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The present study an%]yzes the concept and meaning of love
in the work of.the Andalusian poet Ibn Quzman (d.555/1160). The
centz{al argument is that the poet’s amatory verse has both
didactic and purely gr;lsiic functions.“Contemplated In the light
of par.ticular historical circumstances, 1t reveals Ibn Quzman as
an engaged poét whose goal is unveilﬁg the contradictions that
exist between wh"“’at,,lc;ve should be according to the e'tmcal code
and what 1t actually 1S 1n the daily practices of Andalusian '
society in the 12th century. The gap also exists In the reailmﬁof
literature where the fashion of finamor and refined expregsmns \
do not always find adequate counterparts in real 11fe Thus, the ,,
didactic aspect of Ibn Quzman's love verse reflects a p,o,é?‘r;y of
antithesis in style, language and literary subject, which 'al'hgwls at
~mummétmg the clandestlne 11fe behind-the-stage On the .
artistic level, Ibn Quzman combines elements from various trends
m Arab‘ic amat‘ory poetry in a highly personal hterary miscellany
Through a series of rhetdrical ornaments and in a particular
poetuu:form and diction, he sings about love 1n all its.
mamfestatlo\ns- emotional and car’nal pleasures, grief and joy,

without denying their perennial character.
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Nous nous proposons, dans 1a présentp étude, d'analyser le-
s?ens du concept de 1'amour dans~1’oeuvre dlﬂJ poéte andalou Ibn
Qulzmén (m 555/1160) L'argument central de larecherche porte
sxjr 1a fonction didactique et artistique de la poésie amoureuse.
’ Placé dans la perspective historique, Ibn QUzmén se révele étre ’
» un poéte engagé, qui se donne l'bBJectlf de mettreen év1dq}1ce les
contradictions existantes entre, ce que 1'amour devrait étre du
point de vue du sens moral, et de ce qu'l est_svralment daﬁns lavie
. ‘quo/t/lpdienne andalouse au 12éme sjécje. Cette con\tradiction se
retrouve é'galem)entudans la Wttérature ol le genre du finamor et
les tour’n,ures galantes ne trouvent pas dans la vie courrante
d’expressions équivalentes. Ce qui explique que l’aspect*'
d]daceique de lapoésie d'lbn Quzman renvole 1'1mage d’une poésie
S ou le style, 1a langue et les thémes sont antithétiques. Sur 1é
ptan artistique Ibn Quzman réassemble en un melange hittéraire
original, les éléments de divers genres de poésies arabes
amoureuses. A travers une série d’ornements_ r;hétoriques, amnsi

’ qu’a travers une forme et une diction poétique particuliére, il
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chante 'amour dans toutes ses manifestations—-du plaisir
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spirituel et Chamel, de la mélancolie et du bonKeur--sans Nier

Y ] »
leur caractére impérissable.
A

-
14
2
— .
. - t
hd .
. ,
RN
!
s o
' -
a
A «
. - N h
.
ol
. , .
' .
\
o .
N L]
¢ - - .

o . .
\
B
! . -
a
. .
. .
ar i ¢
-
vy
. , » A9 .
M
® - ’ '
. '
J
P .
. . ’ . - A
"l \ A
. N
s
-
- El *
/ L]
.
.
.
-
.
- /
A Y
B ;
. .
.
@
.
7
A -
Al
B ! ”
2
.
. .
. . .

r [N
EI R TR kY 3
b S
U e N P TR IR

i

N




=

' ACKNOWLEDGEMENTS

H

Dr. Issa J. Boullata was my supervisor throughout the course
of this research | am deeply grateful to him for his jud\i'cious and

patient guidance without which the present thesis could not have

‘been completed | am thankful to the In'stitu'te of Islamici Studies

at McGill University for the financial support during my s\tudlesv i

and to the Staff of the Islamic StGdIGQ Library, particularly Steve

_Millier, for providing me with the necéssaﬁy material Special
u‘thanks go to Karmen Talbot, my friend and my'colieague, who

:typed_my thesis and he€lped me unselfishly 1n1ts editing, and to - ‘

Sophie Errais, for transiating the abstract into French.-
Finally, | am fortunate to have had constant mor\*al’ support
from my family anc’jv mysfriend Timothy Jamieson.

I 4

This thesis is dedicated to Nissreen Haram.
@ :




[ 20

Note on System 91' Transliteration:

In E.GGOmez’s critical edition of lbn Quzman's diwdn,
which 1s most frequently used in this thesis, the poetry appears
only n the transliterated version and not in Arabic characters.
The system of transliteration 1s carefully adjusted to the
subtlety of the colloguial language 1n which lbn Ouzman
composed. It 1sprimarily for this reason that all quoted verses
in this thesis retam the transhteratlon of Gomez

Other quotations which contain transliterated passages also
preserve thesgtem which appears in the original texts

In all other instances, the system of transliterationis
based upon the one accépted by the Institute of Islamic Studies at
McGill' University .

Non"etheless, mn order to help the r‘eadér, a éh'art f

differentiating the two systems (pamely that of Gomez and that—
. of the Institute) is attached below .« -

The initial hamza in both systems is omitted except that in
Gomez’s system the hamza is preserved whenever pronunciation
dictates. ln such mstances 1t is represented as an apostrophe (')

Accordmg Lo both systems of transliteration long vowels .
arerenderedas a, 7, U

Y

<

In both systems of transhiteration the ta’ marbuta 1s a or
at (in construct form).

The alif magsdra in my system of transliteration 1s
represented by § whereas in Gémez's 1t 1s a.

Gomez also uses the following to represent diphthongs™

employéd in the colloquial: al, ay orla,ia

The system of transliteration of the Institute of Islamic
Studies is the first column after the Arabic letter, and wherever
Goémez's differs, the correspondmg characteris glven to the
rlght of the Institute character:
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FOREWORD

Ty

In the E)ast's veraol decades four cod;plete critical editions
" of Ibn Quzman’s g&én have been pubH?hed: the firsot of them,
prepared by 'A R. Nykl, aBpeared In 1933 undér the title £]

; Cancionero del Seill, nobilisimo visir, maravilla del tiempo AbUT .
Bakr /b}v CAbd al-Malik Aben, Guzman~ About forty years later, In
1972, Spanish scholar EG Gémez pub})asr;ed’“fodo Ben Quzman,
which was shortly afterwards followed by TJ Gorton's Ph D
dissertation ehtitled “The Diwan of Ibn Quzman of Cordobas A
Metricalﬁ'Stud'y and Complete Critical Edlélon," and e\)emtually by
another Spanish quzmanist, F Corriente, who published - '
éramética, métrica y texto del cancionero hispanoarabe de Aban
Quzman. ' ‘ \

With the exception of T\gc'fo Ben‘Ouzménfwmch by 1ts
Spanish translation of the text enabled the common reader to -
understand and apprectiate the poetry, the other editions
primarily centered upon studies Of, form (its metre apd rhyme) as
“well as upon'the elucidation of ambiguous passages which the -
manuscrrlpt abounds 1n  Although md}spensable for\the study on
the structural complexity of [bn Quzmén’.s poetry, such
approaches, when ado\pted as exclusive criteria, involve the
pittall of neglecting the literary subject Yet, thejr significance
should by no means be deremtlmated;-moreover, these v
approaches servé.t\:(/o purposes in particular first, determining
the epistemology of zajal, and second, contributing to the general

studies in linguistics by formulating the essential character of

x . - >




3

o Al

\

@ "“ .. the Andalusian dialect as displayéd in IbnQuzman’s poetry. The

scholars concerned w1‘th these issues have confronted numerous
Dlacunaé in their research. Consequently, their findings have
requwed constant improvements and corrections Such a dlatectlc
process has resulted in the succe$sive appearance of the above
mentioned critical ed1t1ons of Ibn Quzm3an’s diwan with
particular stress on questions of form and language .
“In th;s relative abundance of studies on Ibn Quzman's
1a,ngua“ge and form, Tittle attention has been paid to the themati\c
analysis of hi1s poetry Sut:h a conspicuous dtsbroportlon Ign the
,orientahuan of critical studies on Ibn Quzman has partially A ,{
mot\lvated me to write the present thesis. Nanetheless, 1t has to o
be emphasized that, althoough 1t contemplates the poet’s work
through 1ts thematic orientation, this study has not neglected
the structural aspect, but Has rather appropriated 1t for its own .
arguments | ~ _ Tz,
The prnesent thesis concentrates on the subject of love as
treated in Ibn Quzman's poetry. Through a colorful spectrum of u
. storles images and formulations, Ibn Quzman commumcates both
- about hlmself and about the socio- cultural milieu in which he ‘
I‘Lved‘and worked. The potpourri of his amorous expressions will .
ir{uthis thesis be approached from a wide perspe»ctwe,\\v\nth the
ir“iténtlon ofvcatngomzmg them n accordance with the\tr didactic
function as well as thelr litera;y value The thesis wm
~.commence with a presentatlon of available biographical data E
found either in'the dTwan 1tself or. in other concurrent literary
warks. This biographical survey will be placed within the

-

/ o
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“historical context in order to determine to what extent these two -

elements paraliel each other and. influence 1bn Quzman’s artistic

consciousness. - o
Chapter 11 will~argue that Ibn Quzman's diwan represents a

starting point for various studies. The most relevant to the
pUrpose of this thesis are the questions of form, la“r?guage and
style, and they-will be reviewed both as self-contained entities

and as phenomena originating in the light of extrinsic

" relationships = L ' S A

Nt e JUE AP

~ Finally, Chapter Il will give an analysis of ,me Quzman’s

amatory poetry. What has bden discussed in Chapters | and Il will

‘be set as foundations for the arguménts of this last chapter

" whose main target will be both the explicit and implicit meanings

of the poet’'s amatery verse. It will be irnportant to characterize

the nature of his literary art and deterrnine to’'what extent it

correspondNS*to the archetypal patterps of Araoic love'poetry. The

Chapter will also attempt an intrinsic classification in '

- accordance with the.r.ungtlon and the meaning of love verses 1t

. will introducécertain aspects of this poetry as innovation 1nto

Arab}c Amatory poetry in general, and it will prov1de 2 llt}ary

analySIS of rhetorical elements that shed light on the aes letic

aspects of Ibh Quzman’s love poetry 2 —

. This emphasis or thematic analysi‘s. ﬁn’ay simulfaneously

\ . ! - . ) It y , ! &
explain my choice of Todo Ben Quzman as the mogt apéroprlatgf
. - \ AR

reference for the purpose of thié thesis:; Aware(of the

significance of other editions (unfortunately, | have not had

a
3

access to Gorton's edition), | have tried fo consult the/m_

oy o
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, J . .
whenever facing ambiguous verses to which Todo Ben Quzman

could not off‘er"c'o,mplete interpretations. Furthermore, | deem it

)

nez:essary to underline that the linguistic barrier (by which |

primarily refer to my modest knowtedge of Spanish Arabic)

to arri

prompt\id me to consult freduehtly Gémez’s translation in order

at the most acceptable solution (given the fact that very-
' a

[¢} frerw
. few dictionaries contain expressions of colloquial Arabac inal- .

Andalus). It is primarily for these difficulties that my .

. thgllsh metre and rhyme, but’at conyeying the poet"s ideas as

. sinply and faithfully as possible, which by itself was often a

difficult task.

~
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CHAPTER ONE

The'L1fe and 'Tim\es of Ibn Quzm3an
- 'Q# <

G

-y A
A " '

ke >

Studles on Ibn Quzman's poetry have unammously recogmzed
its artistlc quallty, but have almost exclusively chosen to treat
its structural aspects as though they were independent of

© external circumstances. Ba;ed upon the assumption that Tbn

+ Quzman’'s work belongs to the sphere of art as an autonomous* -~ ’ R

~aesthetic body “these studies h have pr1marﬂy been directed i
‘towards the disclosure of ItS intrinsic nature. The résults which .
research Of this character achieves present the formal strycture
of Ibn Quzman's, work as‘welhaa its texture without a notable T .
insight into the impact on them of external factors %hjs, . .
however, cannot be app%led to the analysis of the content of 1bn
Quzmian's poetry and the_chéracterist_iyg‘_quallty of his style and.
exp;ession ' These aspects can only be understood through a

.close e’xaminatio}n of Ibn Quzman In relation to his environment

which urged him~to form a particular view of, 11fe and its moral

® - i

»

v - 2 '

lOne has to be véry careful when using the terms™content’ and form
separately. In the course of the development of.various schodls of literary
criticism there have been various 1nterpretations and definitions of these two )
terms and their reciprocity Many of them claim’that the distinction between -
them is untenable because they form a coherent unit with concepts such as
value, function and norm. “Content implies some element of form. The events
told in a novel, for instance, are parts of the content while the way they are
arranged 1nto a plot is presumably part of the form.. It 1s impossible tochave a

. science of form and structure or.style which 1s not part of an aesthetics and a
canon of criticism " See R. Welleky Concepts of Criticism (New Haven: Yale

' Umversity Press, 1963), pp. 55~ 68 ’

o
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code.2 Therefore, we have to recognize the consociation of these

two elements as the principle of causality in which Ibn Quzman’s

-experience of the historical background represents the cause,

whereas his work becomes the effect of the former, expressing,
at the same time, his mind and personality Thus,\before
commencing the assessment of 1bn Quzman's love poetry we will
take into consideration both his biography and his poetic activity
in relation to the socio—political and cultural circumstances

under which he 11ved and worked. If the findings show that these

.elements form an inextricable unity with the moral and didactic

méssage;which his poetry carries, it means that Ibr) Quzman
betongs to that group of authors who, although distinguished from
the common people for their artistry, still Very ex‘q_t_Jflsltely listen
to and interpret tfwe pulge of their society, rep}'oducmg images
and visions <;r it-tn their own way.

3

To start with, compiling biographical fragments of |bn

-~

‘ ;]
ng\mén is not a simple task. Little is known of this poet before

. "he came to be celebrated as “the most conspicuous exponent of
the art of composing zagal in the spoken Arabic of ai-Andalus.”3

»

2*The critic needs the help of the historian--all the help he can get.. but the

T poem has to be read as a poem-- what it ‘says’ is a question for the critic to

answer, and no amount of historical evidence as such can finally determine
what the poem says....” C. Brooks, “Literary Criticism,” in English Institute
Essays, 1946, as cited by R Wellek, Concepts ., p. 7. N

°

-

3AR. Nykl, Hispano-Arabic Poetry a5d~ Its Relations with the Old Provencgal
Troubadours (Baltimore: JH Furst Co., 1946), p 266.

“ <
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Sevgral of his poems (the only available sources of biographical
information in generél) contain verses which disclose nhmerous
precious data on his childhood and early manhood Due to the fact
that the primary concern of suéh verses 1s usuélly a theme other {
than autobiography, Ibn Quzman does not aim at offering an
.accurate and detailed reminiscence or a deécription of a -
particular episode af his h‘}e. Although thedate of Ibn Quzman’s

death 1s recorded by severat authors,4 the-year of his birth has

-

A‘_-—Femamed open to assumptronsandspeculations.

\ . , Y
)

Aly nahar! Kan husid ilaih al-war3
wa gara li-n-nasar fi-hi ma gara
N , fThusa wildl kunt and, lam nara
.. innam3 "ahbar-ni bi-1-qigsa habirs (no.38) -

4lbn al-Abb3r mentions in his Tuhrat al-Qadim Ibn Quzman's death In 55471159
when Ibn Marandish was besieging the city of Cordoba Ibn al-Khatib, on the
other hand, includes a passage in h1s /hata, where he adds to Ibn Quzman a
nisba ‘al-Zuhri® and says that he died on the 29th night of Ramadan 1n
555/1160, while tbn Marandish was taking over €ordoba. See Lévi-Provengal,
“Du nouveau sur Ibn Quzman,” Al-Andalus, 9(1944), p 353, and AR Nykl,
“Biographische Fragmente Uber tbn Quzman,” Der /slam, 25 (1938), pp.101-133.
5

What a day that was!

On that day people were gathered
and it happened to the vpe/tors what happened.
Inmy father’s testicles | was,
_and did not see,
but the one who did,

narrated the story to me,

- o

3

This stanza seems to have another questionable verse (although frrelevanf to
* the present discussion). In both Gomez and Nykli's edition, the subject of.

second line is nasar, meaning victors. On the other hand, Corriente has chosen

to read this word as nasara. In that case, the meaning of the verse would be:

\
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Th}is stanza, taken f?:om a zajal written as gfulsome praise
of YUsuf b. Tashfin and the v1'ct:ory which he gained at the battle
of Zallaga,® suggests Ibn Quzman's age at the time of this famous
event. Nevertheless, t\A;O transliterations and translations of the
crucial word khusa have been offered one, advanced by AR Nykl,
argues thatsthe proper transhteratlén 1S not khusa but’'khusl,

being thus a borrowing from Spanish choza, mearing “hovel, hut,

~ cottage.” Such an interpretation led this Czech scholar to assume

that in 1086 ibn Quzman was a small boy who lived with his
father in a hut where he was baeing told about the battle-
Therefore, Nyk1 maintains, the poet must have been born between
1078 and 1080 7 In the same secoztlo'n of the book Nykl mentions

that a more“extensive documentation advanced another theory

-

which was argued first by G.S. Colin and then by other scholars of

Ibn Quzman Having refuted the behief that Ibn Quzman al-Akbar,
-]

the secretary and minister of al-Mutawakkil of Badajoz, and Ibn

Quzman al—Asg%our poet, were the same person (as Nykl had

assumed), these\ cholars chose to read the crucial word as khusa-

“And it happened to the Christians what happened “ [See his Gramatica,
métrica y texto del cancionero hispanodrabe de Aban Quzman (Madrid Instituto
Hispano-Arabe de Cultura, 1980) Henceforth cited as CAQ] 1 assume that both
interpretations can be equally acceptable 1n the overall analysis since neither
jeopardizes the historical truth of the event or the Iterary value of the poem
Note that all zajals cited in this thesis will retain numbers which they bear 1n
the diwan edited by EG Gomez '

©The battle took place on Octdber 23rd, 1086 in the vicinmty of Badajoz. Having
been invited by al-Muttamid b. CAbbad of Seville to help with the resistance
against the Christian forces, YUsuf b. Tashfin set forth to intervene n al-
Andalus, setting thus the foundations for the Berber sovereignty on the
Peninsula. What is more important, with this victory al-Murabitin announced
the revival of the Muslim rule and {ts superiority ovgr the Christians.

7See AR. Nykl, Hispano-Arabic Poetry.., pp. 267-8

e
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(testicles), not khusT (hut), implying that Ibn Quzman, the zajjal,
was still unborn at the time of the batfle of Zallaga in 1086 No
further information has been tra;\smxtted to confirm the true date
o{ his birth.

From the personal data scattered throughout the diwan no
Clear idea of Ibn Quzman’s life and the chronological order of 1ts
events can be Ocrystamzed. What they offer is rather an
Interesting collection of fragments which, when combined, are

B "sufficignt to relate to us the author’'s character, his afflgmii‘talwes
and aversions, his friends and rel\atmnsmps, his journeys, the
principles boy(wmch he conducted his 1ife, etc. On the basis of
these data we can deduce that both the poet’s personal features

as well as his promiscuous.behaviour stood in an irreconcilable

contrast with the society of al-Andalus Tall, blond, blue-eyed,
but ugly, lbn Quzman always attracted other people’s glances

wi1th such a peculiar non-Arab appearance

l am a man with two legs, as you can see.
two hands, two arms and quite friendly. .
With a blonde beard and a pair of blue gyes. .8

N

Ana 'insan, kam\é tara,-bi—séqagn,
basis wa-[bi-] ’igraﬁa}n wa-[bi-] yaddain,
afqar al-lihya, [wa-] *azraq al-Calnaln ..

In addition to this zajal (no 9), there are several others which contain either

) detailed and picturesque or vague and unspecific descriptions of the author’s
( physical features. Such verses are innos. 13,14,24,67,71,76,132




o
What reaction this unusual personality used to provoke in
public with his Ticentious behaviour is both explicitly and

imphicitly narrated in the diwan. Ibn Quzman was fully aware of

. his eccentrism characterized by attributes and actions

»incomprehensible to the pu?‘tanical Muslim society of at-Andalus

It is apparent, however, that such a reputation flattered him to a

-great evtent, so we witness very often a notable, but deliberate

~dose of exdggeration in his stories about himself, inrelation to

10

the world around him. Moreover, due to the lack of textual proofs
for the authenticity of many a story that the diwan transmits, it
is important to emphasize that certain anecdotes can be accepted
only with a considerable amount of caution Whether such a
disposition should be J'udged as a naive attempt by the author to
elevate his ego to the spheres where 1t does not belong or as the
result of his vivid and unscrupulous 1imagination 1s a question
that can be addressed only after a detailed endeavor to sort out

the verses which do disclose his personality in general.

The poet’s life is not exclusively connected with Cordoba, o

his native city Although he never left the.Ibertan peninsula, lbn
Quzman tells us about his trips to Sevilie, Granada, Malaga,
Almeria and Valencia ¢ In addition to the diwan 1tself,
references to these journeys can be found in several other

sources. Ibn Khaldun, for example, mentions Ibn Quzman's

9N0.78, no. 124,
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frequent visits to Seville, 10 while al-Maqgqgari records interesting
anecdotes from Grangda which he heard from Ibn Sacid.!! In zajal
no. 145 the author explicitly states that he never saw the sea and
that he could not swim, which has béen accepted as a matter of
course by a number of scholars '2 A controversial comrment,

however, appears in zajal no.158

. "~ The seaof love is a mighty one,
| have reached the_ inferno-because-of-it

2
I
2
3
g
5: n
e
s

?

O gentle God, save me from 1tl
- For | have swum in 1t too long
to be able to abandon iti!3

" 10|bn Khaldn, The Mugaddimah, Trans. by F. Rosenthal (London:Routledge and }
Kegan Paul, 1967), 11, p 455.

I'TA1-Maqqari, Nafh al-tib T ghusn al-Andalus al-ratib, (Analectes], &d. M.R
Dozy et al (Amsterdam: Oriental Press, 1967), p. 636.

