposed to be personally offended by the
desecration of his name,

8The verse is this:

wa lagad hamaytu-l-hayya tahmilu shakkati/
fartu wishahi idh ghadawtu 1li jamuha.

It is also translated by Arberry:
And I defended the knights, my bristling
panoply burdening/a swift-stepper, its bridle
at dawn flung about my shoulders.

See A.J. Arberry, The Seven Odes (New York, 1957),
p. 146.

9See R.A. Nicholson, Literary History of the Arabs
(London, 1968), pp. 71-140,

10See al-Zauzni, Kitab Sharh al-Mu allaqat, p. 98.

11Yusuf Tuma al-Bustani, ed. Sharh Diwan Antara b,
Shaddad (A Commentary on the Diwan of Antara b. Shaddad)
(Beirut, nd.),