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Preface

Textual studies of the Andalusi poetic heritage seem to be somewhat out of
fashion at the moment. While it does appear that general interest in the cul-
tural legacy of al-Andalus is on the rise, scholarly concern with the strophic
poetry of al-Andalus seems to have spent itself over the past three decades on
textual and structural issues, exhausting much of the spirit of enquiry that was
first generated a century ago by Martin Hartmann’s observation that some me-
dieval Andalusi poets liked to spice up their songs by ending them occasionally
with a bit of non-Arabic wordplay.!

Academics do not usually like to talk publically about vogue and fashion in
our fields: we are serious about what we do and do not like to think of ourselves
as driven about by any winds other than our own intellectual curiosity. This
is, of course, wishful thinking: a good idea is a good idea, and if a number of
people start chasing that idea, that does not necessarily say much about it or
them, other than that they might be onto something interesting.

A case in point: in addition to two conferences in the early 2000s on the
muwassah that emphasized music and performance, several books have re-
cently been published or are in various stages of preparation, all of which focus
on “Andalusian music” in its various cultural dimensions, so that if there is a
new full moon rising, it is a musical one that shines now and draws the gaze of
both scholars and the public at large.

So it is with some trepidation that I set this book before you. My earlier
book, Al-Ala: History, Society and Text, is perhaps more in line with the pre-
vailing interest in the cultural and musical aspects of the Andalusian heritage.
There was a little something there for everyone, I suppose: social history,
performance issues, social theory, even a few diagrams and photographs. This
book, however, dives headlong into text: manuscript traditions, textual varia-
tions, alterations of text in performance, linguistic registers and so on. I do
think, though, that even if some parts of this volume are rather technical, still
an underlying point here—that there is a way of looking at text that leads us
back to the people and situations that use it—should resonate in a general way
with the prevailing interest in the poetic-musical heritage of al-Andalus. Song,
as I have emphasized elsewhere, is oral and therefore performative. Much of
the power of al-Ala derives from the immediacy of the moment of that per-
formance, and not just because it is lovely to listen to music, but also because
we always do so in a manner that is socially and culturally meaningful. It has
value, in much the same way that reading and displaying knowledge of a poem
have value (though the actual values involved are rather different, of course).

1 Das arabische Strophengedicht (1897).
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So it is worth taking a moment to look in detail at the anthologies that have
come to define and also represent this asil (“authentic”) art form in Morocco,
and I do so using the nuba Ramal al-Maya as the main test case. If the san‘a-
as-written is not quite the same as the san‘a-as-sung, and yet the two survive
together within the boundaries of this tradition with nary a peep of complaint
nor any attempt to actually reconcile them, that is meaningful. It has value for
those involved, too, and therefore deserves some discussion.

The chief topic of this book, however, and its raison détre, is the niiba Ra-
mal al-Maya, one of the eleven grand ensembles that comprise the Moroccan
Andalusian music tradition. As the niba usually presented first in printed
anthologies, and as by far the most widely recognized nitba in the Moroccan
repertoire, it seemed like a natural place to begin to untangle the threads of
oral and literary processes that have informed this tradition throughout its his-
tory. But Ramal al-Maya has other important features that also make it an apt
and interesting case study for a project like this. First, it is one of the largest
of the nubat in the number of texts—the modern anthologies contain all to-
gether 125 songs of varying lengths. This nitba thus provides ample material for
examining the various components (structural, linguistic, cultural-historical
and thematic) of the tradition as a whole.

Moreover, its focus on a religious theme promised to make tracing its tex-
tual histories, sources and thematics somewhat less daunting: The literature
on Arab-Islamic religious poetry is robust, with the major thematic territory
well mapped, and most of the poetic sources already well documented and
available in reliable editions. Quite apart from the usual suspects in religious
and mystical poetry—Ibn al-Farid, Ibn Zuhr, al-Busiri, et al.—religious poetry
is also perhaps the best-documented genre in Moroccan literature, as well.