12
Na§abt fi bahar al-humim
wa-bi-11ah~12 nadri natim,
wa-13 raltu gat.al-bahar.

For example, Nyk] asserts this without question [see the prologue of his edition
of 1bn Quzman’'s diwan entitled £! Cancionero del §eih, nobilisimo visir, é-v

maravilla del tiempo, Abd Bakr 1bn €Abd al-Malik Aben Guzman (Madrid
imprenta de Estanislao Maestre, 1933), p. 21, or Hispano~Arabic Poetry ,

p 268] Colin, however, acknowledges this statement with a certain amount of
caution, aware of the fact that Malaga and Valencia are Mediterranean cities. -
He emphasizes that not every section of these cities has access, to the sea or
even a view of it, so he rather accepts 1t as being an unclear supposition [see
his article “Ibn Kuzman,” £/, New Ed., 3: 849-852]

3
Bahar al-hawa bahr Cazim,
hasaltu minnu f1 gahim.,
. Naggi-ni minnu, ya Halim!

© Kam 11 naCOm f1 da i-bahar,




‘ Gémez offers th‘is stanzaas a vaxluab‘le proof that not only could
Ibn Quzman swim but he was perfectly competent to do 1t. His
belief 15 based upon the assumption that both stanzas, from two

vdifferent poems, are functionally analogous, but have opposite
meanings.'4 This expla\natlon seems to me more acceptable. both

)3 stanzas truly have simtlar functions in their respective poems as

figures of speech, nonetheless, which of the two 1s the real sea

N N al e e,

is-a-matterof-pure-specutation— oo

4

What urged thrs outstanding poet to travel throughout al-‘
Andatus? It may have partially bee}w hiseverlasting curiosity,
but the diwan does not contain sufficient verses‘ that\mlrror the
poet’'s enchantment with a beautiful landscape, city or nature. In
the further development of the discussion, we will see that the

o major causes actually lay in the poet's con,stanthsear_“ch for the
patronage of the rich and the powerful. The numerous journeys’
that Ibn Quzman undertook aiming at the palaces of potential
patrons throughout al-Andalus suggest the existence of vémous
difficulties the poets of the time had to confront. It would not,
therefore, be accurate to characterize Ibn Quzman as a wandering
poet, but rather as a poet who was aware of the fact that his
talent was not sufficient by itself for survival in those harsh
times, and, what 1s even worse, tha?thlgsame talent was

disgracefully contingent upon the mighty and the rich

wa-1a nutig an nagtacu
145ee £.G Gomez, Todo Ben Quzman (Madrid Editorial Gredos, S.A., 1972), II,
0 p 898.(Henceforth cited as 78Q ).



in spite of the turbulentAsbcio—pohtic;m circumstances, Ibn

/ Quzman seems to have led a wanton ljfe. Resolved not to deprive
himself of earthly pleasures and enjoyments, he directed his life
towards the‘sphereé which were, at leasf superficially,
considered taboo. According to one scholar, “the major

_ > preoccupations of Ibn Quzman’s life are money, wine and love,” 13

and they seem to provide the poet with a perpetual source of

happiness. »

s
'

. Except for mine,
- - there 1s no kingdom after yours, O Sulayman,
_ and only the CAbbas1ds and the Umayyads
could compare with me. 16(no.11) J
{

In zajals no.18 and no 2i, Ibn Quzman, without sorrowful and

c remorseful feeh‘pgs, explains that the major cause of the
breakdown of his n}’arrl_age W?SthS wife's antipathy to m~s
addiction to alcohol That, however, did not disturb him notably -
Moreover, his wife and his children are a subject which rarely

figures Iin his zajals

’ | am repentant | don't want to marry again,
| want neither a bride with a coronet nor a wedding feast,

ISA1-Ahwani, Al-Zajal fial-Andalus (Cairo ‘Jamicat al-Duwal al-
CArabiyya,1957), p. 82, SR
16 ‘

Fa-12 mulkan i11a mulki-

batad mulkak, ya Sulanimén, {

fa-Bani 1-CAbbas bi-hali-
Kand, au Bani ‘Umz;}ya.

!




. .no domination is worthwhile but that of the.chinking of
glasses, -
sleeping outdoors, food and wine.!? (no2 1) " "
As for children whom he mentions as offspring of an unsuccessful
“ marriage, he seems to have had several (awlad 1nno 11 and atral
in no.143). He wishes them a destiny similar to his own (wa
: oné

yacish fi awi1adl man kana khall can wa zani). The only:among his

" sons known by name s Ahmad (d ca 600/1024), a Traditionist

who evidently did not find the er'sty]e of his father particularly
. appealing.
Preferring thus the solitary life of a bohemiahn‘to the
y,,»,'instltution of marriage; Ibn Quzman formed fof himself a new
(im)moral code 1n which passion for wine, money and adultery
acquired his full appreciation and attention, leaving very hittle
% space 1n his behaviour for what the fuggha’ thought as good
conduct under the rule of al—Mur\ébtth Having a black girl as his
housemaid,'8 [bn Quzman chose to live in the outskirts of the city
where there were “no hujjaj and no shuydkh around, but plenty

of widows without men” (n0.87). He says:
If you see my room, 1t 1s as 1f you see
a hon’s den

17 L \ ' ' \

An3 t3'1b, YA les naqul bi zaw

ag,
. wa-13 §alwa, wa-13a Carlisa bi-tag.
) La riyasa ga}r al-1a® b bi~z-zugay =

' wa-1-mablt barra, wa-t-tatam wa-§-farap
187ajal no 19. This woman (al-khudayma), called Z4d al-M31 1s also
@ mentioned 1n poem no. 88 ¢

x




with bones, a chairi and a peg.'

In this same zajal Ibn Quzman does not fail to express his views

of the fugahd’. These views are full of sarcasm and the poet's \

feelings of superiority, about which he implicitly boasts in the

poem. Yet, regardless of such an attitude towards the religious
authorities, 1t 1s apparent that his retirement to @he qu1ét outer

section of the city was not merely his chgice Part of the motive

(probably\ the greater-enel)-showld-beascrived -ty theconflict that .

repeatedly went on between the two sides,

So far we have presented a number of lllustratlons from lbn
Quzman’s life a'nd provided an idea of the character of his _
lifestyle. Inorder to understand sufficiently the nature of his a
conflict with the ruqaha-, we will now draw the general outlines.-
of the historical background of Ibn Quzman's 1hfe and his poetic

activity

In 1090, al-Murab1tln returned to al-Andalus with the

- realization that the indigenous Musq’m population was incapable

of offering.a successful resistance to the advancing Christian

Lau tard banlti, kattara banit asad

fih Cu._ze.a_}mét, wa silsila, wa-watad...

Zajal 'no 19 One notices here a very interesting, but somewhat unclear, simile
A comparison with the Tion should imply the poet’s feeling of dignity,
superiority, and pride. He lives by his own moral rules and looks down on all
the mortals beneath him Are the bones the remains of the victim who tried
unsuccessfully to subdue and tame this beast with the chain and tie him to a
peg? Very likely, and we can sense here a certain dose of warning addressed to
anyone who would try the same VYet, there were many of those who tended to

b

_censure Ibn Quzman like the fugaha’, for example, as we will see later.

t}\



forces as. much as it was incapablé of restoring the Islamic
\ Drincifﬂes whiéh had degenerated as a consequence pf the:
political fragmentation during the period of Mullk al-Tawaf
(the Party Kings). Basing the foundations of their“ rule upon the
puritanical doctrines of Mél]kiém and ,Ca.sabiyya'(tribal
solidarity), al-Murdbitin formed a strong military state

“Established in the western Maghrib, the state now expanded

o

throughout the territory of al-Andalus

The Murabit state, then , was not a mere , &
predatory amirate It was foundedon a ‘ -
. demand that the Maghrib should enter into, ™
—— the full stream of the Sharci life of the
central l1ands of Islam, and it extended its
power on the plea.--like that of the
‘ ) -Zengids 1n the east Mediterranean--that  __
: @ oy Muslims must close.ranks against the
5 Christian threat 20

~Inthe domain of politics and retigion, al-Murabitdn ,
fundamentalists that they were, 1mposed strict measures 1n order
to undermine the current power of the Arabo-Andalusian

aristocracy What was the justification for such'an action?

0 During the périod of the Party Kings, the Arab aristocracy

' gradually loét 1ts emotional and inth_ectuél connections with the
Muslim trad‘itlon‘and culture Furthermore, 1ts religious
community was now esserj\tlany disunited in the sphere of
politics The rising Christian consciousness which started to

Interfere with the 11fe of the Muslims without meeting with any

o - 20pm Hodgson, The Venture of 1slam (Chicago: Unjversity Press, 1974), II, p. 269. .

i
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paurticular resistance or direct confrontation from the petty
_ Islamic’states, gave birth to anew historical process: a gradual
assimllatfon of the two cuitures to each other, resuiting in what
al-Shaqundi defined as “a true H'lspano Arabic civmzat\on "2
Poetry, belles-lettres and the arts in general enter‘ed a perjod of
a rapxd florescences ! ' ‘
Under such circumstances, al-Murabitin found 1t necessary
to introduce a radical transmutation in the intellectual and
religious life. The political-authorities affiliated themselves
with thg fuqahé?’ who supporte‘d Malikism in a very inflexible
.manner, iifusing rigorous control over the public manifestétion

of ideas.

A‘lthough in its\ariginal features this,Medinan school was
not distinguished from othersg hgol's 6f law by 1ts~extr§mism, 1t
certainly.did acquire such a reputation under the conservatjve
juristic order in Spain. The mcreasmg rigidity of the Malik1
doctrinmes was noticeable in various spheres of the mtellectual
and socio-cultural affairs. Al-Murébi;Un,«having defehded <
'P’IUSll;mS4 in Spain‘\from the rising Christian forces, soon put an end
-to the rélétwe tolerance maintained both by the Umayyadé and the
Party Kings towards the Jews Christian% and Mozagabs. They *
provided the fugaha’ with amabsolute domination in the internal

. affalrs Probably the most extreme actlon in the process of

mjposmg orthodoxy wasw—da -fé of al-Ghazali's works,

4

\ n - L]

ey

2‘A1 -Shaqundi, Elogio del Islam Espanol as cited by G. Gémez, “Un eclipse de
la poesia en Sevma " AI—AndaIus 10 (1945), p. 294,
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considered as heresy on the ‘part of the jurists, Here is how al--
'Marrakushi views this situation: ' !
only those who followed. ¢ilm al-furdc, - e
that is, the Maliki school, could come close ' ‘
to the AmJr al-Muslimin and enjoy his ~ '
¢" favors. This was the time when the books \"7\
of this school were  distributed and studied
. whereas others .were repudiated. This - .
- slasted until the Book of God and the Hadith
o of the Prophet (God bless him and grant
' him salvation) became forgotten, so that.
_ndne of the celebrated men of the epoch
/, worked devotedly on them People of that
‘ tire charded with unbelief anyone who -
seemed dedicated to any realm of ¢jim al-
~ kalam. The jurists denounced scholastic
) “tg})ology to the Amir al-Muslimin, they
expressed their loathing towards its
forebears and denounced everybody who
* possessed anythmg concerning the sub ject,
considering it to be bid €a In
~rehigion. .When the books of AbT Ham1d al-
- Ghazali (may God have mercy on him)
\ entered the Maghrib, Amr al-Muslimin
' ordered their burning and applied awful
penaities such as the shedding of blood and
confiscatior of properties upon anyone
who possessed any of his books. The state
of affairs became later more chaotic... ) .

While it was impossmle under such"cond\tions to maintain
those princ1p°les of 1iving that had ex15ted2dur1ng the period of the
Party Kings, 1t was.equally futile to attempt a total change from
one lifestyle to another. A solution had to.be found for the

tensign tha/t§constantl?*grew between thé two sides (the one -,
o .

7 o]
. ° 22 K1-Marrakushl, al-Mucjib fT talkhis akhbar al-Maghrib (Casablanca: Dar al-
+ Kitab, 1978), p.255.

-



. which supported the new conservatism and the other which
opposed it) in order to bring a state of equilibrium to al- Andalus
In the final years of the rule of CAlT b. YUsuf b Tashfin
(ruled 1 106-1143), the Almoravid state started to lose 1ts
political and rehgious enthUSIasm The great mititary and
religious atcomphshments of these Berbers gradually faded away
as the state entered its pemod of declm@ Ibn Kha]dun,wews this
Qr.ocess as a stage in all history, wmch--accordllng to hmj--tqge
successive phases of ascendency, decline and collapse. He
maintains thet tribal solidarity (casabiyya), when reinforced by.
religiousaffiliatmps, usually forms a powerful fczrce which lasts
> 5o long as the Bedouin do not indulge in the civilization of 1

sedentary fpeople.

The goal of civilization is sedentary !
culture and Tuxury. When civilization’ |
~—reaches that goal, it turns towards
corruption and starts being senile, as
happens in the natural life of living beings. Nc\ _
‘ , Indeed, we may say that the qualities of '
character resulting from sedentary cuiture
- and luxury are identical with o
corruption...When a dynasty disintegrates
and crumbles, the civilization of the city,
that is the seat of the ruler of (that

. ' KY dynasty) al&o ’crumble’e{and in this process

often suffers completg rujn.23

Fuurther explanations advanced on this issue underlige th;e \

existence okir resentment‘between, the Almoravids and the Arabo-

! - S [

. e ~
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c 23Ibnm1dﬁn, The Mugaddimah.., 11, pp. 296-71. _ Ly
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Andalusian aristocracy.24 The former were tribal peoplé \;/ho
belonged to the Lamtdna confederation of the Maghrib.25 As eny /
other community of this kind whose forefathers had different
o‘rigins,‘-al-murébit.ﬂn favored families with whom they believed
to share a common ancestor. Thus, during their rule in the ‘
Maghrib all members of the Lamtdina confederation conspicuously
enje;/ed a‘privileged s’tatus.éln Spain, however, this

discrimination created a much stronger tension among other

. Berber Qroups. what increased this"f'é’nsion was the attitude of

the Arabo-Andalusian aristocracy. ln spite of the military and .
relqglous acmevements whlch helped them form a stable pohtlcal
orgamzaﬁon the Almorawds were resented by natlve Araps.
C-onsidering themselves to be far superior to the Berbers, the
Arabo-Andalusian arlstocr‘acy refused to accept ai- Murabltun as
an equal social stratum. _
All these factors, reciprocally reinforced, led to a gradual

loss of stability and security among the ruling class. How was
«his dechne projected inreal life?

* Inashort period of time, al-Murabitlin plunged into the
chair_“\m and Tuxury of Andalusian cities. They adopted many of
those customs which tﬁey had originally detested and later

depicted as a direct motive for establishing their rule in this
' /

H

245ee M.Watt, A History of Islamic Spain (Edinburgh: Edinburgh University

Press, "19%5), pp.95-102 and R. Dazy, Histoire des mus)mans d’Espagne (Leyde:
EJ. Brill, 1932), Ili; chapter 13-15. 3

25Fpr an extensive account of the origins of the Almpravids see A.Mahmud,
Qiyam dawlat al-Murabitin (Cairo:Maktabat al-Nahda al-Misriyya, 1957) and B.

Vila, Los Almoriavides (Tetuan: Editora Marrogui, 1956). . C\



territory. “This admiration [for the culture and material lifel led,

R if not to moral corruption, at least to a weakenihg of moral - /\
‘ fibre...There was a loss of cohesion in the ruling institutionsas a i ) )
« whole.”26 % o

While in theory they still insisted on the puritanical
ideology of Malikism, prohibiting any action which-did not - .
correspond to its t¢nets, in practice the Aimoravids fully
contradicted themselves’by altering the prescribed moral
standards. “From this contradiction the Almoravids never
succeeded in disentangling themselves, but became prisoners of
their own rfgid doctrines and proved unable to adapt to changing
circumstances."27 '

Thus, the exegesis of the Ou;*’én and the study of hadfth
were dlscouraged as much as any speculative thought, while
educatlon remained independent of the Malikite theocracy 28 The

{

measure posed against the llterary and artistic activity became

quite superﬂma though al- Ghazah remained persona non-grata
throughout the Almoravid state. The inclination not to tolerate
.communities other than Muslim was still strongly impianted
N althougt, in real life, pleasure a?wd joy weke equally shared among

“~

all those who looked for them.

¢
MGMWatt A History..., p. 100, N
27y, Monroe, Hispano-Arabic Poetry (Los Angeles California University Press oo
1974), p. 35.
C ™ 28bid, p. 34
- !
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However, the native population did not approve such a
tendency of al Murabitun and their agent3, the Malikite fuqaha’.
In Ibn Quzman’'s diwan, for example, there are various verses
which allude t;) the mutual 1nfluence§ of different cultures. He

celebrates some non-Muslim holidays (nos.41,87,137),

-..extensively uses Romance as a supplementary language, mentions

Christian names (n0.12,20), andnarrates about the time spent in
di\;erse companionships. in addition to the artistic purpose, these
allusions show that the multidimensional and spontaneous ’
adoption of un-Islamic customs is accepted as an inevitable
consequence of sharing common ground throughout the centuries.

Another paradox of the time 1s related to us by al-

Marrakushi and Ibn CAbdln. They both notice the sigrh‘ficance of

women in_such a state of affairs. |bn CAbdun informs us that the

" . '
law required women to wear veils in public in order to maintain

the decency of society. Numeroué prostitutes, however, were
permitted {0 keep their hair 1oose so as to attract potential
customers, covering it symbolically with a garland whose
function was to meet partially the demands of the Jaw.29 Yét, it
seems that the ‘decent’ women were also m\(ol‘ved in the Tax lifeT

@

ofpal—Andaius:

Women took over the situation and matters
depended upon them. Women from the
great families of the Lamtlna and the
Masifa controlled all the corrupted ones

"% and those who went astray, all the

291bn CAbdTn, Séville musiimane au début de Xlle siécle, Trans. Lév1 -Provengal
(Papis: 6.P. Maisonneuve, 1947.), p. 113,

* “

@

.




]
.
’1"~
-
}

. robbers, wine merchants and inn-keepers.

In the meantime, the ignorance of Amir -

Muslimin "grew and his weakness became

stronger....30 , : \

Ibn Quzman does not fail to reg:ognjze such a gap between
theory and practice. However, he does not express it from the
background, as an objective contemptator, but rather from within,
as an active participator He does not even take the role of a
peaceful participator; Instead, he consciously throws himself
into the conflict as a provoker and very often as a victim. Hlé
actions alje scorned and his words are subjected to censure. o
.Ne;vertheless, Ibn Quzman is not afraid. His passion for wine and

adultery is too strong, almost impossible to resist. He says:
‘ Those who are afraid of the fagih °
~ ’ are the unskilled ones.
As for myself, | respect him,
but avoid him.
__ Whore be the mother of the one
'. who does not drink,
even if he carries al-Ghazali on his head!3! (ng.22)

Ilbn Quzman is not apologetic and he does not excuse himself for

the way he is. He does not contradict himseNf by playing the role

N

3

N * 30a1-Marrakushi, Mu Cjib..., pp. 260-261. \
31

Yah§a 1-faqih kullu man 13 yadrub:

ana nawaqaqar fagih wa-nahrub.
. Gagyaqat umm alladi 165 yagrub,

[wa-llay kan cala rasu 1-Gazzalll

The last verse G. Gémez understood as an of fense to the mother of al-Ghazall, |
do not see why, because the second half of the verse refers to “the one who
does not drink,” not torthe “the mother.” See G. Gémez, TBQ, 1, p. 120.
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of a hypocrite who, in front of the authorities, displays a

sembl_a\nce of false morality, and not his true self. He refuses to
pretend, insisting that everybody accepts him the way he is.

Blunt but sincere, in zajal no.94 lbn Quzman offers aavice to all
consumers of wine on how they should behave when confronted .
with a faqih or imam in the moments of practicing the illegal

énjoyment. He says: _
You shall see when you ask me:
“Have you drunk wine? -
y, - | will say: ‘Indeed | have,
and that, from a very big glass!’32 (n0.94)

7

~ Although addressed to drinkers in general, these verses
reveal an inti‘mate connection with the circumstances of his own
" _life. His strong desire.for drinking does not betray him, and he
hopes it will be present in the Hereafter. “Bury mae in avineyard,”
exclaims Ibn Quzman, showing that not even death will detach
him from wine, mu&(’less the fugaha’. On the other handg, it
seems that when {bn Quzman is movggby a strong impu“l‘se, he 1s
.able tocontrol his greed. Several poems show that absEinence
from wine overwhelms him during the month of Ramadan. While
on the one hand we see him enjoy harvest time in which he .
devbtedly participates along with large groups of people (no. 50),
- celebrates the making and consuming of wine and enjoys its

- effect on hi's spirit, we witness on the other hand his respect for

32
Tadri’'id qulitall: Saribta Cuqar?

“Ihi, haggan: Kannabtalac-ha kibar...”




the religjous holiday and its rituals.’ What is astonishing,
however, is the poet’s conscious attempt to avoid an explicit
statement about his submission to the demands of Ramadan. in
zajals nos. 1 I'9 and 136 Ibn Quzm3n celebrates the end of s

-

Ramadan, which enables him to drink again. He says:

Hurray, drunkards,33 : 4
for the sake of the Prophet, gang!

This is the time when
the month of fasting ends! (no.138) .

Similarly, zajal no.137 is not directly connected with Ramadan
in the previous two poems it was the end of the holy month that
was solemnized; here, the poet invites his friends (ikhwani) to- - -

join him in drinking because Ramadan is on the threshold. He
4 .

says:
Where are you, drunkards,
where are you all ?
‘ Whosoever has wine to pour, i
my advice to you is: empty the cups and keep what remains,
for the days will.come '
" when that little will be craved34 (no.137)

g
3

33 .
\ ‘ HalyT, ya-hl al halaca,
| Bi-n-Nab’, y3 jamaCa,
alyam as-saum f-as-sa‘a . .

Y

tatammul

It says in the text, ahl al-khald €a, meaning more ‘the licentious, promiscuous’’
ones,’ but Ibn Quzman tends to use this expression especially wheﬁ talking .
about his wine companions, so that the translation ‘drunkards’ s probably the

’ most appropriate one. -

34 (See tent {m?b ).
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Given such poems, ho~w should one exp?ain Ibn Quzman's
abstinence from drinking during Ramadan? (s this month jus;t a
burden which falls on his shoulders, depriving him of his
indispensable need? One can easily fal.l’ tnto the trap of the
outward layer of his poems which does'not prompt a casual reader
to scratch the surface-to find unarticulated meanings underneath.
Ibn Quzman was, in fact, concerned about religion. Non-
conformist that he was, he would have not otherwisé tried to -
restrain his greed from drinking wine, nor would he have observed
the beginning and the end of Ramaﬁén. It seems that he was
emotionally attached to this aspect of traditioﬁ, regardless of his
partial gravitation towards secularism. Furthermore, with a lot i
of enchantment and enthusiasm, Ibn Quzman describes the hectic,
but meré'y atmosphere in Andalusian cities during al-¢id, and also

in his house. In fact, he dedicates a series of zajals (nos. 8, 82

., and 85) to this thefne, offering in each of them different, but

equally picturesque, descriptions of various aspects of-the
holiday.. It is a highly emotional series which reveals Ibn -

Quzman's intimate identification with the high spirit and the -

- solemnity that al-Cid evokes in every Muslim.

[EL) ALBA, [ELIALBA  ES DOLGE, 'EN UNA DIA,
Such is tomorrow and such is the evening.

Alna kum, ya huna¢ ar!na-kum agmac-kum,
Man 1u hamran, yahrag, fa-'ana nangah-kum: .

farrigl da 1-akwas [wa-Irfact qutCan-kum:
sa-tagi-kum alyam tahtagu 1-awan.




give me your hand to kiss,
to put a hundred kisses on it.
God rewards the one who observes
‘ and follows the custom.35 (n0.82)

When rétading such poems, it is hard to make auparallel between

this Ibn Quzman and.the loud one from the bordellos and taverns.

- Herhowever, conspicuously insists on establishing for himself.

the image of the latter. Only rarely does he step forward and
speak about his life in circumstances not related to adultery and
drinking. Zajal no. 147 is one such spontaneouys flow of

melancholy and sincerity, so uncommon for Ibn Quzman. He says:

Ibn Quzman repents: let that last forever,
His days amongst the days of other people
were feasts.
~The tambourine and the drum are silent,
and readiness to dance is gone.
And now, praying and worshipping _
from the minaret down and up he goes, N
having become the imam in the mosque, " '

-

335

[EL] ALBA, [EL]ALBA  ES DOL&E, ‘EN UNA DIA, L
wa-kadak yadda gudwa wa kadak min Cafiyya. ’
W-arra yaddak-nagabbal, wa-hud ett fi-ha miya )

Sakar A113h man aufa wa-tamal bi-1-mukarrar!

The first verse is the famous verse written in Romance (usually not translated)
which has had several interpretations. In this particular transliteration done
by Goémez, its meanirg would be “Dawn, Dawn is the sweetness in a day.” See
T8Q, 111, p 331. On the other hand, RM. Pidal had Alba, Alba es de luz en una dia
[Dawn, dawn is the light in a day]; see his Poesfa drabe y poesia europea
(Madrid: Espasa Calpe, S.A., 1973), p. 65. According to Gémez; this .

‘interpretation is inadmissible due to its metrical discord and the meaning of

the stanza.
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& prostrating himself and bow ing.36

Let us now return to our original premise that ibn Quzman's
life~ represents an important factor in the overall analysis of his
poetry by being a personal response to the particular historical )
circumstances of the time in whiéh he lived.

§
4

\ .
w 'here are three distinctive periods in Ibn Quzman's tife out

.of whig:h we have disclosed the second as the most impprtant one.

The first, irrelevant to our discussion, ends when Ibn Quzman

abandoned the classical methods of poetry and turned to the art

" of composing zajals, seeking the patronage of the wealthy

families. This marks the beginning of the secondperiod in which
the diwan was produced. The third period is probably the
shortest one, marked by tbn Quzman's withdrawal from the world

of poetry and becoming a penitent, religious man like the imam

#»f a mosque.37

Although we_have no authoritative proof that the diwan

primary sources (al-Maqqari, Ibn Sacid, Ibh Khaldtn, al-

Pl

36

Qad tab Aben Quzman: tuba 1u ’in dam! ,
-~ ‘Qad’kanat alyamu aCyad f-al-alyam.
Bacd at-tabal wa-d-duff wa fatl al-akmam
min sumuCa 1-adan yahbut wa-yatiaC:
imam 7 masgid sar Yasgud wa yarkaC e

37we have to accept the credibility of zajal no. 147 (cited above), because no

.other reference to this phase of 1bn Quzman's life is available.

'

'poésesses a full autobiographical character, on the basis of other -

\




Marrakishi) we ¢an deduce that Ibn Quzm3n transmitted many
events from his life to his poems: adding or detracting
unconfirmed details (the difference between real 1ife and literary
fiction is understandable: when true events enter the domain of
poetry, reality must give way to the poet's imagination). With a
few exceptions and throughout the diwan, Ibn Quzman maintains
the purpose of bringing to light wr}at people around him dare not
mention in public, due to their position, mentality or interest,

Ibn Quzman, however, is courageous and determined to reveal 1.t
fully. Inorder not to criticize othérs and spare himself, he
behaves as agitator who loudly rebukes the rellgioué authorities,
violates their law and is on several occasions arrested and _y

maltreated accordingly (nos 39 and 41). Thus, the targets of his

‘attacks a:re all'the hypocrites of the Andalusian society, officers,

rulers, fugaha' and prostitutes.’ He spares nobody, as long as the
“victim” represents an object that deserves a sarcastic exposure
Here we come in contact with ibn Quzman's objectivity and

realism: he listens, he observes, he recognizes and differentiates.

After ‘pqrcepfion’ comes the final step, the transformation of

im\a\ge/é/and sounds into poetry which will fascinate, entértam,
embarrass and, hopefully, pave the wayp to a necessary change.

This period of Ibn Quzman's life lasted quite long. We have
already defined the accompanying factors which have influenced
it and channeled the mainstream of the poet's activity The pivot
was the historical background. As long as these historical

circumstances maintained their character, Ibn Quzman's life was
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.besieged by al-Muwahhidun.

reciprocally integrated in them, absorbing their vital substances

50 as to keep up with them and meet their demands.

In 1147, the Almoravid empire collapsed under the pressure
of a new Berber dynasty from North Africa, the Almohades (al-
Muwahhiddn). A new life§tuation confronted the people of al-
Andalus, marked by anew pohtical order, poverty, turbulent
rebellions and wars. 1bn Quzm3n as an engaged poet had to face
what many of those who possess such a well-directed realistic
dimensjon and objective crit:eria sooner or later exper;ence: a

realization that there is not enough air in such stagnant social.

circu-ms_tances, that ind_iy.idual awékenings of cultural

consciousness and ca,ils for change‘,\inevitably take deformed and
invisible forms, and are doomed to failure. With the arrival of
the Almohades and a new difficult epoch, Ibn Quzman felt that he
had aiready Qaid his debt té his times by-composing h1s engaged
poetry. It wés time to re.tire. Turning to relkigion and God meantag
new psychological support and a new motivation for living. '
~Ibn Ouzman’ died in 555/1160 when the city of Cordotga was

ﬂ’u@
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“CHAPTER TWO

¥
~ -

‘. .o . The Poet ‘aﬁﬁné DIWaEn

‘ - T A wbrk of art will

1 . ” - appear as apositive
value when it regroups
the structure of the

. - preceding peried, 1t

.t " will appear as a

‘ negativwe value if 1t

takes over the _

: structure without.

; , changing 1t.!

ﬂre previous chapter served the purpose of surveying the .
phaée of Ibn Quzman's hife in which the poet’s awareness of a
decrepancy between his mter;wal and external worlds channeleb
the mainstream of his poetic activity This 1s also the phase In
which the diwan was Eomposed, mirroring lbn Quzman’s 1deas and
contemplations. The second vchapter w11l approach Ibn demén
throughahls diwan, aimlhg@'a\presen‘fatlon of 1ts overall poe'tlc

value. An insight into the vari;o/us aspects of its composition will

.provide an evaluative commentary before we reach the main focus,

6f~mi§thesis—-lbn Quzman's love poems, to be dealt with in
Chapter Three. °
Ibn Quzman’s book of poetry was not introddged to its first

critics in i.tS~or’lginal form. For one reason or another, the

_precious document written in the poet's ownhandwriting did not

Y

- survive, and what has been transmitted to us i% actually its
. . g . I i v

o© ~

PR AN

1J. Mukarovsky, as cited by R Wellék‘, Concepts of EriticYsm (New Haven: Yale .
‘University Press, 1963), p.48.
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reproduction done several centuries after 1bn Quzman's death by a
Ralestinian from _Safad who, out of pleasure and individual e
interest,‘copied the di'w\én for his private hbrary.?

During 1819and 1825 the Russian * Asiatic Academy" of St
Petersburg imported a number of manuscripts from the personal
collection of a French dlplomat m the Middle East. In this
valuable collection of documents written 1n Arabic, Persian and‘
Turkish was the Palestinian copy, of Ibn Quzman's diwan. The
first to retc‘ognize and appreciate the originality of this poetic
wgrk was Baron V R. Rosen, the founder of the new SCWBO/I of
Russian Oriental studies He published a description of the
manuscript, and included in 1t a short biography of the poet as
well as several quotatlons from the za]als Another significant
achlevement was soon to follow in 1896 Baron David von
Gunzburg, having overcome numerous difficulties that
accompanied the deCIpheri‘ng of.-the manuscript, arranged and
published the first photocomposed edition of the entire diwan.3

The corollary of Gunzburg’'s s%udies, as well asghe studies of
! .

“ 2For a mstorical account of the diwdn see I Kratchkovsky, “A Unique

Manuscript and Scholars of a Dozen Nations: Eastern and Western,” Among
Arabic Manuscripts, trans. T, Minorsky (Leiden: EJ. Brill, 1953), pp 74-80, A.R.

Nykl, Cancionero del Seih, nobilisimo visir, maravilla del tiempo Abd Bakr Ibn’

CAbd al-Malik Aben Guzman (Madrid: Imprenta de Estanislao Maestre 1933)
pﬁXV XIX, TBQ; . Il, pp. 925-934, .

3apart from this, another diwan was discovered in Damascus by 6.S. Colin. It
came to be known as the ‘large diwan’ because it included certain fragments
‘and poems hot found in the Palestinian manuscript.. For more information see
0J. Tuulio, “1bn Quzman: édition critique partielle et provisoire,” Studia -
Orientalia: Societas Orientalis Fennica, 9:2(1939-41),p 267; W.Hoenerbach &
H. Ritter, “Neue Materialen zufh zacal;” Oriens, 8 (1950), pp. 260-70.
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later qqu:TTE"ni’sts, was their high apﬁre’cxation of this unique
document and a unanimous recognition of 1ts significances

K In addityon to the problems related directly to the literary‘
and artistic aspects of Ibn Quzman’s poetry, the diwadn provided
bases for research on several issues: elucidation of zajal and
muwashshah, the Hispano-Arabic strophic forms;4 penetration
into the linguistics of an extinct language, Spanish-Arabic;>
d;scovering parallels between the Arabic and the medieval
European literatures,® and ylelamg the outlines of the social
history of the 12th century al-Andalus by using the diwan Ha
soalal document. ltois important to underiine that this chapter
does not endgavor a detailed study of these 1ssues It deems -

necessary, however, to draw their major outlines, which will

suffice for a better literary analysis of the poet’'s style and

4it has earlier been said that the great majority of studies on Ibn Quzman’s

’ - poetry chose this particular aspect as their focus At present, the leading
names are undoubtedly G. GOmez, S Stern, A R Nykl, W Hoenerbach, al-Ahwani .
and F Corrlente ’

SSpanish -Arabic, as this language 1s called, 1s still an enigma which needs

further elaboration due to the fact that 1t perished from the territory of al-

Andalus soon after the fall of the last Muslim stronghold on the Peninsula The

little of 1t that has been preserved 1s concentrated mainly 1n Ibn Quzman's

zajals. Thus, working on this form paved the way for studies on the language.

o So far, there have appeared two mainstreams, one of which 1s the ‘traditional

" school represented by scholars such as Colin, Gémez, Tuulio, Stern, Hoenerbach,

v Ritter; and the other is antithetical and 1s recently advanced by F. Corriente.

. ‘ For more information see Corriente’s two articles “The Metres of the

Yoo Muwashshah, an Andalusian Adaptation of CArdg,” Journal of Arabic Literature,
13 (1982), pp 76-82, and "Again on the Metrical System of Muwashshah and

' Zajal," Jourral of Arabic Literature, 17 (1986), pp.34-49, as well as his CAQ

‘ ‘ pp 7-81.

6These are hypotheses which so far have not found full support in modern
scholarship, primarily due to the lack of sufficient documentation. The first to
’ - . initiate studies in this direction was probably Julian Ribera y Tarrago in
c Disertaciones y opusculos (Madrid: E Maestre, 1928). )
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expression. The accent will be placed primarily on the first of
the issues, whereas the others will not be addressed separately,
as they will be subsumed under the gliscussion of larger un?lts

. &
Ibn Quzman's book of poetry, entitled Diwan al-shaykh, al-

" wazir al-ajall, 7 u ¢jabat al-zaman; Abl Bakr b. CAbd al-Malik b.

Quzman (rahmat Allah Calayhi),® is composed of two parts the

first represents the projogue, and the second is the main body of @

the book, his poems, whose number is 149.9

The Protogue of the book begins with the basmala and the

tasliyya, and contains quite a pompgus Introduction into_the
subject, .in which the poet portrays himself as the master of
zajal, due to whosgrierits this form had reached its perfection
It is 1ﬁtenestlng tf8t the prologue 1s written 1n an impeccable '
classical Arébic. a clear evidence that the poet’s choice to
compose 1n the colloguial language stems from reasons other than
his ignorance of the standard one. Here 1s what he said

When | acquired a perfoect freedom-in the

art of composing zagals and when my

natural talent responded easily to its
strange charms, the foremost leaders in

L 3

P

71t s interesting that Ibn Quzman calls himself a vizier not only in the title of
the book but also 1n several poem's\(nos. 81,24).

8At the end of the prologue appears another title, /sdbat al-aghrad fi dhikr al-
atrad. This diwan, as the author states, 1s dedicated to his very best friend,
al-Washki, to whom he also dedicates a good rumber of panegyrics and love

_poems. ¥ N

9This is the number found 1n the small manuscript, that is, the Palestinian one.
G. Goémez, however, includes in his edition a number of fragments which are
asserted Lo be Ibn Quzman’s poems, but are found in other sources. Thus, his
edition comprises 193 poems and fragments altogether .

.
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~this art became my suite and my
\ attendants, because | reached in it
mastery which no one had reached before
me, and a technical virtuosity whose fame
was spread far and wide. | established the
principles of the art and made it difficult
for dull brains to engage 1t 10 “

a L]

After citing verses of several, in his opinion, unsuccessful
authors of zajal, commenting on them with sarcasm and mockery,
Ibn Quzman brings up the name Akhtal.b. Numara,'! the qnly.
predecessor whom he acknowledges and pré]ges for having shown

outsténding skilt in this art. “The only‘one in whom | s\aw natural

flexibility and fertile ground, the only one to whom the pilgrims

" devote seven circumambulations and who is-the true master and

suzerain in this art is Akhtal b. Numara " 12

In spite of their conspicuous egotistical character, Ibn
Quzman's statements about his unsurpassable mastery n zajal
seemed to have a sound justification. Modern Western
scholarship was not the first to apprectate this quality of Ibn
Quzman’s poetry. Its recognition dates back to the poet's time -

and can be fouhd in the concurrent literary commentaries which

~ show a general awareness of Ibn Quzman’'s mastery in the art of

zajal Here is what |bn Khaldin says: '

10Transiation by AR. Nykl, Hispano-Arabic Poetry and Its Relations with Old
Provencal Troubadours<{J.H. Furst Company, 1946) p, 269. ° :

"There is no reference to him in biographical dictionaries.

12040, p. xx (transiation mine).
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The first to create the zajal was AbU Bakr
b. Quzman, even though zajal Jpoems were
composed in Spain before his time. But the
beauty of the zajal became evident, its
ideas took on their artistic shape, and its
~ eloquence became famous, only in lbn
' ' Quzman’'s time He lhved in the days of the
' _ . Veiled (§inhaja Almoravids). He is
~5 (indisputably) the leading zajal poet
‘ Ibn Sacid said' ‘| saw his zajals recited in
Baghdad more often than | had seen them
recited 1n the cities of the West And’
continued Ibn Sacid, * | fleard Abl Hasan b.
Jahdar al-Ishbili, the contemporary zajal
poet, say. ‘No leading poet has produced a
zajal like that of Ibn Quzman, the
principal zajal artist..13

The question that poses itsélf at this point is related to the
epistemology of zajal --"the second and the last expression of

“the strophic poetry in Muslim Spain [the first bemé

muwashshah] "4 How closely connected are these two forms 1s
" evident in‘many works which do not make\a pacticular distinction
between them “Muwashshah composed of such stanzas was also
- called zajal yvhen it used a more colloquial Arabic of al-
Andalus...," 'S or “The za_ja\l is simply a muwashshah written'in
H]‘spam’c dialect instead of classical 1dnguage.”'® It is not our

concern here to assess the validityof such statements, but

{

‘3lbn Khaldin, Mugaddimah, trans. by F. Rosenthal (London: Routledge and Kegan ‘
S Paul, 1967), H11, p.455, .

147BQ , 111, p. 185, N
ISRM. Pical, Poesia drabe y poesia eurobéa (Madrid: Espasa Calpe, S.A. 1941)

@ 166.5. Colin,“ A.R. Nykl: El Cancionero de Ibn Guzman Hesperis, 16-17 (1933), p.
166.
=g
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simply to show that the discussion about zajal spont)aneously
involves the mention of muwashshah. Therefore, we will first
discuss them interchangeably, and later make a necessary
separation in order to clarify their respective natures. Since Ibn
Quzman, in addition to zajal proper, composed one muWashshab :
and occasionally something that S. Stern defines as

a “muwashshah-1ike zajal, "17 it will be helbful tg have a cleay‘idea
of both. a ‘

The history of these two forms presents an enigma whose

solution requirens much vaster documentation than that already

existing. The arguments advanced among scholars, both Arabists

and Hispanists, are but mere hypotheses which offer only a
partial answer to the crucial question: when did muwashshah

and zajal appear, and iR which order?.
; Ve r
The general belief gives historicdl priority to muwashshah.

G. Gomez's statement about this subject is quite categorical,!®
’ while S. Stern, aware of thé numerous lacunae in the offered
analyses, seems to be more reserved: “The question to be
answered is no longer to be posed in the form employed hitherto:

\ v

given two species of strophic poetry, having one common:

173ee his Hispano-Arabic Strophic Poetry (Oxford: Clarendon Press, 1974), p.
’ 171,

1878q, 111, pp.185-86. See also his “Una extraordinaria pagina de Tifaiy una
hipotesis sobre el inventor del zéjel,” thdes d'orientalisme dédiées a,la
c mémoire de Lévi-Provengal (Paris: G.P. Maisonneuve et Larose: 1962), II, pp. *
‘ 517-523.




strué:tu\re, but one of which is in classical Arabic, the other in
vernacular, which precedes which?"19

1 Let us briefly recall the main features of the structure and’
the rhyme of mdwashshab. 20 With regard to structure, the most
conspicuous difference between this form and the traditional
qasida is the former’s division into stanzas (bayt) 2&;%1ch were
~usually commenced by a prelude called matlia ¢. Acc&rding to M.
Pidal, muwashshah was meant both for a musical program
performed by a soloist and a choir before a large audience as well
as for small, private recitals. If the muwashshah contained a
matla ¢, the choir had the function of singing it. On the other
pand, when the occasion presupposed only a recitation of the
poem, the prelude would no longer have its functional or aesthetic

value, so that such muwashshahs did not include matia ¢ at al1.22

195, Stern, Hispano-Arabic Strophic Poetry..., p. 171.

20pye to the limited scope of this thesis, | have chosen to survey only those
aspects of muwashshah which seem necessary for a basic idea of the nature of
this form The problem of the rhyme and the structure is not as technical as
the one related to the metre which, on the other hand, requires knowledge of a
-much vaster scope than what this brief survey aims at. Therefore, in order not
to expand the ambitions of this thesis | will avoid the discussion about the
metre, aware of the fact that the studies done on it (by Stern, Gémez, Nyk],
Corriente, etc.) offer thorough explanations which cannot be easily
summarized on several pages | will also avoid going into the possible
modifications of the muwashshah which make the simple forms composite,
because, although numerous, they all conform to the fundamental rules.

21This is according to Ibn Khaldiin's interpretation of {bn Said’s terminology
(Mugaddima h...., |11, pp. 439-454) which has been accepted as correct. Ibn Sana’
al-Mulk uses sl ghtly different terms [see his Dar al-Tiraz, ed. by J. Rikabi
(Damascus: Dar al-Fikr, 1977)].

22R M. Pidal, Poesia drabe..., pp. 30-32. S. Stern does not égree with this
explanation, arguing that it lacks solid proofs [see Hispano-Arabic Poetry..., p.
18].
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This observation seems to have a logical justification and it may
offer a hypothetical explanatlon‘of'“the existence of the tamm
(complete) and the agra ¢ (bald) muwashshahs.23

The number of stanzas in a muwashshah seems to have
been determined by theory (Ibn Sana' al-Mulk mentions the
Fequirement of five stanzas), which most of the time found its
counterpart in practice. g v

As it has already been said, the fundamental compbonent, of

muwashshah is the stanza which consists of two parts: first

‘:c0me the lines which dlffer In rhyme from on strophe to another,

and then follow other lines whose rhyme is identical throughout
the muwashshah. . y:

The 1ines of the first part were most likely called ghu_sn/ |
(pl..aghsan), although Ibn'Sana’ al-Mulk uses the term bayt (’p?.
abyat). In order to maintain the symmetry of the poem, all the
ghusns were to be analogous in number. As for their rhyme, this
had to vary from one strophe to another. Tﬂhat-is, all ghusns
within one stanza maintained one rhyme, but in each foHowmg
stanza a new rhyme had to be composed.

The lines of the second part of the strophe were‘call'ed simg
(pl.asmat), or, according to Ibn Sana’'s terminology, qufi

(pl.aqral). Unlike the former element, this had to maintain the

-same rhyme 1n each strophe, as well as the same number of lines.

Since the prelude (matia ¢) itself was simt ( with a difference

that it stands separately with no ghusns), the simt could return

23This is Ibn Sana’”’s terminology. See Dar al-Tiraz.., p. 32.
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end. | say ‘beginning’ because the
composition has to start with it. The »
composer of the muwashshah creates it
before following any metre or rhyme, when
he is completely free and unrestrained.
henever an expression or a metre comes

to him, light on his heart, pleasant to his
ear, natural for his soul, sweet in his
taste, he would take 1t and use it, consider
it and elaborate on it, build a

. muwashshah* on it as he had found the
.basis, holding the tail while putting the

/ head on it.25 —

! /
Given these essential sEructural features of muwashshah, it is
possible, by means of comparison, to formulate the main
characteristics of zajal and to determine to what extent this
form acquired a distinctive-character. A
Although zajal could have a structure identical to that of
muwashshah, this was not a frequent practice. In most zajals

thefe was no kharja, its function beingusually supplanted by

another element called markaz, coming as a prologue at the very

. beginning of the poem. As opposed to muwashshah which had to

have five to six stanzas, zajal had norules of length restriction.
&vﬂes, muwashshah and zajal

With regard to the poetic the

encompassed similar scopes. They maintained similar

compositions, too, usually st

descriptive theme which 1s ab X}or gently replaced by a

panegyric, the central section of thé poem. Both genres were

25|p1d., pp. 40-43. An extensive study on kharjas was also.done by J.Monroe in

"Studies on Hargas: The Arabic and the Romance,Hargas ,” Viator: Medieval and
Renaissance Studies, 8 (1977), pp.95-126.
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characterized by a high lyrical quality while their kharjas, ie.

marék}'z (pl. of markaz ) were mar@ed by an emotional, humorous
- or meditative tone which had the pﬁrpose of inciting the reader.

However, the themes in zajal are transmitted in a more direct .

and narrative way, due to the verna;ular'language which gives the~

. poems a flavor of sincerity. Thestructural schemes of these two

forms would be:

muwashshah:  A....... [matia ¢ (first simt )]
‘ A, | o
" ;
- S [ghugn ]
A I
. - Covrrenrreeraon ' [ghusn ]
L N | {kharja @ast simt )1~
zajal:- L Y y ‘[markaz (ftrst simt )]
’ D 0 [ghusn]

---------------

S [simt ] S t

Corvrerevrinn, [ghusn ] oo

Ao, €. [simt ]




Did Ibn Quzman exclusivﬂely mpose in the zajal form? Several
studies have been dbne on the qualification of his poems with the
intention of determining the proper answer to this question.

The findings show that only one poem of Ibn Quzman is
purely muwashshah.26 Composed in accordance with the canonical
rules of this form--with a matlac¢, five stanzas and a semi-
Romance kharja uttered by a person 6ther than the poet (a girl in
this case)--the pogn% presents a valuable proof of tbn Quzmén"s
(temporary) interest inathis genre. Surprisingly, the theme is not
pa}wegyrfc but love, expressed in quite a superficial way, lacking . |

the ardor which permeates the majority of ibn Quzman's zajals.

" The possible reason for such an inferior literary value of the

poem may lie in I1bn Quzman's awkwardness in composing
muwazshshabs, which, after all, are proved not to be his first

choice. Here is a fragment from this poem:

What is the full moon compared to her?
What is the sun compared to her?
Pearls embellish her mouth,
and deep red her lips.

The redness of her 1lips is wine,
still untouched by intricacy. . A

She still dwelis 1n my mind,
in my thoughts,too, '
and submits tome
without humitiation.27

14

A

26 6. Gomez, “Tres interesantes poemas conservados pbr HIN1," al-Andalus,
25 (1960), pp. 287-3115

27
Aina min-ha 1-badru?

i




~ On the other hand, Ibn Quzman’s diwan contains a number of

poems (zajals) thatpartially conform to the structure of

muwashshah. What makes them distinctive is only the

employment of vernacular language, which is given a special

functional and artistic value. Sach a practice does not exist in

~ the original muwashshahs (apart from kharja which is aimost

exclusively written either in colloquial Arabic or in Hispanic

L4

dialects). For Samuel Stern, these Zajals are just replicas of

, muwashshahs --an' observation which enables him to assume that

2

here the zajal is secondary to
muwashshah, these zajals came into
being by the transposition of the .
muwashshah into vulgar Arabic. (One may
connect with this process the statement

of Arabic authors like Ibn Sacid and Safi
al-Din al-Hill7 about the zajal deriving

_from the muwashshah). One is probably

not far off the mark in assuming that this
transposition is,not earlier than about A.H.

ﬁ\

©

Aina min-ha §-§amsu? o
~ Zana fa-ha d-durru
wa-§-¥ifaha 1-1uCsy,
. wa-lama-ha jamru (sic)’ -
laisa f1-ha labsu.
Lam tazal Can bali,
o wa-13a Can afkari
wa-hya 1T munagada
dtna-ma 1131,

The original text of S.D. al-Hi111 says “khamr” (wine), not *jamr"” (embers).
See his AI-CAtil al-hali (Cairo: Dar al-Kutub, 1981), p. 83. : :

4.
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S00=A.D.1'100, i.e. the period of Ibn
Quzman.28
Y
S. Stern enumerates 48 zajals from Ibn Ouzman s diwan which
belong to this category.29 On the other hand, Gomez's 1ist is

somewhat shorter--37 out of 193 (see supra, footnote no.9).
1

Unlike Stern, who contemplates the overall structure of these
zajals, Gomez limits their: distinctiveness to the éxistence of
kharjas at their ends30 It is hard to determine, he says, what
is still a kharja, and what is not. However, on the basis of the
above quoted rule that a kharja should be preceded by ‘qultu,’
’aéla,"' ‘ghanna,” etc, Gomez selected the 37 poems, assefting
that “none fromnthe entire tﬁwﬁn is miss'ing."3l

Here is an illustration of such a poem'(zajal no. 16).

Lau §a §auwal, kannafig-in qudi, sa--naltaqu
Y3 saba hu ma.'abyad Cmdl--wa ma 'Sraqu

Man akal min d3 1-Cinab canqud--fa-qad zalam:,
innam3 hu <indly al-mahmdd--§arb al-mudam
bacad m3 kan as-¥arab maugUd--gad sar cadam
wa-ragac li-[d]-dau yarig--mudda bacan, talhaqu|

in wagat wa-nila f1 yaddi--les natlaqu:.. ~

© Az-zajal zagli, wa gair dak rih--13 tutaqi.
Tagadu f-al-habar wa-t-tashih--asbat, naqi

)
- »
Q

-

13

>

283, Stern, H/spano-Arabic Strophic Poetry.., p.170.

29)big,, p 168.

- 30780, nl,pp., 227-266. # . K

3libid, p. 22§ : e

o 1575




Markazu min markaz at-tausih--1i-Ben Baqi: =~
Al-gazal [§aqq] al harig--wa-salaliq tarhaqu. |

0
‘ﬁ\ - Ma huzni 'i113 mineburr edd®-1am yulhaqui2
What remains to be discussed is the category of true; pure
Zajals which constitute the largest part’of the diwan and which |
.are the fundamental cause of the poet's lfame. We have seen in
the Prologue to the dﬂ;}én that Ibn Quzman proudly ar{noupcesc his
superiority over other cultivators’of\ the faja} form. Likewise,
the diwan abouﬁds in the statements of self-praise which are
skillfully versified and.incorporated in the content of certain
poems His fame is widespread, it reaches_ eyen the center of
"Muslim culture--lraq {no.65). Nevertheless, one should not
blindly atcept the boet’g constant pér:suasion‘about his absolute

perfection in composing zaJaI{ Certain poems donot conform

e

-

32
when Shawwal comes | will wake up--if it were my
destiny, | shdll see it. :
| Oh morning, how clear | find you-- and how glomous!
° s " Who eats from this bunch of grapes——indeed is wrong.
For mé, what is praiseworthy-- is drinking wine. !
After there had been plenty of wine--nothing remained,
but it then.returned, shining in the 1ight--take it generously!
When it abundantly falls into my hands--1'11 keep hold of it...

Vo This is a true zajal, while others are'wind--not solid.
You will find '1n it a story and correctneés-—pure and gr:acious.
Its markaz 1s a markaz --composed by Ibn BaqT:
Thue gazelle has passed through the fire--while the hounds are chasing
. ) her. co
o ) My ;gly sorrow would be—- {f eventually they catch her.

o

L)
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ci“’; | to this, but their value does. not-decline because they offer some
. other aspects that caQn be judged as outstanding. For example,
© zajal no9represents one of these long, somewhat decentralized
poems (22 stanzas) whose q(uath does n\ot e in a compact
structure, but, on the contrary, in reeliﬁg off of lively images. ’
Simi'lar is no. 79 (20 stanzas), whereas no. 88 (27 stanzas) offers
an undeniable excellence both in style ahd structure .Yet, the
overal value of Ibn Quzman’s zajals should by no mear;s be‘
reduced at the realization that the boastful verses do not always
_prove to be truelin the standards of present-day criticism As G.

GOomez observes,

Ibn Quzman’'s technique is never the metre
‘of instincts’ but rather the metre of
‘agilely calculated syllables.” Any
irregularity ought to be attributed either
to the manuscript or to our inability of
comprehension; never to the poet 33

- © We have thus seen that Ibn Qyzmén’s poems may be
classified in three major cétegories: under the first,
muwashshah proper, we can find only one. Nonetheless, it
desellvés to pertain to a separate category because it proves that
this form was stil] prevalent in literary circles of Ibn Quzman’'s
time. The second ipeludes the hybrid form of ‘muwashshah -1ike
zajal’ which preé;u)p:;ses all the structural and rpetric qualitigs

of muwashshah, but it conforms to the authentic vernacular

»

C‘ 33718q, 111, p. 188.




character of zajal proper. The third encompasses the rest of his
zajals.

‘ What is the relevance of this conciusion? Unfortunately,
the crucial problem of the evolution of these two fofms remains
unsolved because there is no indicatién of the chronological order
in which Ibn Quzman's poems appeared. However, such a diverse
character of Ibn Quzman’'s zajals throws light on another
question, that of the epistemology of these two forms. The
presence of the form variations indicates that this poetﬁh‘yved in
: the epoch when bothlforms were in active usage, butﬂwere not

fully differentiated

Turning from the guantitative classification of Ibn

Quzman's poems to that related to their themes requires a

. constant awareness that the dlscussed strUCtural forms are

intlmately assoc1ated With three main subject- matters
hyperbolic praise, love and wine. Given this principle, it is hard
to attempt an evaluation of Ibn Quzman’'s poetry on the basis of.
originality in thematic composition, regardless ofaa considerable
amount of variat\ions which could modulate the basic patterns. |
Thkerefore, the ingenuity of this poet should be sought elsewhere.
Ibn Quzman’s poetry obeys ‘the-demands of the strophic
form, but it also introduces certaln innovations which make its
artistic quality genuine. Probably the most conspicuous poetic
device of 1bn Quzmaa is his narrative method. His versified
stories and dialogues are most commonly related in the ich-

erzéhlung (first-person) form, but one also notices the third>
{




~

person narration, although the protagonist remains the same in

both cases. The prevailing autobiographical character of the
diwan presupposes the authorial first- and third-person
narration, where both the narrator and the hero of narration
(unless the latter is the subject of praise) respectively must be
identified with the author. In a way, the purpose and effect of Ibn
Quzman’s narrative method may fall in each of the three groups of

the following classification in which.

the first voice is the voice of the'poet
talking to himself--or to nobody. The
second is the voice of the poet addressing
the audience, whether large or small. The
third is the voice of the poet when he
attempts to create a dramatic character
speaking in verse; when he is saying, not
what he would say in his own person, but
only what he can say within the limits of
one imaginary character addressing
another imaginary character.34 '

{ The authenticity of Ibn Quzman’s narration lies in several

components. One of them is its quality of being consistently

dynam‘ic. ‘The reader is always in the sfate of guessing ‘'what
cofnes next,” without being able to unroll the bundle of events by
pure imaginaﬂon. That is primarily because the stories fold in

the poems are developed tﬁrough a serie.s of ing:idénts, each of'
which pertains to its own time, setting or characters. At times A
the differences among these incidents are insignificant or

completely wiped out, making the transitions from one sequence

347.S. EWot, as cited by J.A. Cuddon in Dictionary of Literary Terms
(Hammondsworth: Penguin Books, 1985), p. 416.

S
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to ahother almost unnoticeable. It may happen, however, that,
although the incidents are fully independent, they are still
successfully juxtaposed na single poem. This ability of forming
aunity out-of amultitude of diverse elements by connecting them
by only one or twd common details is what places Ibn Quzman |
among the outstanding literary artists.

Another factor which contributes to the high quﬂality of Ibn
Ouzmén’s narrative style is the employment of vernacular
language. This languége which in Ibn Quzman's case presehts a
unigue blend of classical Arabic (rarely, though), colloquial
Arabic of al-Andalus and an occasional interpolation of Romance, |
is not used purely for the aesthetic demands of the zajal form.
Its multiple function covers more than a casual reader can
perceive. First, it makes Ibn Quzman distinguishable afnong other

great poets of the time. In order not to underestimate this poet,

‘onerhas to have in mind that his awareness of literary

achievements of the time is not 1imited to the territory of al-
Andalus, but spread all the way to the East. In many a zajal 1bn
Quzman reminds us of his familiarity with men of letters such as
al-Jahtz, Ibn Da'id Bal—lsfahéni (n0.95), Jarir (no.52), Abl
Tammam (nos. 52,95,104), al-Mutanabbi (no. 52), Ibn Baqi (nos.
16, 165), Abl Nuwas (nos. 63,123,178), etc. His constant

.rea'chmg out for perfection and striving for superiority made him

f‘ind a powerful style to rival these famous people. The crucial
moment was wh}n he abandoned classical forms and adopted

zajal, taking advantage of the linguistic variety in al-Andalus. .
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( Ibn Quzman’s mastery in the usage of language reveals
quality from different standpoints. The one which almo§t always
cuémes at the head of the list is literary and aesthetic. Ibn
Quzman is conscious of it throughout the diwan, mentioning it
both in the Prologue,35 as well as in numerous poems where¢ he -

' underlines his poetic sublimity on different occasions. A short
verse, such as “that | am a great poet, you know it very well,”
(no.105) or an elaborate statement about his mastery (like in ;og
where he-elaborates how and why he is so invincible in the usage -
of language) are just two illustrations of this practice which
saturates the poet’s diwan. L ,

Integral to the aesthetic value is tr;e’ didactic quality of his

zajals. With regard to this aspect, Monroe’s observation of a

particular episode (in his assessment of the famous zajal

(n0.87)36 can be adopted as a general characterization of Ibn

Quzman’s usage of colloquial language:

' - The use of the Romance words vino, vino

(1.5) produces a comic effect on the one

hand, but it should also be remembered

that the twelfth century witnessed the

birth of increased intolerance and

persecution of the Mozarabs. In

associating himself with the traditionally . N
Christian theme of wine-drinking like Abl

Nuw3s before him, Ibn Quzman is flaunting

‘ r the vices of the society’s most despised

35Supra, note 10.
36This is in TBQ@ and CAQ. In Cancionero..., on the other hand, this zajal

c obviously appears under number 26. Since | do not have access to Nykl’s edition
at this fime, | have maintained the enumeration of Gdmez and Corriente.

o
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outcasts in the face of false piety. Since
the Romance words in this poem
furthermore appear in the rhyme, their
comic effect and foulfouthed realism, or
better, negative 1deaMsm, receives even
stronger emphasis.37 ~

S0

Here we come back to ourforiginal premise from the first chapter
according to which Ibn Quzman’s poetry correlates to the -
divalectic concepts of dulce et utile: it is a poetry that
entertains, but its function is also to purvey the truth,

So far w‘e have shown the technique which Ibn Quzman
adopts in order to compose. 'This technique operates through
various components: on the one hand, the sound-effects achieved
by the usage of the particular structural patterns, rhytﬁmical
units and metre, énd on the other, the semantic effects achieved
by the particular style in expressing and conveying ideas. What
remains to be surveyed are the central themes of Ibn Quzman
transmitted to the reader. 4

Although the Almoravids wet;e not inclined to the beautiful
literature by their ascetic, austere disposition, the history of the
12th century al-Andalus records an active literary milieu.
Patronage at the Wealthy royal courts ceased to exist with the
enrhination of the latter, and poets were bound to seek protection
from one rich family to another. A number of old Arabo-
Andalusian aristocratic famflies still preserved their high
positions, but many others had to‘withdraw, giving way to a new

social stratum formed by the wealthy al-Murabitin. For the poet

37). Monroe Hispano-Arabic Poetry (Los Angeles: University of California
Press, 1974), p.43. . ;
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of the time, it proved hard to break into their non-artistic world
and enchant them with poetry they could hardly understand.38 |bn
Quzman was aware of the large cultural gap between the two
'sides, and learned how to act accordingly'. In zajal no.47

dedicated as a panegyric to an Almoravid victory over the

Christians, he says:
: | said what | had in mind: that is my apology.
Here | make a stop and my zajal ends.
You are al-Murabitln, so | know the story:
You never liked the ‘one who has a lot to say.39

Ibn Quzman eventually came under the long-term patronage

of Banl Hamdin, whom, apart from the zajals (nos. 3, 38, 44, 79), .

\

he mentions in the Prologue, too:

As | connected myself -with the sovereigns
of the state and its magnates, | praised its
* finery and youth, depicting only very noble,
elegant and glorious gentlemen who take
advantage of their status so as to help and
patronize, like, for.example, the judge of
the community, AbU Qasim Ahmad b.
Hamdin; his brother, the jurist, AbU Jacfar ' -
Hamdin; Abl al-CAla b. Zuhr, the vizier and

&

38Interesting anecdotes related to the Almoravids and their understanding of
poetry. are narrated in al-Shaqundi’s Elogio del 1slam espanol. Trans. E.G. Gémez.
(Madrid: Imprenta de Estanislao Maestre, 1934), pp. 51-52.

39
' Qad quitu SindT balyin: hu CugrT.
1da 1-makan naqta¢, fa~tamma §1cri.
Murabitin antugr wa-1-qissa nadri: L e
les gattu yatgab~kum man f1h gazara.
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jurist, and the exalted vizier Ibn al-
Qurashi al-Zuhri 40 .

The security offered by Banﬁ Hamdin did not prevent Ibn
Quzman from looking for favor and an extra penny from other
important men. The spectrum of peopie he chose as the subjects

. %0f his panegyrics is very wide, covering mostly state authorities
in Cordoba and Seville. As has been indicated, the panegyrics
commence with an amatory prologue (taghazzul) which passes,
smoothly or abljy_ptly, into the praise itself. Ibn Quzman's
prologues, however, are hot exclusively coﬁcerned with love
sentiments. Although such zajals form the great majority, a

certain number of them deal with different subjects. Thus, they

may discuss gastronomy (no.72), astrology (no.79), travel (no.74),
meteorology\(no.93). Similarly, the pr‘aise, madih, does\r)ot
necessarily pr;asuppose a literal enumeration of the hero's.
qualities, although this may Be the case, like in zajal no.135
where |bn Quzman very directly says that it is time to end the

prologue and start the praise: :
This i5 the moment to begin the praise:
he has a gentle and beautiful face,
honest intentions he always fulfills, \
built as ideas, they soon become customs.4!

40CAQ; p. 4 (translation mine).
41 .
’ Wa-hada wadat na§r al-madiha: '
lu talatan nabila, maliha,
- wa-himmatan gadlga, sahiha:
s ' yabni €ala wafah, tumma yaCtad.
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Continuing this zajal with gentle descriptions of the
praised Abl al-Hasan b. Sahib al—Raad, Ibn Quzman dogs not
produce anything extraordinary. Such a zajal can be .jﬁdged as
probably one of the bookish examples which have little to offer in
originality but plenty in correctness. Their value, | would'say,
lies mainly in the mild and easy expressions which characterize
certain zajals of the diwdn, asserting that Ibn Quzman's style
can be modified as the circumstances demand. ‘

Nonethelesas, in the majority of madih sections Ibn Ouzmén
discusses subjecis which are just forkma.my;}framed by the verses
of praise. Usually, these are given through both molnologues as
well as dialogues where the emphasis is sfill on the poet’s view
of certain subjects, whereas the other party is presented either
as the inciter of conversation sharing the same attitude, or as an
opposite pole holding an opposite view. Thus, such zajals reveal
the poet’s attitude towards some universal concepts, such as
religion, war, poverty, love, etc. '

Nevertheless, there are instances which create ambiguities
as to the nature of zajals. éuch are verses concerned with the
poet's view of his own life which occasionally appear: to be
controversial since they express opposite views of the same
s‘ubje\cut, Innos. 99 and 147, for example, Ibn Quzman transmits
the feelings of melancholy which came as the reaction before the
existential questions of who-am-1?7 and what-am-17?7. Here, his
vulnerability overshadows the inviability of independence and

self-containment, so typical for Ibn Quzman. Iinnos. 102 and 148,

\
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“ however Ibn Quzman is again the old free spirit, the law unto’

himself and the flamboyant Hon ]
On the contrary, | myself am always content;
IT | have eaten enough, | don’t think of hunger,
Nothing for the,future do | save, A
Like a lion | Tive, from day to day. (no.102)42

Verses on the Iatler state of mind undoubtedly outnumber
those on the moments of occasional introspection. Yet, the
verses of introspection should not be c‘onstrued as showing the -
poet’s dishonesty or unnoticed self-contradiction, but shouid ’
rather point to the sincerity which reflects a catharsis the poet
experiences afteﬁ moments of facing serious questlons about the
meaning of life.

' Surprisingly, a su\bjeé’f that often figu:res in Ibn, Quzman’'s
zajals-—"'rs religion. In the previous chapter it has been argued that
Ibn Quzman doeé ihti_mately recognize his religios%y, regardiess
of the preva‘iling secularism ir; his behaviour which he flaunts in
the f;ce of the community in which he lives. However, he never
dedlcates a whole poem to this subject. It comes in fragments ind
various zajals of dlfferent central themes (nos. 7, 38, 41,
44,47,87,131). He also recogmzes the true piety in other people,
and is tolerant of other rellglons In many zajals Ibn Quzman

discusses his attitude to Christianity, towards which he seems tp .

<

- 42
Wa-'ana, 'annasi, mud kuntu, ganiC;
les nufakkir, 1da SabiCtu, 1 gac.
- ~ Wa-1a mai-ila gadan [§ay] marfae:
o lam tuhalif tibaci tab al-asad. . ° .

o
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flatter the proud al-Murabitln for their military success.

o 57

be quite benevolent ( for example, nos. 129, 40, 130). In zajal
n6.40° he even observes the Christian New Year (saying that he
will wear his best clothes and have a fiesta with his friends),43

which in this context probably has political implications. He is

&

noft turning his back to tslam,’but only accepting something that
usually brings joy to his friends who are evidently Christian. The | ‘
strict measures of the Almoravid law do not prevent him from
oshar'ing good things with the non-Muslim population because he
does not see any sound justification for such measures,

It is interesting, howe\{er, that Ibn Ouzcgé’r; b;comes very
harsh about the Christians when the subject 1s war. In zajal . =

no.38 dedicated-to the victory at Zallaqga, he proudly sayé:
~ ..The Muslims fell, a lion after a lion,
The Christians fell, a swine after a swine44

Although such enthusiasm and patriotiém emer{;e wheneve} he
recalls the great victories of the Almoravids over the Christian

forces, it seems that the primary function of such verses ié%o

Meanwhile, Ibn Quzman cultivates very strong sentiments

43such verses which present images of Christianity M. Pidal has interpreted as
strong evidence of the ‘Euro-Arabic character of zajal’, with which he
supported his theory on literary connections between the two worlds. See
supra, note no. 6.

44

..Tara 1-151am hublt asad f1 asad,

wa-n-Nasara hanzir war@'a hanzir. o~

]

It 1s interesting how Ibn Quzman forms his own, ‘private’ symbolism. The' \
metaphor with 1ions is so frequently used whenever he wants to emphasize
dignity, pride and inviolability.




t
regérd1ng the peaceful coexistence between the two sides. In
zajal no.86 he admits that’he understands.nothing of war affairs,
and he does not need them in life (*If.it had to\do with good
poetry or a zajal, | would give my opinion!”). This anti-war

attitude apparently dates back to hi's childhood, with its bad

.memories of the story about the battie of Zallaga. He says in

Is

no.38:
What a bad joke, what a vicious gamel
The battlefield turned Silent and the stee] cried.’ ,
Don’t repeat, to me this story, .
For 'will wet my bed that night.45

Next comes Ibn Quzman’'s fgvorite bacchic theme. Closely

connected \Aﬁith the poet’s concept of happiness, th1s theme is

atreated through a variety of 1mages metaphors and symbols.

Similar to Abd Nuw3s, his great predecessor in the East, 1bn,

Quzman has created a particular pattern of words in order to
reproduce both his sensational and his visual experience of wine.

Several of his 'zajals are dedicated.exclusively to this bacchic

- theme (nos. 60,136, 160);vas for others, they rarely omit it.

Although they may treat subj'ects vyhich both by character and
purpose exclude the theme of wine,.Ibn Quzman will, 1n one way
or another, insert a verse or two,to show his deep attachment to %

it. As it happens with many authors, verses which deal with love

. A

45 <
o Aly humaran 1atif, wa~1aban habitf

Co Al-qith] sakit wa-1-hadid yastagit.
L3 takarrar Calalya haga 1-hadit,

fa-‘inni da I—Ia}l kannabdl r-as-sarir.
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directly or indirectly’deal with the need for intoxication. lbn

Quzman’s numerous prologues of amatory character can fall into

this group (nos. 16, 22, 23, 37, 45,53, 71 ): the sweet pain caused

by the beloved is cured 1n wine, the joy of bei'ng with the beloved

is celebrated with wine, sharing-happiness and sorrow comes

through wine, etc. \
| have a beloved and a smooth wine, .

Don't tell anybody about this! (no.45)46

or,
| drank to him, my greatest desire,

then lifted my sleeves and danced to the music. (n0.37)47
Ibn Quzman's descriptions of wine-itself cc;nstitute a
colorful spectrum of images and associations. Mosf often he .
calls it raqiq --smooth, ger;tle, mi[d (nos. 45, 56, 71) ana also

asfar --golden, pale (noss 29, 56,71). He gives various names to

this drink:

The golden wine is botﬁﬁmy fover and my master,
my happiness, my joy and the doctor for my disease
i ) Cugari, hamm §amili, sahba'l,

mudami, [ratn], handaris, §iryall. (no.29) 48

46
[M&<T) $uralba ragiq wa-mac¥ia,
lyyak taqul haditak 11-mahltql
47 ’ .
B Saribtu sirrak, wa-hu CindT §ull al-muna, ”~
. wa-gumtu li-r-raqs bi-‘akmami €ala 1-gina. =~ |  =——
48 ' » \

" $arab agfar [hu] habTbl, mau1at,
surdrl, farhi, tabibT mjn d3a’l...
Y, (abibT min oz}
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and in no. 94:

“You know its names?” and he'll say “No!”
You say, ‘Come, | will load your ears with them!
They are: gqahwa, mudam and tila, -

then, humalya, Qandaris ranh!"49

<

An interesting evocation of the sound effects produced by

drinking wine and its gentle splashing against the glass is

!

achieved in zajal no.96:

’ The'wine in the giass is moving: pour, pour;
drinking it, the Hp"s do: sip, sip;
while the gorge, swallowing it, goes: gulp, guip.50

This onomatopoeia is j_ust one of the successful sound

reproductions which Ibn Quzman creates by using both the

Romance and Arabic,>! confirming thus his mastery in achieving
original aesthetic effects of the language throughﬁhis poetry.

The last major subject that.figures in Ibn Quzman’s zajals T
is love. This, however, will be di_scussgd extensively in the

[

following chapter, enlarging upon some of the images that have so

49 - ' : =
. ‘Tahfaz asma-ha?’ Sa-yaqul la-ka ‘-Lal’
Qul lu: ‘—I;Iug, nam13a min-ha ‘ugna}k mala’...

50 _ S

Innam3 yagCal a$-¥arabu ‘sub, sub’
.t wa-tara fammu f-al-qatici’ «b,'ub’ ‘
' wa-huwa habit 11-m1Cdatgﬁ), dub’ T .
tumma 13 ttik@'a wa-13a 'incitar. =

5166mez discusses this extensively in the section on the Romance expressions y

in'TBQ, 11, pp. 325-465.
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far been covered. The main purpose of the brief survey in this

“ chaptér is to intrdduce this poet from a larger perspective, sin}:e
focusing on only one central theme-love-would require a ‘

- fundamental knowledge of his overall artistry. In the first
chapter we showed that Ibn Quzman’s lifestyle was, to a
considerable degree, a conscious response to the historical-
baclzground,‘which\ he tried to embody in his work. In this
chapter, we have discussed the techniques employed by fhe poet
to compose poetry which is a unigue amalgam of pleasure,
leisure, burlesque and cynicism. It entertains, but it also
éducates. Ibn Quzman has mastered both arts, placing himself’

“amongst the most prominent poets of the entire Middle Ages.”>2

4

@r ' 52E G. Gémez, Poesfa ardbigoandaluza-breve sintesis histérica (Madrid:
> instituto Faruk | de Estudios Islémicos 1952), p.81.

~




CHAPTER THREE

Love in the Poetry of lbn Quzman

Like many other authors, Ibn Quzman has composed a boetry -
that suggests a variety of interpretations. This quality is
particularly noticeable in his love poems, which are the focus of
this chapter. Therefore, the circle from which our initial
assessment will begin is bound to be large in diameter, but it
will gradualny narrow down, concentrating only on thosezglements
which represent more concisely Ibn Quzman's amatory poetry.

The histor'y of world literature records various modes in the
poetic expression of love.! At times it was associated with
passion and sensuality, at others with adultery, and at others

with courtesy and submissiveness.

J In the classic view love is an appetite; in
the romantic it is a thunderbolt. The
heroic lover pleases himpself; the romantic
.strives to please his beloved. The cog/t;:g/é
is very striking in the epic narrative at
have come under the one or the other A7
influence. Achilles is served by his
women. Troilus serves. When Agamemnon
takes away Briseis, Achilles feels that he. .
has been robbed, and he ponders his '
revenge. But when the medieval Troilus
' loses his mistress, he 1s brought to .
despair and death. Dido languishes and
‘dies for love of Aeneas. For his part,
Aeneas languishes for no one; he has no
time. He has work on hand, and when he

it 1s important to emphasize that our concern here is profane, as opposed to
mystical love. ‘
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marries the fair Lavinia it is in the
furtherance of his mission, not of his
passion. But the medieval Lancelot has no
mission and no destiny higher than his
lady’s wish.2
Although egch of these trends falls into a particular
historical background, they have almost all acqu}red a perennial

character, reappearing as archetypes in milieux other than those

‘ th‘at have originally created them. The reason, as one author

observe's, is that

humanity does not pass through phases as
a train passes through stations: being
alive, it has the privilege of always
moving, yet never leaving anything behind.
Whatever we have been, in some sort we
are still. Neither the form nor the
sentiment of this old poetry has passed
away without leaving indelible traces in
our mind.3

Arabic literature abounds in both poetic and prose works on

profane love. This theme has been an inexhaustible source of

. Inspiration to Arab men of letters who have)left their countless

diwans, treatises and discussions about it. As in other nationai
literatures, the character of amatory poetry alternated in
accordance with the changes in the overall set of moral

principles and values.

® ¢

2M. valency, In Praise of Love (New York: Macmillan Company, 1961), pp. 18-
19, . ,

3C.s. Lewis, The Allegory of Love (New York: Oxford University Press, 1958),
p.1. . .
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In the pre-lslamic qasida, for example, one of the
requirements was an amatory prelude in which the poet rec/ans
the memory of his beloved after stopping at an abandoned
dwelling place. In a series of vivid images he recalls the happy
mbments they spent together in aromance which now irrevocably
belongs to the past. The sorrow which overwhelms him at the
real¥zation that time cannot be controlled incites him to look
ahead and continue his journ_ey; which spontaneously becomes a
new theme in the same ode. Here we encounter the baradoxicm
nature of memory d which the vdinerable joy of the past
come@ge\tﬁﬁto welcome the future.

. In the poetry of the pagan Arabs, woman is presented both
through sensual and emotional associations. Her beauty is
praised and her spirit is highly esteemed. To love a woman in a
complete union of body and soul means a true fulfillment of love.
Their separation is inadmissible because it presupposes giving
superiority to one aspect of the human be‘ing over f‘r1e other. The
poet who dedicates amatory verses to his beloved refers to her as
an equal, with no intention to humiliate, disgrace or expose her in

his description of their intimate life. According to one author,:

such an attribute is to a great extent caused by the position that -

woman enjoysin the heathen Arab society “as mother, sister,
daughter, wife, sweetheart, poetess, warrior, concubine, slave,

and entertainer.”4 In short,

4H.S. Hussein, “The Koran and Courtly Love: A Study of the Koran and Its
Influence on the Deviopment of Divine and Courtly Love” (Ph.D. Dissertation,
University of Southern California, 1971), p. 52. It is interesting, however, that
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we must not Took, in pre-Islamic Gazal, for_
poetry @f heavenly love, of mystical

ecstasy of conjugal love, or any other

social sublimation. The love that this

poetry sings and expresses is very simple-

-and perhaps the most genuine--it is

purely and simply the feeling of poets ' 4
when they are 1n love. Therefore, their

Ghazal is not a poetry of meditation or

transcendence but a poetry of great

feeling, in which they express utter love,

utter happiness, and utter grief, in a direct

and uncomprising way; they allow of no
half-measures. They are more keen on .
expressing themselves freely, fully and.

frankly than on pleasing their listeners

and admirers.>

’ A substantially different concept of love appears in Islam.
In Cudhri poetry (which is most relevant to our later discussion),
love came to be a synonym of despair, loyalty, passion and self- .

sacrifice. Deriving its name from the tribe of cUdhra, known for

its numerous ‘martyrs of love,’ this trend flourished in the 7th

century in‘Hijaz Poets such as tUrwa b. Hizam, Majnin Layla,

. woman as wife does not figure in the amatory verses of the pagan poet. Kinany
sees that as a conseguence of the fratlity of marriage as an institution, and
“the fact that women were always liable to be taken ff by the victorious tribe
as captives or spolls gained from the enemy,” but adds that “this reason could
not fully account for the fact we are discussing because the poet’s ‘wives’
were overlooked in Ghazal even during islamic ages when family life was
firmly established " [See his The Development of Gazal in Arabic Literature |
(Damascus: Syrian University Press, 1950), p.67-68]. We may add that such a
tendency was a common phenomenon in the West too, particularly in the
Classical and the Medieval periods when marriage was more business than.
pleasure [an elaborate study on this issue was done by M Valency in hisbook™~n

Praise of Love l.

SA. Kh. Kinany, Gazal.., p. 113. Note that Kinany is not consistent in his spelling
G~ of the term ghazal. Nonetheless, | have not attempted to change the original
versions.
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Jamil and Kuthayyir subdued themselves to .the realm of love
ruled by pure, irrational emotions.

One of the main features of CUdhf"l' poetry is that it;
represents a reflection of individual experiences, although each
poet is guided by thé same amatory pattern. Nevertheless, this
pattern should not be considered as an offspring of fixed literary
categories and conventions, although some scholars view it as a
“i‘;ligious phenomenon, decree'd by God.”® The general belief is
that the formation of cudhri poetry should be traced in th‘t of
history: Hussein sees it “as a'result of the advent of Islam..The
Ipoets for fear of punishment were forced to write love poetry in
a conumletely new vein in order to satisfy the rigid requirements

of the new religion,”7 while Kinany, contemplating it more
intrinsically, finds it to be “a con;npromise between their @uman
instincts and their puritanical rengion; they understood it as a B
love whicf\ coul~d reach the divine without abandoning the human,
and might becomé spiritual while remaining also carnal.”8

In jchis trend, the poet is a conscious victim of his own love,
hoping for its fulfillment in the Hereafter. He does not sing about
the beauty of his beloved--the beauty is irrelevant. He does not
disclose the pleasure of the sensual aspect of his love, because
he has not experienced it, nor does he long for it. He does not

dwell on finding a way to seduce his beloved, because he is
e

6H. 3. Husselin, “The Koran and The Courtly Love..,” p. 94, .
7Ibid., p. 93.

8AKh. Kinany, Gazal..., p.255.
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outside the reach of reason and any rational elucidation. The joy
of loveé is achieved through the pain of a sickly hope that the
union with the beloved will be achieved aftfer death, free from

as salvation,

any external obsta%le. Death is thus s
highlighted by the words ascrib d fo the Prophet: “He who loves,
and controls himself, and so dies, the same~is a martyr.”® Here
we encoynter the mystical dimension of this amatory concept,
which consequently characterizes cughri poetry as an
ambivalence between profane and sacred love. Or, as AE.
Khairallah observes in his attempt to formulate the essence for

Jam7T of the MajnQn Lay13 iegend, it is an “allegorical quest for

~ self-purification, leading him to self-annihilation in union with

w

According to the common hypothe513 "cudhri- love paved

\the way for the formulation of a new genre in Arabic amatory

literature, namely, courtly love.!2 Although writing on courtly
love in Arabic literature is believed to have been initiated in the
East by Ibn D2'Ud al-lsfahani, 1t certainly reached its zenith in

Ibn Hazm's Jawgq al-hamama which appeared several decafdes

iRy

91bn Hazm, The R ng of the Dove, trans. by AJ Arberry (London: Luzac &
Company, Ltd,, 3), p.220.

~,
10AE. Khairallah, Love, Madness and Poetry: An Interpretation of the Magnin
Legend (Beirut: In Komission bei Franz Steiner Verlag -~ Wiesbaden, 1980), p.2.

'1H, S. Hussein, “The Koran and The Courtly Love .,” p. 118.

120r fin amor, as it has also been called, ‘The expression fin amor, frequently
rendered as honest love, pure love, perfect love, or, after Gaston Paris, courtly

love, is very well translated as true love....” [See M. Valency, In Praise of Love..,

p. 142].
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before Ibn Quzman as the first masterpiece of Arabic literature
in al-Andalus.!3 ‘ A

Consisting of thirty chapters, Tawq al-hamama is a prose
work whose central concern is profane love, its inception, its
'Qev‘elopment and jts eclipse. The book also contains excerpts.
from the author’s own romantic poetry which, althqugh
artistically unexceptional, contributes successfully to the
overall value of the work as'a treatise on the\ theory of love. The
humble demeanor in love cultivated by cudhri poets is adopted by '
Ibn Hazm for the new concept, but in a somewhat moderated and >
refined version. ‘L'ike Ilbn D2'Ud before him, ibn Hazm ails at the -
intellectual abstraction of amatory sentiments through a ‘
studious anaﬁysis of their diverse asf)ects. Although still closely
associated with idealism and chastity, love has come to be the .\
outcome of"‘a more sophisticated understanding of human nature
whose needs are now courteously adjusted to the civilized
society. Ex’preséing sentiments has thus become a virtue rather
than a response to uncontrolled and tumultuous instincts.
According to M. Valency, “the image of true love was thus based |
upon the metaphor which equated love with feudal service, and o,
this cohceit was the shaping princi‘ple of the whole design.”14

Such a concept of love was widely cultivated among the

poets of al-Andalus in the periods preceding and succeeding lbn

< -~

I3£.6. Gémez, “Moorish Spain,” The World of Islam, ed.B. Lewis (London:
Thames and Hudson, 1976), p. 238.

14, valency, In Praise of Love..., 'p. 146. p
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Hazm, but “the lion’s share of attention has always centered on
the Tawq al-hamama because of its particular qualities as well -
as 1ts significance for the history of Spanish Hierature in general

and studies on the troubadours 1n particular.”15

Before embarking upon the specific analysis of Ibn Quzman’s
loye poetry, we have briefly surveyed three mainstreams in t,we
amatory literature of the Arabs with the intention of providing a

“better insight into the complexity and the artistic consciousnéss
of Ibn Quzman. The first encounter with his love poetry leaves \
the reader bewildered and unable to grasp its‘esse-ntial. )

- character. Aside from the fact that it contains no n;ystlcal
dimension, there is'no other guiding principle that may prove that
this poetry conforms exclusively to one literary trend. In - ,
exvpressions of his sentiments, Ibn Quzman is m‘ghly
individualistic, illogical, _\mostly illicit and discouragingly
unpredictable. His amatory poetry is not rational, but

fastidiously calculated, disclosing his complex nature through a

striking ambivalence. Indeed, it is colored with everything-- | }
' coarseness, idealism, courtesy, machismo: Ibn Quzman is at hofne
with al.l.
‘ There are three perspéctives from which we shall try to‘

- approach Ibn Quzman’s love poetry. In a way, they spontaneously

impose the‘mselves as categories which encompass all the

-

c ISL.A. Giffen,Theory of Profane Love Among the Arabs: The Development of the
’ Genre. (New York: New York-University Press, 1971), p. xi.
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. .

differentiations among them. Each category centers upon the ’ =9

dichotomy of each of the particular aspects which we have o |
.- chosen. We shall therefore treat them separately, aiming at a

selective and comprehensive analysis of |bn Quzman’s love verse.

They are: (a) love poetry versus erotic poetry; (b) love poems

versus amatory prologues, and (c) literary aspects of Ibn

Quzman's love. poetry. EY 1
A T T
? - -~
o -
The first distinction to be made in the present analysis is
between love poetry and erotic poetry, because Ibn Quzman’s
poemsf fall'in both of these subgroups. Although the simplicity of .8
. this task may-appear ¢lear, there are certain difficulties in ibn &

Quzman’s poetry which its reader immediately chl'fronts. The
starting point will be a definition of their distinctiveness--

according to one lexicographer,

erotic poetry is about sex and sexual Tove;

love poetry tends to avoid sexual details,
#thougly there are some exceptions, like "

some of Donne’s love poems. Erotic poetry

tends to concentrate on the more physical

aspects of love and passion; while love

poetry dwells more on the nobler

manifestations of love, the ‘higher’

feelings.!6

o 16 A Dictionary of Literary Term‘s.”, p. 242.
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For the present, let us leave eroticism aside and turn to lbn
Quzman’s verse on “the ‘higher’ feelings:” Although the J
commonest portrayal of love may appear to center upon its
unrequited and unfavorable character, a closer examination shows
that this 1s frequently accompanied by an unarticulated
confidence in a happy ending, i.e. a positive response of the \

* peloved This point sheds hight on the optimistic and re‘alistlc '
dimension of Ibn Quzman’s character 'whose principle of why-
baother—about—futiIe—emotions creates a sharp difference between
him and the cultivators of courtly love. Yet, we cannot fully deny
the existence of poems which lament unfulfil]edl]ove. In zajal

no.42 he says:
My words are gentle, pleasing my friends
What hfe has given to me, nobody has gained.
To one who asks about my condition, | will respond
* "Youwant truth, my friend? | tove a woman,
my words are pleasant and my manner is cudhrij. 17 s

This is an extreme case where lbnﬁouzmén identifies himself

with the martyrs of love. Their mode, actually,.does not exist in \Q

his poetry. In one zajal he explicitly renounces 1t;—‘§”Spare me -

" the method of Jam1l and cUrwal”--and occasionally mocks at their

propensity to die for love (no. 123,128). Only inrare momentisj

NaqUl kalaman hasan, yatgab 11-'thwanf,
wa-lam yagi’ az-zaman 11 had bi ma §é-ni.
Wa-hu §awab1 1i-man yas'al-nT Can §anT:
- *-Al-haqq tarid, ya sadig? ¢I¥q7 1-Fulantyya,
e’ . “[w-].amal kalaman raqiq, w-ah1aqi-Cudriyya.”

|
|
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" Paradoxically enough, such a wish emerges after the departure of '

*

~

does he desire death as the only salvation from:-his despair.

‘the beloved, implying that their encounteF had already taken
piace. In cudhri poetry the encounter exists only in the Hereafter.
For lovers, death brings union; for Ibn Quzman, it brings the end of

tortures:r:f -,

Death is not w-orse to me than--walking I%?e a perp[exqed
- one,

everyone has. a beloved one, yet | am alone: :

I3
3

how can‘such a life be sweet? (no. 52)18
Most of the, Other poems written in the fashion of courtly.

fove have a confessmnal character colored with melanchory and

- longing.- Such a love demands suffering and commonly pain which

only the beloved can cure (hke nos. 52, 94, 107, 122);
‘hevertheless, the beloved usUally stays aloof (nos. 54, 66, 57, 59)
or behaves like a despot who sadlstlcally enJoys the pain he “
causes to the poet. Patience thus becbmes the on]y shelter and

the basic aptitude (no. 32, 121). Inno 76 lbn Ouzman says:
From love for him | wanted to escape,
that is how he tortures me
" He said: “O lover, you who insist that you are
‘ " dy1ng of love for me,
v ) byGod, you shall suffer and feel'pain
" so as to see me.

-y

-

» 18This transiation is taken from Nyk1's Hispano-Arabic Poetry and Its

Relations with the Old Provencal Troubadours (Baltimore: JH. Furst Company,
1946) P, 278.

Lessanhu 1-maut atazza 1T mimma ham&T mit] al-murib. )
Kull ahad ma¢ malih, w-ana ”war_\dT: D1 1-haya, kef tatib?

[
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And your love to riear,news about me,
will make you love my neighbor.” 19

In poems of this kind, the poet is a}wayé stirred by deep,
fu]ly consummg'emotions which are rarely associated with '
specific time and setting. The question pf their';ruth%ulness is
not as relevant as the question of their verisimilitude, which is
certainly purveyed. Ibn Quzman surprises the reader with his
méstery to convey the innermost secrets of the heart in a variety
of convincing, well-elaborated devices. He primarily creates a
particular mode, imposing it on-the reader in order to leave the
impression of a living experience, and then reels of f the ideas
which frequently fall into the same pattern. Nevertheless, it is
primarily for hié tendency to juxtapose opposite, irreconcilable
concepts in.a pa/rticular pattern of images that the reader 0
becomes convinced of, and sympathetic with the sufferings of the
hero. Thus, we often see a juxtaposition of the opposites, like

joy and grief, the light of day and the darkness of night (n0.55),

tyrapny and friendliness (no.50), the mas'te\r and the slave (no.74),

etc. Inno.54 he says: “He intimidates me with his aloofness--
therefore my heart belongs to him.” Yet, this succession of

catégories which logically do not belong together certainly

}9 , ! ) | ’ -
Min hubbi f1-hi bana}t al-gurﬁﬁ li-ma gafa-ni,
. fa-qal 11 * -CA¥iq wagad wa-1agdg yamit 1 §an1.
Bi-113hi, taqlaq, tu¥qa wa-tamdy hatta tara-ni,
wa-min mahabbak [ett] 7" ahbari tac¥aq 11-§arl.”
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appears authentic since love, similar to many other phenomena,
rarely' respénds to the ‘principle of logic. A

One of tr;e mainé:haracteristics of these poems is that they
do not anticipate any future outcome of the loveyeiationship. The

for}nal end of the poem does not imply any cenclusion and solution

for the poet if.love, insofar as the beginning of the poem is never

the.actual inception of his emotions. In order togreserve such an
idealistic, perfect nature of love it is,rlgcessary 0 [namtain this
static character of the poems because éhy transgression of its
restrictions:would involve a change in the overail quality of love.
' Yet, the transition from one quality to another isa common

practice in the poetry of Ibn Quzman. He is fully aw/are of the line

* .which divides adultery and chastity; and he seemingty énjoyé the

game of crossing it back and forth. By this we do not refer to

~

occasional fantasies that the poet entertains about his beloved‘in

a sexual encounter. In no. 64, for example, he sings:
.What a union it would be, if it could last. Cf
And what a complete joy that would be!
The foxy gossiper would have nobody
to come to him with the gossip.20

Y |
Such fantasies are of no harm to the nature of love because they

belong to pure transcendence, which is permissible as ah element

20
Aly wigal kan, 1au dam,
w-aly yugad farhan tam. °
La baga ma® nammam
N ’ . Ma ‘aznam!
. . Man mada lu bi-n-nam?

A S L I L PR o B R O
s s . : N
AR RN




L4

which d;)es not aggravate the secrecy and reputation of the
r'elationsh'ip. Nonetheless, a drastic change happens when

\\thoughts of physical union transmute into concrete actions
towards their fulfillment, beithey s&c&essful or not. In such
instances, the boundary between sensuality and courtship is
completely wiped out and love ceases to be an exclusive privilege
of heart andosoul, becoming, to a greater or lesser degree, a
desire for reason. The poet then replaces his patience and
submissiveness with delicate devices of sed%tion in order to
meet his beloved. In no, | 14, for example, after dwelling on

‘higher’ feelings long enough, he 1oses his patience and exclaims: .
By God, Sweetheart, give akiss
toyour slave who is visiting youl2!

Although the begisglllly of the poem contains all the

elements of courd r——g:ruelty of the péloved, his
aloofness, the poet's identification with a humble slave--such a

. blunt and brave performance cuts off all the links with rin amor.
In no. 156 Ibn Quzman even advances a step further. the beloved is
initially p/ortrayed as amerciless cause of |bn 'Ouzmén’s pains;
but shortl\y after as someone who can be easily seduced. At the
end, Ibn Quzman decides not to love him any longer.

Yet, the actual union does not happen whenever Ibn Quzman’s

desire is alarmed In poem no. 15, he, impatient' to wait, gives up

21

Habibi, bi-Rabban gafir,
qubaian 11-Cabdan yazir|
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further courtship; in nos. 74 and 1 13 he succumbs to the m

hope:

T

4

\

\

(:fyOf

| asked him, when he reproached me and was cruel to me,
and treated me with aloofness more than | deserved:
“When, oh, when will you give me a rendez-vous and

Telleme: When will you come to me?”

keep your promise?

He said: "Tomorrow!"

And Tomorrow is near to him who waitsi22 (no.113)

what draws our attention in such poems is Ibn,Ouzmén’s

‘subtle way of deceiving the reader (and, of course, the beloved to

whom the poem is addressed) by making believe tﬁathi‘s

intentions are chaste and pure, when practically his intentions

are directed towards the sensual enjoyment of love. With this he

shows that the goal of his emotional endeavors is not love as an

abstract concept, but that'which gives 1t a flavor of carnal

pleasures. He barely cares for the refi'ning or inspiring power df

love. Even the poems which do not specifically describe a sexual

encounter appear suggestive when they are enlivened by gentle

{%nd voluptuous statements of his ultimate fantasy. Her.é his

egocentrism pushes into the background the aggrieved reputation

o

22

|

’0u1tu 1u, lamma Catab wa-gaf3,
wa-Cata-ni min sudid ma kafa:
“-Alna, "alna tuCid-ni an wafa?
“Qul 1T: mata tagi-ni?” Qal: “-Gada.”
Wa-gada li-n-nazirina garibl
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of the beloved who remains exposed to the mercy of the gossipy
neighBorhood, while the errant poet sets forth in search of new
adventures One of the best illustrations of Ibn Quzman’'s realism
(which the reader should accept as a positive uvalue, regardless of
whether he takes more irfterest in sympathizing with the victim)
is zajal no 141 having eliminated all the obstacles that were in
his way (like spies and the guardian), Ibn Quzman spends the night
with a beautiful coquette who, although a libertine, turns to be
very gentle and submissive. The dawn comes, but not in a
traditional way with the sorrowful parting of lovers who are \
alerted at daybreak by a sympafhetic watchman. Quite the
contrary. Ibn Quzman abruptly gets up, picks up his clothes and
takes the liberty of going about hisubusiness, leaving the puzzied
girl to worry about inconvenient consequences about which he

himself will not bother:
Without hesitation, | stood up to get my robe.
"Where are you going,” she asked, "what are you up to?
Leave your robe and come back to mel”
So | said. "Let me go, 1t is for money,
‘cause | want to praise Ibn Sumaydac AbU al-Qasim!"23

Although such poetry must not be confounded with pure

erotic poetry because the motivation and development of each

23

Qumt {1a gifari, wa-lam namhal.
Qalat: “Aln tam@r? ES tarid tamal?

Zauwal al-gifaraba®ad wa-nzall”
Qultu: “€An dahab namdi, halli-ni:
inna Ben Sumalda® Abu-1-Qasim

L _narid namdahl”
’ ]
\
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color its essential characteristics, it is not difficult to imagine

how Ibn Quzman may be perfectly capable of composing “ero‘tic

verses.24 Whether explicit or only suggestive, such verses |

primarily center upon the physical aspect of a relationship

between two persons. Ina way, 1t would be a natural assumption

that, given this aspect, erotic verses should not be placed among,

or confouﬁded with love poems which presuppose emotional . ‘
involvement. Yet, it would be equally faise and illusive to deny N)
the presence of any sentiments in a physical attraction, even
though the degree of emotional involvement may barely cross
zero. For, it-is not our concern to adopt ; quantitative criterion
and judge ‘how much’ of emotions can be considered love, aﬁd -
‘how much ’ cannot. | )

Ibn Quzman'’s erotic poetry is certainly not as extensive as
the one previously described, but its mere existence requires our
attention. However, its analysis may create a problem as to its
scope bec"guse such verses, althgggg,simple to understand, are
not easy to interpret. They do reveal some of his general
philosophy of life, but are either so arid in their explicitness or
so monotypical in their suggestiveness that any protific
commentary should be excluded. Nonetheless, we will attempt to
draw several generalizations which would partially respond to/

the basic formulation of Ibn Quzman’'s eglic verses.

24The term ‘verses’ will be used more frequently than ‘poems’ because a whole e
poem 1s never dedicated in its entirety to the description of love affairs. a
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It has been previgusly stated that Ibn Quzman’s emotional
involvement in his lové affairs is quite a2 moot point. We cannot
give a positive answer to it, but will also avoid denying its
existence. Andyet, it is evident that Ibn Quzman rarely thinks -
about such experiences in his life in sentimental terms. Sexual

" encounters in Ibn Quzman’s poetry essehtially differ from those
celebrated by the pagan Arabs, not so much in prolixity as much
as in their purport. Pre-Islamic poets saw sexual intimacy as a
complete assimilation of bod;/ and soul in which\\he two aspects
equally take pleasure. In |bn Quzman's poems, however, sexual
encounters are responses to‘ the carnal appetite which does not -
recognize any transcendental pattern of conduct. Whether he is in

' love or not is an 1rrel'evant guestion since the demands of his

body are unto a separate Jaw--the law of instinct. Inno.3Q he

says: o

| am amazed at some lovers,
. to whom is sufficient just one Kkiss. '
v My habits are not like theirs,
\ neither is that my style nor my taste.
Hedonistic love, come here to mel2s

~

25
Nacgab min baCdi-him, Cus§aq
takfa-hum qubla f-al-a§daq. N
Les ahlaql 1 g1 1-ah13a.
wa-13 kan madhabl wa-1a stihsani.
@ - - ¢1¥qan humarT, qum, atlacl
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It is thus understandable why Ibn Quzmjn's attitude is generally
misogamic2d but it is not misogynic. Although a passionate
hatred of the other sex may lead into promiscuity whose primary
purpose is to hurt, this is certainly not the case with Ibn Quzman.
He is a philanderer without negative, anti-sexist connotations. )
He hardly even distinguishes befween homosexual and
heterosexual lovers, taking equal pleasure in both. Here 'islwhat'

he.says in no.30: .
My failure in life you already know, \
but.only thus will | spend my life.
[f among people there is someone
who likes either sodomy or adultery,
| am certainly the one who likes both.27

In aclose comparative study of the erotic and the amatory

-poems, another point catches the eye of a careful reader. In the

latter ones, expressing only ‘platonic’ love, Ibn Quzman affords

the role of the subdueﬁd, defeated, or even humiliated partuy. His_

. €go seems to remain untouched regardless of the misery that may

-

be experienced under such circumstances. On the other hand, in

the poetry where his manhood is challenged and possibly

' jeopardized, he isjrarely a loser Poems of tms latter kind

26\e have discussed this point’ in the first chapter when referring to his

divbrce and family.
\

Hid1anT ka-11adi tadrih:
- les naqta® dahriy i11a bih,

Wa-, 'in kan f-al-wara man fih
ihda 1-haslatalni: lauwat au zani,
f-ana da 1-haglataln nagma®.

- L
B
ih
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almost invariably praise his success in love affairs, exalting him
like a hero onto the pedestal of virility. Here, he is usually

presented as the offensive party or, at least, as the luckier party.

He attacks, and the ‘victim’ generally fails n defense, unable to

flght back Ibn Quzman’s cunmng forces. In no. 36 he says:
| drink ony a vintage wme-
and love only thg one with whom | hqve a union.
when | say; "1 want your lips,” he never says 'no’!2§’

It happens occasionall'y that he is being seduced, but both the ‘ '
development and the outcome of the event take his side. IH no.
140 he is approached by a beautiful young man who suspects that ‘

Ibn Quzman cares only about women. But, he gets a negative

. response with a.metaphorical explanation:

| have more patience than“other men,
and am more sensitive to grief. / '
If Tove sfarts-cooking someone, "
| myself will take the lover uncooked.29

‘ A
The~examples 6f specific love affairs in his life should hot

“occupy too much space in the present an@\ks\Js. Suffice it to say

that they tend to be more suggestive than explicit. Only in rare

cases does Ibn Quzman dwell on descriptions of the actual

.
. ¢
N

1

28 - ‘
La §arab i11a gadim; 1a malih 1113 wasQl.
Id naqdl: *~Fammak narld”, les yuhalif ma naqgal.

29
Ana ‘aktar an-nas galad

wa-'akwa Cala kulli sad.
Wa-'in tabah al- Cigq ahad,

ana na'kul al-Ci¥aq nay.
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intercourse. In these instances, he does so in such a witty style
and mastery that ‘the r.‘eader decides to characterize it as an
amusing obscenity rather than as coarse pornography. Such is, for g

example, éajal no.90 in which Ibn Quzman voluptuously describes
an affair with a Berber woman.30 In the majority of the zajals,

however, the obscenities are moderated but undebatably implied, a

\

creating almost the same effect. Inno. 16 he says: .
, Oh son of al-Bayani
j ’ ' more generous than clouds, .

T | | Tearn from your kind hands

the greatness of generosity.
- Everybody in this world :
talks like this about you. ' ‘ ,
He who loves you in difficult times, l
with your wealth you treat gently,
and he who comes to beg,
you desire to love.3! . -

»

30pace Ibn Quzman but the excerpts from this poem will not be given. It s
not difficult to imagine what reaction such a poem created in his society.
31

Walad al-BalyanT, ya ‘akram

min al-gamaml N

R Min samahat kaffak atCallam

hagﬂ a]N-karam.

kullu man f-ad-dunya yatkallam
bi-da kalam.
Man yahibbak f1 waqt dig,
fa-bi-malak tarfuqu,
wa-tarid man gak 1i-yastagdi
wa-ta§aqu.

This zajal also contains avkharja (cited in.Chapter Two, footnote no. 32) whose
hunt theme has a clear metaphorical function. Similar to this poem are many
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In such a vivid and diverse circle of people, only those who

are centripetally directed towards Ibn Quzman are given the

_privilege of participating in his games; as for others, they are -

either brutally eliminated or first systematically weakened, énd

then allowed to stay. In these poems, Ibn Quzman seems to -

display the worst kind of moral cynicism,
though they [his poems] are highly
sympathetic for all that In them he

5 reveals himself as conceited, sycophantic,
amusing, and importunate joker who did
not hesitate to beg for the things which he
needed and enjoy life. He was a

-~ professional Don Juan, a wooer of men as

well as women, 32

*

We have shown earlier that zajal follows particular
thematic patterns which, along with certain other elements, give

a distinctive flavour to this strophic form. The sequence

. ‘amatory prélogue——tré%sitlon-—panegyric’ 1S the most common

pattern, although variations are perfectly permissible Thus, in
Ibn Quzman’'s poetry we encounter instances where either love is
supplanted’by another theme in the prologue, or the transition is
quy eliminated, or the entire zajal is dedicated to a theme
other than hyperbolic praise. We shall begin our analysis with

amatory prologues.

g

others, like nos. 123 and 184 where the obscenities are addressed to Abl
Nuwas.

32g 6. Gomez, “Moorish Spain...,” p. 233.

pd




Practically speaking, amatory prologues have the function
of introductions. The panegyric that follows represents the |
backbone of the poem, and 1s rightfully given the full artistic
attention. The more original and appealing the panegyric, the
better prospects are for a good income Given such a commercial
~ aspect of the zajal, it 1s understandable why composing a poem
often resulted 1n a mechanical and arid reeling of f of poetic
images, particularly in the introductory section which bore no
direct connection with the object of hyperbolic praise
Consequently, the emotions expressed in amatory prologues were
largely imaginary. In one of the poems Ibn Quzman even admits

this after describing a fictitious affair with the neighbor’s wife:
Whatever you hear is not true at all .
By God, don’t strive 1n vain to believe.
[f it were my Hour, I'd swear to breathe again,
For, as you know, | am a cheater and a drunkard.33 (no.20)

On the basis of these two points it is easy to make a ’Iogical
j‘ustification (at least partiallyTfor the existence of good and
poor amatory prologues: while the former represent true \
masterpieces of literature, the latter are unimaginative and
repetitious products of Ibn Quzman's manufacture. Nonetheleég,
the fact that the zajjal is a professional artist should not be

caught in the pitfall of considering all amatory prologues as mere

33
Kullu ma tasma¢ 12 harfa minnu haaq.
La, wa-hagqg Allah: dab tyyak tasaddaq,
wa-law anni s-sa nahlaf hatta nan§aq
wa-, kama tadri, tanzi wa-humari.

’
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side-effects of the industry of zajals. The poet's inspiration, if
not originating from his immediate experience, stems from his

memory by means of whi¢h he reconstructs the feeling of love, or

from other people’s experiences. If it is fictional inhis case, it -

is undoubtedly real in the case of the persona whose guise he
takes to compose the song Thus, Ibn Quzman’'s attitude towards
the prologues, although professional 1n essence, reflects both his
emotional and intellectual perception of love and its dictates.
The methods in which he expresses it, the intuitive and the
empirical knowledge put in the service of his poetic skill—--all
the:se elements‘ suffice for an overall understanding of the poet-as
an artist and a social being whose existence belongs to a
particular background.

Yet, what puzzles us most is the fact that Ibn Quzman's
poetry 1s certainly not stereotyped. While in its substarice it
contains a universal and perennial valZJe, it is a poetry that
Incites a multitude of associations We will attempt to sort

them out inaccordance with the main 1deas and images that they

e
convey Theprevious section of the chapter contemplated

groticism versus chaste love, touching upon many amatory
prologues which for that purpose needed not be categorized in
accordance with their structural function The analysis that will
now be undertaken will try to avoid what has already been
discussed, but cannot isolate itself fully from it, primarily due to
the fact that Ibn Quzman’s love poems may be evaluated from

different perspectives.

N
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Even the first encounter with Ibn Quzman's amatory
prologues strikes one with a surpmsmg reah)zatlon that the great .
majority of his numerous outbursts of love and passion 1s
addreséect to men. These personae dramatis come from different
social backgrounds, starting from the lowest classes to high '
state positionsg. They are usually ordinary people from the |

market, street, taverns and bordelloe._ They are praised, as in no.

.64 7

What to say about a beloved.
you and him, with no one else,
=== while the door is firmly locked,
~ , hegavé you all, and admitted all 34

M. Hodgson’s observation that in romantic poetry “always, .
b;/ convention, the love must be foj“ a young man or boy--the poet,
as a man, being a lover;- to have mentioned loving a2 woman would
have been undecorous, "33 seems inapplicable to [bn Quzman's
poetry. Hisbeing homosexual n poetry is the reflect\on of such.
propenSIty inreal life, which is strongly supported py his tales
about heterosexual encounters that explicitly descrlbe the lady
and occasiondlly mention her proper name. Perhaps the best

»
illustration of Ibn Quzman’'s indifference to the lady’s discretion

o

34 . ' « o ¢
E¥ taqQl 11 maC¥ia, |
ett wa-hu, din malglﬁq,
wa-bab ad-dar maglda,
! ' ~InanCam, 5
! . kullu ¥ay yathakkam.

35M, Hodgson, The Venture of Islam (Chicago: Chicago Untversity Press, 1974), \

H,p}303

4
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Is zajal no.144 where he is faced by a grave hesitation as. to

which gir] to lTowe. The choice is large and’ temptmg, and the

- entire poem i% ‘dedicated to describrng eacl‘j glrl separétely,

m:w,«*v

.such verses reflect his deep consideration for preserving the

beginping with her name. Eve_ntual[&/, alea acta est, aan
Quzmian depicts one of them on the basis of.his personal criteria.

>
- Ibn Quzman speaks extenswely about h]S mchnatlon

[S

towards endless sensual anl emotional mv.olvement with men.

Mentiomng their names seems to be quite an irrelevant issue. In

certain cases\this is either t;hé poet’'s inexplicable preference or -

a simple proof that the addressee of hig love 15 fictional Inno.2

he exf)lains: N « °
I love a boy from the suq—-
if you saw him you would recignize him,
as if | myself told youw, his n%m,e--—
_ but to name him | don’t dare.36

-

S1m11ar1y,~m za]a no 43 he says . .
< ’My tears ran like water,

" for soméone | wﬂl not name 37
ﬂ .
AS we are'already accustomed to suspect the sincerity of Ibn K

Quzman s sentiments, it 1s-eésy to reject the possmmty that

e

secrecy of love and the beloved, which is the impulse of other

4

36 . X
SabT nac¥aq min as-sla. InCarad lak, sa-tadrih,
Kannaqdl lak kef ismu. Les nagrT ['an] nusammih.
37 K : . ,
-~ Tagr! dumaTct bi-hal m3 _
. min hubbT man 13 nusamma. :

Y
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C ; poe~ts pfihe:;l}'me. Ibn QuziMan does not cultivafe such
expressions of attéhtion, regardless\f)f who is the catch ih his
web. It is understandable then why most’of his lovers are

“represen't"ed in prologuesg as pure ‘amatory puppets’ who serve the

- " purpose of boosting ibn m ego and portraying him as the .
r’haéter‘ of all: sensyality, independence, poignancy, pathos, and |
often bathes. Surprisingly eﬁough, one of the victims of his
amator)f exploits is al-Washki himself (nos. 6, 13, 33, l
35,67,157), Whieh refutes all theories about malntaimng the
l'decency and the rephtatlon of the beloved. Al Washkl who is his ¢

" pest friend, his heloved to whom he dedicates his gfwan , by all
principles of - logvc should not enter amatory prologues and be,

, idéntified. with oth‘er casual flirts. Yet, 10g1c has again been ‘

& misused for the purposee of Ibn Quzman’s personal goals. Simll‘ar
is the fate of/Zuhra, agirito whorﬁéré dedicated many true love
poems, but who “ingloriously ap'pe-ars in amatb:*y prologues, too
(n0s.29,127). j o

It seems essential to determine why Ibn Ouzman S amatory
- prologues rarely rise above the level of sensual pleasure The
. ,: simpliﬁcaﬁon of love relationships sometimes reaches the

extreme, 3s.inno.101; N N
= | love the one who is more beaut1ful than a full moon.

He gives me advice, an advice withno value:

4 ‘ “You want happiness? Then leave me and be reasonable,
- Don’'t sujjer: 'cause frofm here to Baghdad,
' e ‘ countless handsome men you can find."38
' ¢
Vo o )
38 a g
1 v 14 - ~ .
\ .'
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a fhat he enjoys such relat‘ionships we do not doubt, but his
insistence on poﬁ\rtraying that face of human relati~onships appears
to bear in its own way mérks of sententiousness. 1bn Quzman was

perfectly aware of the political and religious norms thatA\gvere |
« Imposed in al-Andalus. The various people who parade through his
- amatory pr"dlogues reflect the gap between what the theory
’ _propagates and what peoéle actually practice.
h This isnot only the case with his homosexual encounters 4
Passion expressed towards women in amatory prologues‘equally
#ludes to lax morality that cancerously spreads throughou_t
,hAndalusian soc'iety. Zajal no. 90 is,probably the best example 01; -
Ibn Quzman’s resolution to unveil what truty happens ‘next door.’
He telld us a story about a casual flirtation with a Berber girl

that results in a passionate love affair in which they.both quench .
their thirst for garnal pleasure, An excéllent analysis of this

( . 'Zajaiﬂi'is made by J. Monroe te whose observations little can be‘

added. After shedding light on the complexity of Ibn Quzman'’s

artistic consciousness, Monroe conéludes: ~

Ibn Quzman is therefore indicating that his  *

I~ belovéd, who by the way is significantly a
, Berber, is also a prostitute. By wearing a N
- garland [t3j - a legal indication that she
was a prostitute] she obeyed the law to -
/ the letter, but not to the spirit. The,
S
Nuhibb amlah min al-gamar al-kamii.
 .Yaqil yansah, wa nashu-hu 17 batil: > . .
o “-Tar1d taf1ah? Hall7-n1, wa-kun ¢3aqil, ‘ ‘L
- ) N ., DPi-1a"ankad: min ahna ‘ila Bagdad : ]

‘ 6\ | Cala ‘agnas tagad min milah akdas. L

/
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discrepancies between legal theory and
practice were perhaps neither greater nor
lesser than at other periods in Islamic
history, but it is significant that ibn
Quzman should voice his disapproval
-because this betrays his radical opposition ,

to the state ofsthe society he lived in. The
supreme irony is that 1t is he who must
escape from Cordoba whereas the Berber

< girl can safely stay on to practice her

g ‘ trade. The poet does ript complain, or

attempt to whltewash‘hls own virtue. He
mereély makes the hstener aware of the -
" contradiction between the ideal and

' reality. Thereis in this episode even an
expression of the anti-Berber feelings that
were latent in al-Andalus, but it is
subdued, and the poet goes beyorid the
merely propagandistic to touch upon the
basic problems of life itself.39

The discussion presently undertaken has centered upon our
undepstanding of Ibn Quzman’s poetry through the ideas and _

messages it conveys. We have seen that his vivid portrayals of

love are both entertaining and d]daCtIC._ Let us now allow the poet

to speak in his own voice, not about specific experiences in which

he has been mvolved but about his mtellectual perceptlon of
what 1ove is and what it means to him.
In one of the rare moments of sorrowful reminiscence over
a past relationship, he lets his thoughts be heavily permeated
\With melancI;oly. His view of love becomes, if not pessimistic,

then hopelessly realistic:

haaN

Ben {\Jumara still has not found the medicament for love .

39. Monroe, Hispano-Arabic Poetry..., pp. 43-44.
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so death ahd love have thus the same value....(n0.4)40

'As opposed to this unusua! attitude, the most common’

association that Ibn Quzman makes when praising love is wine.

These two concepfs when compined, give the true meaning to his

existence and create what he considers to be paradise-
Paradlse if given to me, would be wine,
and loving handsome boys. (no. 62)4!

. The taste of good wine pleases me,
embracing the beloved rejoices me.(no.5)42

"Ibn Quzman openly rejects the notion of licit Tove. Inhis

opinion, love has no charm if everything is smoothly synchronized -

. N L3
in fixed pattenns of ethics. Love ap(d marriage are opposite

egrfi\ties belonging to different categories and laws. What the
. husband believes to be the sanctity of the institutionalized
relationship with his wife is substantjally different from what

his wife\bestows upon herflover in an illicit passfion?
"When will | truly see what my hope s/s?
How sweet it isl--
You need not talk about sugar and honey.
You kiss your wife, yet-- SRR

40 L . '

Ben Numara lam qgat yagad la-hu dawa: o
al-¢1¥aq wa-1- mautu ‘as-saum fi-hi sawa...

41 - . “

Al-ganna, tau ‘uctin3-ha, hiy ar-rab,
wa-C¢i§q al-milah.
‘ »
42

A¥-§arab yatib 1T madaqu,
wa-1-habib yatgabni Cinaqu.

L
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. you do not know-what kissing is.
c ‘ For, what kissing and loving is--
only the Tover knows. (n0.37)43

A ¢ In the view of 1bn Quzman, love should be free, avoiding
frustrations imposed by oaths and futile promises. Lovers are anot
/5 Otherwise, they s;? to feel suffocateé by the relationship

dto loosen andi_éease to exist. Therefore, Ibn o

f~ -
sincere 1n them and should comp]etel?\avqid them (no.9) €
which 1s then doo
éuzmén wants freedom and independence to believe in .

what/whom he wants,.with no quaims about the vicissitude of

love and the precariousness of lovers (no.34) In zajal no. 14he = - @
concludes: ‘ o ‘
The oath is not valid--when made by the lover..
R They asked me: *Was he sincere-— .
| the one who made an oath toyou?”
- “By God, as if you have never seen a thief-—= ;.

carrying the Qur'an under his-armpit!”44
. “The final point related to amatory prologues that dr‘aw‘s
attentiop is Ibn Quzman’'s attitude towards women. /1t has been
earlier said that his position is remote from béing misogynic, »

¢
° ’ P

13

43 , .
Mata nara mitia ma gad ra}t min al-amal? N

Fam3 'ahldl L3 taqul sukkar wa-13 Casal. o ,
Tuqabbil az-zau g, wa-13a tadri tib al-qubal.

Les yarbah al-qubal wa-t-tatnig 1113 1-Cas1q.

&£ .
- 44 ) ‘ ; '
“Yamin les yugbal 1{-¢a§iq. ‘ '
“Man yahlaf lak--qul 11-sadiq?” : '
. “Les, bi-11ah, kalyam37 sariq
¢ . 113 wa-taht ibtu Mushaf.”




e TR
S %
h )
&5y
T

P

R R R e L g e | e
\«i' &y “’gl S(’{tﬁ%“,‘:ﬁ’{i R T M“fm» ,“”?}T ¥ .“&'?q!;'.}.“\ AR A e g s,
) . ; >

N i B . '
- f » ¢
(>4

although it occasionally does reflect a certain dose of
L4

antifeminism Nonetheless, such a view can be characterized as
' ‘ i i

bewilderment created by solving the endless Jabyrinth of
woman’s nature. in no 89 he says:
women hold respect for nothing-- - ’t
0 ) not for contracts nor for accords. |
‘ Their paradise is confusion--
until they defeat the lover.
And you see only puzzles—-
- and you see only swindles,
until the things become uneasy--
and they have no mercy on your distress.45

For the lofty Ibn QUzman such an emgmatlc character of women '
may create a mess of his reputation, so he avoids ‘serious

busmess wth the opposite sex (no.21). Unlike " Ibn Hazm who
devotedly attempted to understand women and theorize about

their nature Ibn Quzman refuses to subject himself to risk,

paying tribute to them from a distance andrejoicing in the fact

that they were not indispensable to Him. Yet, it is important to

repeat that there was no negative chauvinism in this attitude. Ibn

Ouiman did not find women intellectually inferior, but quite the ¢
opposite--they had their own ways of dealing with men, setting
for them those foxy traps which men’s senses could never

perceive. Perhaps it is for his belief that women are the main

o
A"
45
Lessumu n-nisa Cala §ay: 13 Cuhld wa~1a mawatiaq.
Ganna hi 1-halta maCa-hum, hatta yazfard bi-Cagiq
fa-tara baCad min at~tih, wa tard min al-mahariq

wa-tadiq Cala}k al-adya, wa-13 yarhamik 17 diqa.
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cause in creating disorder inman’s wor]d that he could afford no

major place for them in hlS amatory prologues which after all,

are songs of his triumph. :
~ ‘ %\ o
' f
Unlike amatory prologues, love poems shiould be approached
in a somewhat different manner. Their oﬂﬁ*eation d‘id not come ‘on .,
assignment,’ and the principle of pleasin% the customer did not

play any major role in it. thile we stilt find in some of them

traces of his zeal for sensual enjoyments, a great number of .

" these poems reflect the.poet’'s simple response to the primordial

need to love and to be loved. There isrrarely anything caricatured
in these poems: they avoid extremes of presenting.ove. in
absolute platonic terms, but also of associﬂating'it wifh pure
carnal impulses. They are wrltten to ce,lebrate love in all its

mamfestatlons the Joyful in partlcular
v'. - Lookand you'll see the afflicted one!

My pitiful heart desiresyoul 5
Up with love to the heavensl
Down with pain to the abyss! (n0.55)46

Unlike amatory prologues which’ m their great maJorlty
exclude women, love poems are equatly 4 "rddressed to both sexes.
Al-Washki and Zuhra are two $pecific persons to whom he

dedicates more than one poem ’each, but there is no other evidence

Unzur, [wa-ltara da 1-balal
Aradalk] galbl I-mubtala.
Talli¢ li-1-wisal bi-1-malal
_Habbtt 11-s-sudld bi-1-hasarl. e
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that his love is shared only among a very narrow circle of people.
Their number may be iarge or it may be limited-this, however, w'e
do not know and do not find relevant for the discussion

Except for just a few examptes (nos. 10,’129 or 120), love
poems echo with a sincerity which we rarely encounter in Ibn
Quzrpan’s diwan. They do not exclude sensual aspects of-love, but

sensuality here 1s given a dimension of 1ntimacy unknown m his

amatory prologu%% For example, a verse such as “he intoxicated

" 'me by himself even before.l got drunk” (sakkar-ni fih [min] qabal

an¥naskar, no.53) remains in the'r'ealm of chastity in spite of its

erotic connotations.

L

Even the aspect of courtship that is so brutally degenerated
in other places, acquires in Jove poéms a quality of gentleness,
necessary for the bond of love. In zajal no.75 the courtly

elements are subtly embodied in the poet’s love sentiments:
The one | love tells me “My-servant,
my son, find-someone else to lovel”
~ Beloved of my heart!You are its world,
and the fertilizer of its I1fe.47

Similarly, inlb‘bemmo. 108 he describes his lover’s (al-Washki’s)
glance as both “giving life” and “ taking it away " (nazra mink
tuhyi-ni, au namut finazra). Although these.are typical courtly

47 .
Man nuhibbu yaqul 11 “--Ya maulay,
ya bunay, qlub, tasibi”

“Ya habib galbil 'Anta hu d-dunya
wa-z-zaman al-hagib.

-~

95



S '
ér} L b,

-
a4

associations, they are subsequently modified by being injected

with a delicate dose of sensuality:

“ ~ All those who do not lTove--
" deserve to be burnt with Tove.
_Nothing sweeter have | seen--

than union with one’s lover;

two words with him are worth--
a thousand miskal,
and others will not be said,
until they mention him.48

Thus, love poems usually contain a moderate blend of both,

portrayma Ibn Quzman’s feelings as genuine and unpretentious.

. The maijority of them stem from simple human feelings and exist

as autoéhthonous poetic' creations, unaffected by his didactic
tendencies. They primarily reflect the poet’'s individual
creativity, ‘and unhike the rest of his amatory verses, only on the4
second plane may they be considered as exprgssion of his cultural
milieu Due to the fact that their fundamental quahty lies in |
their literary aspect, th‘gir further evaluation will be subsumed |
partially under the following discussion. |
T \SP AN’
Ibn Quzman's love poetf‘y is the poetry of narration and

deécription. The previous chapter has touched upon the

48 !
Kullu man 13 ya¢§aq--yastahaqq an yukwa,
-lam tara §ay ahla--min wisal man tahwa
kalmatan gat macu--alfa mitqal taswa
wa-les yadda 'a}gan--a\fa hatta yudkar. _
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significance of the former in t}\e ovérall value'of hisopoetry, and
also as an innovation in Arabic poetry in general. V

In Ibn Quzman’s love poetry this Hteraryﬂmode plays an
impoi'tant role, particularly when the theme is an unexpected love
affair or any encounter with the beloved. In other words, the
t'heme has to be a story, that is one song, developed from the
point of 1ts inception to the pdlnt of 1ts terminatign through a
distinctive:pl'ot. As has beén argued, such a structyre, framed by’
boundaries of time and space, rarely oclgurs when thg poet - : A
reflects solely upon his own sentiments or upon love as a general .

concept. For example, zajal no. 107 conveys such a meditative -

You do not notice the one who loves you-- {, /
and do not pay attention to him - !
While he dies of love for you--

you turn away from him.
He tries to find consolation--
but remains disappointed:
when he jokes, he does not enjoy it--
when he drinks, he does not get drunk.49

This type of exposition, consisting mostly of descriptions, 1s
particularly (not exclusively, though) connected with Tove poems.

The reason, as has been discussed, is Ibn Quzman’s teridency to

express in them what he feels, rather than what has happened to

49 - 4
Les tara man yahwak--wa-13 tanzur mannu,
da-yamut an waslak--w-anta tanfur €annu,

wa-yarld yatsalla--wa-yahib fih zannu:
in mazah, 1am yatrab--in §arib, I’am yaskar.

(9/

.
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him. On¢he other hand, the narrative mode pertains mainly to
amatory prologues. Here, ﬁ?effect is largely amplified_by the
unforeseeable naturgof these stories' the hoet retells them
chronologically ant w'-tho;ut alluding to amything that follows,

leaving the lm!pressmn ihat he himself does not know the outcome

of the story Such a method is strongly reinforced by the

interpolation of dialogues which.conjure up the anecdote
authehtically and directly. Zajal no. 20; for exémple 1S one such
narrative creatloh where the entire plot 1s successrully

-

developed almost through dlalo%ues alone abeautiful girl has

. been verbally seduced by the poet acceptlr@; to stay 1n hlS house

A

for.the night. Unfortunate% he realizes that he has no sleeping
robe for her, so he sets forth in search for one His pragmatic
mind does not betray him and the solution i1s easy to find. he
swiftly compoées a panegyric, 3elis it to Abl al-Qasim, the ‘
grammarian, and for the money he earns he buys the robe for his
guest. In the end, everybody benefits: the girt gets her robe, Abl
al-Qésm; his praise; and Ibn Quzman the girl'. Unavoidably, he

congratulates himself for his genius: *. ~
..Yes! You may hear what | said 1n praise,
| will read 1t to you--and you’ll wish to applaud me.SO

As for descriptions, they eonstltute amajor element in the
composition of 1bn Quzman's love poetry. They are elaborated

through a net of rhetorical devices, among which metaphors, .,

50
. . Ahal Qad tasmac® ma quina fT madhy;

daba naqra tak: tarda-ni li-qari.
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0 ‘Zf:ﬁsimﬂes and symbols are most numerous. These primarily serve
the purpose of adorning the poeéms, particularly in the instances

where Ibn Quzman concentrates either on the descriptions of his

.7 _ belovedor onr the charactemzatlon of his emotions r ' L
"Arclose exammatlon of hlS 1ovR poetry shows a typology in N

" the physical features of the characters presented as his lovers

In most of the poems we find a character-type: black-eyed, dark-
skinned and with-a-face-like-a full-moon Eyes seem to be the

W most common element that arouses his emotions, and are usually

&

portrayed as fatal (nos 26,108,115,117, etc) Inno. 26 he says:
’ Oh, eyes! God has created you so pretty.
. Tothe most cheerful one--you causeg injury ‘
My eyes madé me fall in longlasting love with you . 2
[ suffer from the dark eyes' are they to blame?5!

Ibn Quzman openly shows his.fascination with beauty. His poems é
never praise a timeless 1deal, but rather the beauty which he may
_encounter wherever he goes--the market, the countfy, br?gffhels,
taverns, courts. It is'the beauty which exists in his world and,
although never identified with an absolute, it is the beauty whicho
sotirjs his emotions and evokes higreépect. Poem no. 58 is one of
lbn Quzman’s eulogies-of beauty in wh(ich he wonders what

feature of’Zuhra first caused his love.
0 my nephew, Zuhra is the prettwest of a\l\l
\

0

51
Ya Cainalnl Alah halaq-kum--Cainainan mi1a. , -

. f-ahld ma yabaad 1-insanu--tazidd §irah.

: CAlnfy armat-nT maCa-kum--f1§al "an yatal,

o i wa-ya¥kl bi-1-Caln al-akhal:~-ef danb al-kuhil?

? e




s at
| wonder! I's that which shines your face

o that resembles the lustef of dawn? .
And that which benqrs, is it her dress, -,
her waist when she walks, or a branch?52

Stmilarly is zajal no. 115 where Ibn Quzman, contemplating the

soothing beauty of an unknown girl, tranquilizes the storm of his

-

impulses: T ) ’ 5
Your face is the light of my eyes and of my morning.
You are my sweet basi], and you are my wine.
- «t Joy and pleasure do ‘not come,
\ until | see your pretty countena’nce 53

The beauty of the beloved is usually presented through the

portrayal of his/her face, and%ccasmnany his/her body (no.31,, e
134,142). Embellished with an aura of epithets and attributes, " \
these descriptions usually draw a parallel between the phy31cal
features of the beloved an@varlous entities from nature Thus in ‘ ‘\
.Zajal no. 116 the poet sings: . ’ .
( Whenever my beloved looks, . . ’ o
- he embarrasses the sun and the moon
with red, red little. cheeks, @ :
52 ‘ : _ °
Zuhra hi ya-bn ahi, zain al-m11ah, . ’
A Ya taral Daka ‘allagi qad 1ah,
B waghak ett yuhaki daw as-5aban? ‘ . \
Wa-daka, 'id yantani f-ar-rida, '
gaddu-h3, 'id yantani, ‘au qadib? ) + .
53 N A N o o‘ ‘ '?ifcb . )
' " Waghak huwa nlr Caln1 wa-gabahi, R S &
fa-'ett huwa ralhani wa-‘ett rahi, ) ,
wa-les yagdl ‘u farhi wa qtirahi . .
hatta nara talCatak al-bahiyya. i
’ ’ \ SN
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white [complexion],.blond [hair], sweet, sweet,’
h with a waist like a swinging branch.54

N Ibn Quzman very frequently emphasizes the dérk complexion of {

his beloved, wmcn ts usually asmar (no.3 1 ), or is compared with
* - the color of honey (usalmar hawit min §uhad, no. 145). It can

kY

also be portrayed as if .
. .1t combines black and white
‘ as if it is the morning gombined ¢ e
with somethmg of the darkness of ¥e dawn.35 (no.145)

The mouth can-be “pure-musk-inwhich-Godput p_ear‘.s
(fammu ya‘raf miskan adfar--Allah saffar fih ala:ﬁa har in
(u.

no.100, or where “honey and water are mixed”

“wa-1-m3, no 134). The lips are red like blood (nos. 129 “134) and

are very sweet (nos. 31,134,145). As mentioned earlier, eyes are . '
usually “biack and bi1g” (Camaznan sud krbar no. 112), and

sometimes allegorically associated with HarGt and MarGtse: “In

your eyes | saw the magic of HarGt and Marut” (sibar Hardt wa-

54
T ‘ . : MaC1 maC¥da, i¢a nazar, -
” A ah¥al a¥-¥amas wa-1-qamar: Q o N
bi-lvxud'a}dét humar, humar; )
» abyad, a§qar, hull, hulg;
gaddu ka-1-gusn ida ntana.

. *
..Fa-"abyadu ma¢aswadu
ka-'annu sabah al-gudld
bi-§ay min zalam as-sahar. .
, v

. 4 ; ) - n ‘ 1
- - 56In Sura 11:102 these two fallen angels are mentioned as thé&srecéivers of the
o ' maglic which:they later revealed to the jinn, although they we[e told not to do "y
‘ so .

= . o

&
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Marat ra'é]tu ma balna Calnalk, no. 129. The same’ allusion is

- ) - \%\ . -
In addition to the descriptions of physical features, Ibn

. Quzman has created'verses which attempt to characterize "
abstract states af~Mind and soul through their associations with

visible. and peréeptible categbries, l;\ no. 35 the poet uses

-~

" metaphorically thhékmotif of a“shirf to illustrate the pain caused -

N
. by the beloved:

My loveris indeed full of love for me.

He has cut for me a shirt of painful aloofness, -
then sewed it with breaking promises,
S and evoked in me insomnia.

His thimble was my sorrow,
his needle the darts of his eyelids
. his scissors were my death,
~and his thread, my destiny and fate.57
While many-descriptions of physical beauty fall into stereotypes .
which prevail in Arabic love pQetry, the associations.of such a "
synaesthetic character-highlight the originality of {bn Quzm3an's .
' . .

L3

57 : 3 ‘
les hablol ‘{11a waddd: - S
"gatac 17 qamis min sudtd, '
© wa-hatubi-naqd al-uhtid \
wa-habbab i1aly as-sahar.
- Kan al-kastuban nfin §ugan, v
wa-l1-ibar, sirfa%al-éufﬁn, . .

. b wa kan al-maqgass al-maniin,
S wa-1-halt, al-gaga wa al-qadar.
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poetic skill. The poet, writing either on his behalf or in the guise
of someone else, directs his imagination towards describing

particular abstract categories such as pain, lovesickness,

,patience or hope, through figurative speech. He attempts,to \

formulate these feelirfgs not by appealing to the fixed linguistic

‘terms which would be understood by anygne who already has an

empirical knowledge of these feelings, but by translating them

from one sense to another so as to achieve a partcgular mental

reproductlon Some of the most successful and powerful verses

. of thiskind are in zajal no. 115 where the poet, urged by his

current experience of patience and hope, answers somebody’'s

~

question:

L3

They say: “Be patient and wait for her!”
“This patience, is it flat or is it rqund? .
“‘And what color is it, friend?” “Perhaps green,
or yellow, or like the aloe of Almeria.”>8 /

The whole series of r'hsetorical adornments reveal Ibn
Quzman’s tendency to vivify his love poetry in a way which will
detach him from archetypes and help him form his own
distinctive poetic diction. The aftermath is a poetry fraught with

images conveyed through various literary figures. As for

. metaphors and similes, they constitute a major core of love

motifs, and have diverse gualities and functions. For example, in

58 s .
Yugalu It "Ntazir-f\é qat wa-'agbar]” *
Haga s-sabar ¥att huwa ‘au mudauwar?
Wa-e¥ launu, ya sahib? Yumkin ahdar,
‘ aw agfar, au ka-Cudi él—Mariyy'a?



Zajal no. 134 1bn Quzman tries to define the beauty of his

beloved:
Are you an emerald, or a pearl?

Cinhamon or, perhaps, amber?
Are you a ‘candy‘or maybe sugar?

- © O The daily sun, another moon,
‘ or a combination of this al1?59

The juxtaposition of disparat:é images concentrapes on the poet's

admiration for the beloved. The effect is emphasized by a
) A . o

sequence-of-associations-which-are-invoked-asthepoethaits

. before the beloved’s beauty, so that the reader’s attenﬁon is

~ turned to the poet in an attempt to identify with his |
astonishment. Thus, what matters heré is the impression created
in the bokt, and not what nis beloved really looks like. To tnis
kind of metaphbrical illustration which highlights the effect
rather than the cause we can gontrast the one which centers upon
. the object itself. In the first instance the n"etaph.or is directed
from the subjectl to the poet; in this iat is reciprocal, moving

from the poet to the subject:-
what kind of musk is this? What scent?

From this magic others are created. ~
The moon courts with the daily sun,

59
Zammarradan ett au gatthar,

3 au qirfa ‘anta ‘au Canbar,

' au hull ‘anta ‘au sukkar,

au §amas an-nahar au badran tani, .
au fik hida 1-131‘9‘51 agmact?

R -
- ~ }
-

- .




a}\d Mercury lapses before Mars. (no.132)60
Unlike metaphors, allegorical portrayal of love is not a
dominant form in Ibn Quzman's poetry. Nohetheless, what his
poetry doeg contain are mythical metaphors which introduce
personae from the Qur'anic tradition. It has previously been
shown that on two occasions the myth of Harlt and Marut
functions as a metaphorical personification of eyes (nos. 28 and

129). Similar is the myth of Yatqlb who appears in two zajals

(nos.44 and 134) as the S);mbol of crying:
| Tove you (beauty is easy to love),

and if you were forbidden or concealed,
| would shed the tears of Yacqub:
Blinded, 1'd say: * My love has made me blind,
maybe the tears will availl” (no.134)6!

Finally, let us say something about Ibn Quzman’'s symbolism.

‘Like many authors before him and after him, Ibn Quzman

1.

60

E$$u da 1-misk? E§¥anhu d3a lghunnar?
) 4
- Min hada s-sthar tuCmal al-ashar.
Al-gamar €a§aq 11-§ams an-nahar, . [
,wa-CUtarid yamit wara 1-Mirrih

The two planets metaphorically represent the two lovers: Ibn Quzman is
Mercury and his friend al-Washki is Mars. One is also the sun, the other is the
moon. Ibn Quzman alludes to their alternation and mutual dependence, and
consequently, to the important role which al-Washki plays'in his life.

61
Nahibbak, wa-1-gamal mahbib,
wa="{n kunt mamnac -au mahgub, ,
sa-nabkT ma baka YaSqlb,
wa-natma, fa-naqdl: “Hibb1 ‘a®ma-nil
R . fa-latall al-bukd yanfac.”
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elaborated a particular pattern of symbols by ascribing to certain
metaphors a continuous, unchangeable function. These symbols (
should not be evaluated as extraordinary devices because their
aptitude to produce an instantanebus visual er mental analogies
does not always seem effective. Ibn Quzman has certainly not
mastered this skill as much as those that have so far been
discussed. Nonethe‘]ess, the existence of symbols indicates his

inexhaustible motivation to test his artistry in various literary

modes Thus, 1n several instances (nos. 26, 82, 105) the beloved

is associafed with a bird that loses its feathers
Or{ly a httle time remains in your life,
B'eware, do not jump into a ditch, but into a river,
| see you become tender, and wish to fly.
Don’t you fear to become a falcon, whose feathers are
plucked?(no.26)62

éimilar is the recurrence of the-motif of a lover whose body

vanishes from his clothes. In poem no. 115 he says:
IT my lover feels only one third of what | do,
he would not see my body 1n my clothes.
How delicious this love 15 when it torments me,
what a distress it is also and what an agony!63

62
Lam yabga min cumrak 1112 zamanan yasir,
fa-hdar 13 taafaz hunaldag: taga® fi gadir.

Narak tabtadi turaqqiq wa-tatma® tatir.
1§ tah¥a targa® mugarnas, mantdf al-anah?

.63
' Law anna bi-1-Casiqi tultu mabil .
Lessu kalyubsar gi1di 1 tiyabl.

Da 1-C1$qu, ma ‘a¥ha-hu 1 Cagdabi,

-
d ,




Another example of Ibn Quzm3an’s net of symbolic patterns of love
poetry is the one associating love with the sez\L Altho'ugh perhaps
the most genuine and authentic of all, this illustration was
already discussed in the first chapter and needs no further I

repetition.

This chapter has attempted to analyze love sentiments ds

expressed in Ibn Quzman's poetry. |t has been seen that this

concrete material for the growth of this powetry, and so did .

poetry is very composite, and that its evaluation must commence
from a very wide perspectivé in order to encompass both its
explicit and irnplicit rﬁeam’ngs. I£ is a poetry that needs constant
alertness on the part of the reader, primarily because it does not
conform to one literaryztrend only. Although its birth took place
in thecontext of particular historical circumstances, Ibn -
Quzm3n’s love poetry is also the expression of his own artistic
genius which wittily depicted miscellaneous attitudes towards

love in order to form a new, ‘Quzmanian’ love. His life purveyed

lif;'erary influences from the Muslim East and the Muslim West. As
a result of this, the reader of his poetry learns something about
Arab hterary history, something about the Andalusian cultural

background and something about Ibn Quzman, the poet and the

L . w-aly mihna huwa aldan w-aly baliyyal

By this illustration, the poet probably refers to lovesickness which affects the
mental and physical condition of the lover. Insomnia, fever and lack of appetite
are the most common symptoms, and their effect increases with the intensity
of emotions. Here, Ibn Quzman proves how great his love is by claiming that
even one third of 1t would cause such a weakness in his beloved that his sight
would completely betray him.

~
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social being. The insistence on only one of these factors would be *”“
misleading, as much as the exclusion-of any of them would convey "

a defedtive 1dea of his poetry‘.‘ Thus, we have tried to maintain

b

the balance among them all, emphasizing them separately only :
when that seemed to be sufficiently justified




| CONCLUSION S
_ In its entiretyr Ibn Quzman’s poetry reflects a dichotomy
which can accommodate two different streams of analysis. One
of them centers upon the question of form, and the other focuses
on content
In the previous chapters, it has been argued that the for:mer
_approach occupies more space in modern studleé on Ibn Quzman.

In contrast to them, this thesis has undertaken a thematic

analysis, focusing on Ipn Quzman’s love poetry. The main prémise
of the thesis is that this poetry hasrboth didactic and purely
artistic functions. Its didactic nature has been demonstrated - (
through the disclosure o; three major elements: Ibn Quzman's
life, the language which he erﬁployed, and the main ideas which he '
conveyed. Its artistic nature has been anafyzed in a thematic
study that has taken into account Ibn Quzman aesthetic imagery
and other literary devices. ' .
The first chapter has portrayed Ibn Quzman as'a poet whose
work is considerably im’luenc:ad by the socio-cultural background.
He composes an engaged poetry, shedding light on what remains
implicit in the poetry of others He proudly offers himself as a
perfect example 6f common, but clandestine deviation from the
rigid ethical code, without hesitating to mention the names of
places and people who accompanied his flagrant excursions to the .
world of illicit entertainment. Thus, his awareness of the
historical situation manifests itself through his poetic
intrichcies by which he attempts to reciprocate the influence.

Given this obéervatlon, we have tried in the first chapter to



110

w,

.

: & ‘ establish the hypothesis that, in addition to possessing an
‘/ evident artistic dimension, Ibn Quzman’s poetry also appears as a
social phenomenon. '
The second chapt‘er has discussed the overall value of lbn
Quzman’s work, plac{ng the emphasis on the form and the literary
. methqu. Although from the very beginning 1t has dissociated
itself from a crifical assessment of the form, the chapter has
ouched-upon-certain-aspectsof-this-issue, recognizing-that-the

interrelation between ‘form’ and ‘content’ provides a more

i

complete evaluation of this poetry. It has been shown that Ibn ,
"Quzman’'s composing of poetry in the vernacular language enlivens -
his poetic expression and transmits his ideas more easily. With
regard to this, special emphasis has been placed on Ibn Quzman’s,
( diction. Since he sang about what went on behind-the-scene In
the markets and bordellos, the Janguage had to be adopted . ‘ f

AN

accordingly Given the fact that-the everyday vernacular language

had a freer strucfure than the classical, Ibn Quzman adopted it to
talk about the common complexities of life, its irrationalities
and 1ts controversies. He remained loyal to the authenticity of

étreet-life, and yet did not violate the artistic values of his style

' and composition Both parameters maintained a high quality in

]
their own ways, although they were employed for opposite goals:
colloguial language to stress the proximity to everyday life,
whereas 1ts Integration into a formal literary pattern to convey

the message 1n sophlsticéted circles detached from the street.

-

Having succeeded in this, Ibn Quzman once again proved his

( mastery. ‘ ‘ _ ¢
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The=discussions undertaken in the first two chapters

o

provided different insights into the character of Ibn Quzman's

poetry Although presented separately, these insights formed a &

- unit which served the purpose of illuminating the final focus of

this thesis Ibn Quzman’s love poetry Thus, relyingon the
arguments previously stated, the third chapter embarked upon the

critical assessment of amatory poetry from three perspectives

first, drawing a distinction between love and erotlc_verseg;

second, distinguishing amatory prologues from pur\e love poems,

and third, analyzing literary elements in the overall love poetry

of Ibn Quzman It has been argued that fbn Quzman's attitude

towards love 1s antithetical Non—confor“ming to the dominating

1deas of his time, ﬂtms attitude 1s also highly individualistic ‘and
controversial since 1t encompasses different trends in amatory 3
expressirons Occasionally, and that in pure love poems, 1t reflects
sincerity of h1s sentiments. Here\, Ibn Quzman speculates about V’f/‘
the ultimate definition of love, examines 1ts effect on the human )
soul, exalts 1ts pleasures and laments 1ts bitterness I
Nanetheless, most of the time he exudes cynicism and insistence

on sensuous amusement between lovers. This becomes

particularily obvious when verses on love are written ‘on

assignment,’ that is, in amatory prologues which prece\g\e .
hypert}ohc praise, the pivotal section of Zzajals. Here, Ibn

Quzman's fendency to unmask and ridicule the hybocmt'lc

behaviour of h1s society is being amplified through his incisive

and detailed stories about profane relationships among his

companions, neighbours, and other familiar persons from high and

¥

L Cones, . 5L




low social classes. His witty narrations are not presented

indirectly but straightforwardly through his being either the

joyful hero or the unabashed witness of promiscuous affairs.

The ctolourful mosaic of 1mages, symbols, personae

dramatis, metaphors, and many semi-instinctive and semi-

",intellectual portrayals of love and i1ts dictates reveal an

extraordinary artistic talent in Ibn Quzman{_Although the scope

AR

-l pa

“of 'this thesis provides only a modest mSIght Nty one of the many

levels his poetry encompasses, 1ts findings may contribute to the

view that

~

Ibn Quzman 1s one of the best poets of the
Middie Ages in any language, he 1s the best
poet of Muslim Spain and ranks with any of
the Arabs. His work, coming later than ibn
Hazm's “Necklace of the Dove,” 1s the
second master-work of the literature of
al-Andalus.!

'£.6. Gémez, “Moorish Spain,” The World of Islam, d. B. Lewis (London: Thames

and-Hudson, 1976), p. 234 .




- . . APPENDIX -
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, The fBﬁowing sec;tion includes selections from Ibn
lyOuznrién’s love poetry They are either amatory prologues
~{henceforth marked as AP) or love poems (marked as LPu),

appearing under the numbers which they bear 1n the Diwan.

In order to provide insight into two different editions of -

the Diwan and to facrlitate the regding, the appendix contains the
text 1n both Arabic characters taken from CAQ and 1ts

transliterated version from T7TBQ.

"
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0 Lay zgra-ni salhib at-tafrig | gad kanrafig.

1 ¢Matd nard mitjla md@ qad rait | min al-amal?

g jFama ‘ahldl L3 | taqul sukkar | wa-1a ‘asal.
.T—\Iu'qa.b.b_iuua.ug, | wa-ld tadri | tib al-qubal.

" " Les yarbah'al-qubal wa-t-ta'nig | illa I-asig.

2 Ma‘u Sufajfdt | yatal fi-ha | al-i'ubér.
Garat *ald l-buglya walmargib | wa-l-thtiyar:
kada [hiya] $a|bih al-‘akar | wa-l-Fullanar,
wa-'id tulabbah | ‘ala t-tahqiq, | .fa-bil-\agiq.

3 Saribtu sirrak, | wa-hu ‘indl | full al-munj,
wa-qumtu lirrags | biakmami | ‘alad lgin,
wa-'agbah an-nds | lidikr Alldh, | w-agbaht ana
ma bajn al-18kA|LA wa-l-ibrig | sakrdn garigq.
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Hagar-ni hab‘fb‘i, hagar,
wa-lessu fi ba*du sabar,

HaZar-nl wa-zad bis-sudid,
wa-ntaqam ‘alajy al-hastd,
fa-*ajy@mi min hagru sad,

ka-mitli sawad a¥-3a‘ar.

W-and, gud hafar, f1 *adab.
Ik marr*wa-Jra‘ad al-itab,
taruddu gufiint sihab,
wa-tarsal dwmiz't niatar,

Les habibi *1l1a waddd: v
gata® /i qamis min sudad,
wa-hatu bitqd al-‘uhid
wa-hab b%v as-sahar.
Kan ~al-kastuban min Suffin,
wa-l- dbar sthim al-fufiin,

wa kan al- maqass al-manQn,
wa-l-Bayt, al-gada wal-gadar.’

'Ala gaddi §a bi-t-taba",
w-ana les IT bth muntafa“,
gamar hu, watgisnﬁ Sama“:
yadab ad-Sama‘} bi-l-gamar.
Ra*d qalbl hada l-muhal,
mada li-habibi wa-qal:

c«——'Asd tamm tuwaglir wisg,

wa-*én kan.li-had ad-duwar.
»Tgkdn atturuz min widad,
swa-llauza min alitigad,
»wa-l-kAnm ladid ar-ruqad,
sfa-lam narqud al-yaum Sahar.

»iLaw aksajta hya, laqad
»knttafgé hasir fT mazad!»
Fxqal li: «—¢Tarid al-qasad?
»F1 hagfak hu ‘*a‘zam agar».

;Unzur,’[w‘a-]t'arh da l-bala!
Aradalk] qalbi l-mubtala.
iTalli* lilwisal bilmala!
jHabbut lis-sudid bi-l-hasar!
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0 Lessu natidb *an 3urb kds abuda,
wa-laisama id saqah It habib,

w

¢ES taqil f1 dar wa-kds wasSarib,
wa-yakin sdqik malih Lihidab?
Fa,ida safd qati'u, wa-tab, —
wa-stawd ‘indu d-dalal wa-l-huda,
irfa* cit yadda gati‘ak wa-tib.

3

2 Zuhia hi y&:bn aht, zayn almilaly,
iYa tara! Daka ‘alladi qad lah,
¢waghak ctt yuhaki daw as-sabdh?

* Wa-daka, *id yantant f-ar-rida,
cqaddi-hd, 1d yantani, *au qadib?

3 Kasafta ‘an husun d3k algabin,
fa-ra’ajta guldamak al-miskin

qad inhalla, wa-qad raga® fal-hin
ri*dat ‘al-furrug amam "al-hida,
wa-bagd lak zillu $aihan ka’ib.

. 4 jAly ‘adsb, brliah, li-man yastaka!

o Qad ‘amit, nanzur ba‘ad fi wak3,
[wa-]les 5aj’an yanfa‘u-ni l-buka.
Qad bakait hatta ratay i 1-'1da,
wa-3afaq li-hali, ya-mnd, r-ragib.

5 L3 nasitu i z3drani habbi,
wa-ngald h:\m{,ni wa-ziida karbi,
Qultu lu waqtan ahada qalbl.
«—Qul fi: cmata tagi-nt?» Qdl- «~—Gadi»
Wa-padit li-n-nazirina qarih!
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Al-fanna, lau ‘w'tind-ha, hiv ar-rah
wa-'l‘ts‘q al-nuIa)‘l.»’,ﬁQ\\ L

' Nazalnd lid-muzihi wa-i-Thidlan,

tira ma‘' nis3 wa-tira ma' subyin,
wa-dirat as-3uraiba, wa-kin ma kin.

jHallitni min [an-Inasiha, ya mmah'

- ;Fasddi salah!

Na‘saq and Zaribi wa-nanhala®,
wa-laymi. [T mahabbatu les yanfa®,
wa-'ani muhibb ni*ma li-md yumna'.
;*Alajya bi-l-quldli wa-burlaqda,
mamnii* ay mubah!

Na‘saq and lioman lagga [i hagri,

wa-'in harab amami, wardh nafrd,

wa-ltair *ald tibdtu, hamd tadit

aktar yazidu dandqa wa-"lial
.- ida qil lu «haho,
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Li-habibi qulbi qtirdh
namdah as-subyan al-milah.

L3 gind Ii namndah li-man
qal I ‘ainu qaulan hasan.
Les nubalif 1i-1-Wa3ki zan,
wa-law annt bain, ar-rimah.

Inna tab‘'u les lu qarin.
Yastaggib Ii fi kulli hin:
wa-kaddak at-fab* al-mu‘in
yastagib sa‘atan yusdh.

Na'tadiru lak, ya sidi:
bi-m& ‘amkan-n1 naqtadi;
les yu’abbar had min radi,
wa-ld yatqaddam min salah.

Walad as-Subkiy ay-sagir,
waghu mit! al-badr al-munir

wa-,*id3 Sabb, amlah yasir:
wa-d-duha #in ba'd as-sabah.-

Wa-kaddk Ben al-Aslami:
man #ahad husnu qad ‘umi,
wa-ma* al-batil yahtami,
wa-githadu ‘indi mubah.

Walad al-hagf Aben Ubay
muta’addab, *aqil, hulay,
‘wa-gamailu des ba‘du 3ay:
man yarah yaf$u bi-s-siydh.

Wa-’Aben Muhriz, jajy walad',
Les yugad mitlu f-al-balad:
(hu] man marad min bu‘duhad,

- wa-ra’d ‘ajnaih wa-stara.

g
Wa-kada Ben Abi-l-Hisal:
fI gamalu hir al-famal..
Qad huliq min sihar halil,
Qul fi madhu bi-la gunah.

Wa-kadi 1-*Abbar fih bisal,
wa-hu kimil fi kulli hat, " -
fa-l-fuliis diin *iSqu dalal,
wa-l-mamdat min *i3qu salah.
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10 Kadid Ben al-Attar malily,
wa-wididu widad sahih:
lay lahiq Qajs ben ad-Darlh,

, lam yakun lu ‘annu bardi.

11 Walad almnusrif f-al-#amal
. ggalla, hattd les lu mital,
fa-tard ‘ainajn kal-gazal, -
wa-tard hudaidat sabah.
‘{2 Wa-ahth hamdan qad gama‘,
wa-r-radiga fihim tiba®:
man waqa’ fi fahbu, waqga®
wa-bayd maksiir al-gindl.

13 Wa-Bi Bakar al-Qullari,
jajy malih nadir wa-sarll
+  Min malibat dik ya'tarl
[t quiab an-nas al-girdh.

14 Wakada I-*Jzz les Iu Sabih:
kullu husun qad tamma fih,
fa-’ida@ tah, lu 'an yatih,
walmwa l-maSkur f-as-samdit.”

15 Wa-wald bilatu, dd g-sabi,
madhu yadda min madhubi
Wa-'ana nadri, wa-n-Nabi,
anvi nuftinu bilamdal. -

16 (Man hu da I-Bagi, lam natdh,
"*  falaqad g2 bih 'al-lléh, -
*  wa-yatir daba bi-tanah '
tairan al-BARSAIR bi-l-gindh?

17 ;Yi Bi Ibrahiml Atkammal
kullu man summi f-az-zagal,
wa-sahth hu, lafzan sahal,

. walmatani *aklar sahah.

18 jAjy kalam {3, mabsiit, hulu!
Abitu sifat aywalu.
Lay l ett, les kanna'malu:
wa-min as-Samiri n-nitd.
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Al-‘x.s’uq yalhla, | wa-*in kin fth l'm/&r wa-lil, .

1Aly hufra nahfar | ‘ala [l-Jabbar | min dib l-amami
L3 budda [li} min | tatriq yayman | wa-mun saldm.
Nadabbar wa-nahjtal, Jatalla | mi‘'u kalam.

Man bat bi-hamman ] wa-man yahwih | yahtal ‘alth,

Ragibtu *da [l-}jgalb an yasla | ‘an al-hawi,
min batad md lam | nada' hila | wald dawd, __
Fa.lam yakun tijbu *ay tarku | I3 sawa.

Ida qurahi | beda: «j{Jallih | yamsi masih's

JAjy tiba hiya | di laqdiiu | ma* da Lgazal,
wa-khds (T yaddu | b-hdl as-sams [aw al-hilal!
Asgi-ni S8lT | wa. "asquity | hattd -amal.

Fi sukratagn hunjné: min ‘ath | wamin ajdih.
*Addab-ni ‘idqak | wa-[*4dda-ni] | les nadri les.
Hada l-'and kuljlu, ya Rabbi, | ¢hattd, *ales:

au sadd ay [nugsdn] | min ablaqi, | au kef aw e3?
Lau dugta tib was|li, kattadrih | ay tartagik.

Qalbak 1i-1-'a51q | dd 13 lajyin | wald Sadid,
kamad *and minjka 1d qarib | wa-ld ba‘'id.
Ida kattard | dinu magnd, | fa-dud wa-zid,
wa-'in banaita | yadd an tubyih, | fahsin ilih.
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0 Tuqapii'u "akbadi, | ya sabiyya.
JE¥ luy darait alladi | halla biyya!

I Min Zayqiyda 'an nablug | fik mwddi,
" lessu tangalaq ‘ajni | {1 ruqadi.
: jAllahu ba‘ad ya‘lam | 1'tiqadi,
wa-ya‘lam an-niyyata | wat-fawiyya!

Yauman tard-ka ‘ajni, | yad bayadt,
wa-haddak al-azhara | hu riyadj,
id ett, habiba qalbi, | ‘anni radi,
[fa-1and fi ‘ahlagiy | ar-radiyya.

D3 lhusnu, ¢huwa ‘abdak | aw asirak?
F-ad-dunya tazajyunu | li-masirak,
wa-si'atan tatla‘u | f1 sarirak

asraqgat al-haratu | wa-l-haniyya.

4 Waghak huwa niir ‘ajni | wa-sabahi,
g fa-’ett huwa rajhini | wa-'ett rahi,
- wa-les yafii'u farhi | wa-gtirdhi
hatta nara tal'atak | al-bahivya.

$ ;Ya bahgat al-"asigi, |yd@ hayat!
) Ett huwa sabab ‘ajgu | wa-mamiitu,
. Mundu ra*d ‘ajnaj-ki | b waldty,
wa-qatl al-*ajnajn lessu | lahu diya,
6 Yuqdlu h: «—{Nitazir-hat | gat wa-"asbar!s
¢Hada swabar Satt huwa | *ay mudaywar?

Wa-¢'c Jaunu, ya sahib? | ¢ Yumkin abdar,

b aw asfar, au ka-'iidi | 'al-Mariyya?

7 iLaw anna bil-asigi | tuliu ma bi!
Lessu kagyubsar gildi | {7 tiyGbi.
Da l+itqu jind *adhd-hu | 1 *adibi,
weaty milina huwa ‘aidan | w-agy haltvya’

[

Lam yu‘ti *Alldh ahad | nd ‘attd luk,
[wa-]lessu f-an -nisd'i | zain bi-halak.
Taldta fal- huluqu | min hisdlak:
baidivy, [we-Jnagtyva, | [wa-Inafivya,
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Lag r}\t'aitum ma agmalu

-~

alladi ha'3aqu *and!

Mi'i ma'3lq, idd narar,
ahftal ad-Samas wa-l-qamar’
bi-hudajdat humat, humar;

. abyad, adqar, huli, hulit;

gaddu kal-gusn ida ntand.

;Aiy sihdm ma‘u f-al-gufin!
?m-nib‘él kidat an takiin.
Wa-fi haddajh wardan masin
la tamudd yadd li-zawdalu,
innu bi-lfammi yudtanad. -

iLay ra‘ajtum ma ‘arsaqu
man nuhibbu wa-na‘aqu!
‘Asma* qalbl qal: «j*Annaqu!»
;Laita man kagyaqabbalu'

gbi-fa(ﬁlat nahdr gannd o+,
4! Infarad wahdu brl-gamal, )
© w-aslaf al-husun li-Lhital,
' Wa-tarh badar, fi kamal, -
f-uggu, bi-llah, yaqial hn lu: '
«jArra yaddak waquit bi-ndl»

s @it lithabib, w-ana faqir,
an qubaila, fa-qal H: «—iTir,
Ligri, ‘o], 18 tastadirt
»Li ftadid hu man gabbalu
»yarbali al-haba wa-l- and».
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¢E33u pabaru fammak | garihan [hu] wa-muhaisam?
jAllah, [Allahu] ma‘ak! | jAlabibi, *abzug ad}dam!

Qul: jHu *Alizh hasibi | mn da l'uyiin arradiyya!
Halaq Allah fi baddaik [ sifat dibag al-Mariyya,
wa-ga‘al lak Sufafit | rigiq, hulwa, mustahiyya,
wa-halag lak wugaryah | mitl al-hilal al-mugawwam.

Qad hasal qalbi f-az-zamm | lamma ra’a warda baddaik. 4._‘..1..:.‘...’ s 5l /C,lgf,“f o) Ja ,’;

iKam wa-kam nahtaraz munk | hattd waqa‘tu fi kaffapk!
Sihar Hariit wa-Mariit Y| ra’ajtu mi bajna ‘ajnajk.
Nas'al Allah [annagd] |-wa-ma zanniy annt naslam.

/ An3, walldhi, ‘abdak | walbalag agma* *abidak.

iZEdak'Alléh maldha, | wa-haqqan bah aQ yazidak!
An-nis agma® yaridik, | fa-¢k¢f and les naridak?
Id amita-ni hubbak, | fa-ranta “lsa Ben Maryam.

Anta hu l-yauma dini, | wa-qiblati wa-salatj,
wa-'anta hu niir ‘aini, | wa-munyat wa-hayati,
fa-ash, *B-habibi | nagabbal gabal wafati,
fa-wisalak [ ganna, | wa-sudiidu-ka gahannam.

1
Tamma zayad li karbi | wa-Saqwatl wa-garami.
Nalgd yaddi bifusmi, | wa-les nafad gair ‘1zimi.
Rubbama qam fr bali | gasastu “mayda‘ hizami:
les nagad, nun nuhiali, | makdan *amdra lianalizam.

¢Aiy hayad yurtagd I, | wa-qays ‘ajnaj-ka qad ramat
bi-sthim al-mandyd, | as-sahal wa-l-wa‘ar gatal?
¢Li-ma tarid, ya-llah, an | tarm1 fi qalbl garahat,
wa-tamjir anta ‘anni, | wa-'anta li-gzgrlj'i marham?
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- 0 Haqgan hu, haggan —lessu da taubth — Vo oLty "
d L = = 7 (G E
A an ya'Saq Sirag, li-" Aben Makib. oS oY s
. 1 Kullu wihid bisihib gqad buli: :"__..L -U;_._.:-\Aa =l 5 N
. . «Da wa-da li» wa-«Dik wa-hada lis, .. . "— T
° Wa-Sirag, hu, Sirdg mwn amali. ° L”__.J A ny _‘J‘J)c OIR WA
' Man ga*a bin-namm vahmal at-taubih, ‘ -\ )
N . ] \ [N C)... J C)_m,
2 ‘Indum mun haliwvae mi I tatdq. 3
Ba'du-hum sar li-ha“di-lmm 'uSSiq, ,J‘ .J..;..‘ P_JL \) R
Hum —la-‘amii— humaiyaman halliq )
les lu *illa bain.al-quliib tafrih. . s re C
« e l_._.ha Y \- ,L’- N maliaee
3 Yal'ab ‘amdan bi-l-*uyin al-milgh G ’e ’
wa-hu yashut al-hadd mit! ar-rimah, dL__.......s ,_..raau-l o
. . ib-iy siyasal, les tauwalad girdh. . 'y '
- " i iBillah, lay kan da Ila‘ab bi-l-bafili! L;\I____.la A .3,-_--1 S
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Kullu mi kiina *amarr huw nhl’\
Yabla ‘umii, wa-l'isaq lcs yabla,
s wa-yaSihy kull had wa-hu Im yalif,

6 Nagad al-Waski - -at-tarig:  nah,
“ wa-l-bagal wal-faz' bilmarra y.\kun
fa-yasir hu i humral az-zarqun, -
u'a-nawr fi sufdirat az -Larnif®

. T Bylidh, ‘ussaq, abby, adu widdd,
wa-dhakil mm wmagi’ 14 al-hussid, ~.
Wit blabu, fa-3-5ardb ‘am an-addd,
weicld lam yakun Sarih, fa-tabin!

2
» 8 Y& Sirdg, yi bulay! Bi-MJh sauwik
and nahwdk, wa-nahwi man yahwak,
¢ wa'idd qila ahad: «Lessu diika,

- ahibat@-hu, na‘am, hatta yayih
. i
; +9 (ESSu d3 Imisk? #Esanhu da lhunrér ?
. Min hada s'siha;"ﬁ!;ngl al-ashar.
Al-qamar ‘asaq h-Sams an-nahdr,
wa-Utarid yandit sward-1LMarih §
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4 Hadi hu misk, hada sitian halal, s |)__,,.,., l.:Lz. el \a
. - wa-li-hada algamal yugal gamul
R Man yaqil, ya-bi, *an diya Lhilal, Jis JL) Jusn Vi,
. innu *abha, fa-*aqlu aql 2alif. . ’ ’ '
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. , o S Bi-llah, di I-9%aq ¢gamra huw au Iu’ us B J’J v




C P

) No.l4l/ AP ‘
\
0 Tasrab al-malika wa-tasqe-ni. M Vol .
L ragib ‘alaj-nd wala hakim. LS"""“‘""" 5 pdedl
» -
. (Kada *amlah! e e
:\ ’,__._SL>- Y, L.J& h...d) \J
1 Bitdd fi ridd qubal wa-*anaq. . PR 1 '
N «—¢Ajn tamir, aw essu taﬁd,*laqlzxg? C—"“U ““S
»iWalffir al.gardma li-man ya'Saq!
»Man sabar li-Siddati 1@ lini». PRI I TR S 3
Qalla ma *alai-hi ‘and *azim, Gt e o T
fala yaflah. ¢ gls T agist Tl !
2 As-sibd yuSdkilu ma ya *mal. .l . ;_;‘;;ﬂ ;’;

iDa‘u, da‘u, yagi wa-yadallall
Qad ra‘ait, wa-lam nara qat agmal o
min sadar li-dammu yaStaht-ni,
yanbahar ‘alaghi nahdan qa’un

yalyatwaqgah.
3 Wa-tard fumayma bi-hpk hatum,
nuzunat durar-ha djfa nazim,

fitna lidl-musalll wi-li-s-sa im,

Lam yafy br-hikpfuran tabyini:

Linna qulty ‘an-ha «bilial licatints,
wa-hiy amlah.

i Al-kalame yadiir wa-§-8arib yusrab,
wa-*and nuganni wa-hi tatrab,
wa-talabtu min-ha lladi yutlab.

IR tagul: «na‘amo, wa-tamanni-ni.
Asbah as-sabah, wa-huwa zalim:

C'Ii-mvs‘bab? ’

5 Qumt ila gifari, walam namhal.

Qalat: «¢Ain tamir? ¢ES tarid ta’ mal? W Ul et Sr9
. »iZauwal al-gifara ba‘'ad wa- -nzall » ] a
Quiltu: «'An dahab namdi, halli-ni: SRR TS - Y
sinna Ben Sumagda' Abi-l-Qasim L .
- ° e e 40700 i~
:Tnand namdah, , LaU, L}_T!,..,,d_s,
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