As it turned out, however, the thematics of Ramal al-Maya proved to be
quite a bit more complicated (and interesting) than I expected. Just as religious
poetry from at least the 3rd/gth century on absorbed and recast a number of
pre-existing worldly themes, so too has the poetry of Ramal al-Maya come
to reflect a range of classical and post-classical poetic genres, especially love
and praise poetry. In a sense, then, Ramal al-Maya could be characterized as
embracing a swath of classical Arabic poetic themes and images—from far
beyond the boundaries of al-Andalus, in fact—and integrating them in a dis-
tinctively North African way that nevertheless captures something of the spirit
of al-Andalus. This has meant drawing upon a much larger body of literature
in order to explain this complex intermixing of themes and imagery in a well-
informed way. All this and muwassahat (or at least, muwssah-like poetry), too!
But it was through the study of the larger tradition’s historical and cultural
contexts that I came to examining the complex relationship between the pen
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and the voice that Ramal al-Maya also embodies. So even though this book was
conceived as a critical edition of the textual canon of this nitba, these contexts
deserve some discussion because such an understanding of this corpus of texts
contributes to a fuller scholarly understanding of the larger tradition as it is
found in Morocco today.

Part 1 therefore provides an overview of the social, performative and literary
contexts that surround and inform the tradition as a whole and Ramal al-Maya
in particular. It begins with a brief summary of the structure and history of
this poetic-musical tradtion in Chapter 1. Chapter 2 follows with some discus-
sion of the conceptual frameworks that I have used to analyze the place of this
tradition in its cultural-historical context, especially the idea that all traditions,
especially poetic and musical ones, have social foundations that define and are
defined by the values they invoke. This leads to a discussion of mixed orality
and the social foundations and functions of written materials, which I refer to
as the sociolinguistics of the text.

Chapter 3 details the manuscript traditions that lie behind the modern print
anthologies that comprise what I call the texual canon of Al-Ala. It explores the
history of the texts themselves and the relationship between the manuscript
traditions and the printed anthologies that today define the tradition. In the
process it puts forward an argument regarding the development of the reper-
toire in its manuscript form and reconstructs the history behind the consolida-
tion of the tradition.

Chapter 4 then rounds out Part 1 with a careful analysis of the complex re-
lationship between written and performed text within the boundaries of the
Moroccan Andalusian music. Arguing for the centrality of oral processes lying
behind the contemporary textual canon, this chapter lays out evidence for oral
processes preserved in the modern anthologies, thus underscoring in a differ-
ent way the signficance of orality in this otherwise literate tradition.

Part 11 is a comprehensive edition of all the texts performed today by Ala
musicians in Nabat Ramal al-Maya, with English translations and commen-
tary. Assembled and collated from all the modern anthologies, with reference
to the more important manuscripts, this critical edition includes compari-
son of signficant variants; metrical, prosodic and orthographic analysis; and
notes on major themes found in the texts. I hope it will serve as a reference
work for those interested in post-classical Arabic poetics, muwassahat, and
especially those involved in the emerging field of Andalusian music studies.
Leaving aside the complex social-textual considerations put forward in Part
I, there is a good deal that is attractive—even beautiful—in this niiba. I hope
that, notwithstanding the critical apparatus, I have managed to capture some
of that, as well.
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On Transliteration

I have used the following transliteration system for Arabic text:
Consonants

> = » medial or final hamza
(initial hamza and wasla are not transliterated)

b= o 2= Fo o
t =< s = q=&
t=& §= g k= 2
i=t 5= 2 1=
h=7 d=- 2 m = p
h:t t= b n-= 9
d=> z= 1 h= »
d=> ‘=t W=
r= &= ¢ y=¢

(final) -a, or -at in construct = o
ah =73 (in plurals of nouns with defective third radical, as: wasin, pl. wusah

Vowels

Short vowels are rendered by their nearest English equivalents: a, i and u.
Long vowels are rendered:|= a, $=1and s=1

Diphthongs: aw and ay

Grammatical inflection is not transliterated, except as needed for clarity or for
the demands of prosody, where appropriate. In order to reflect more accurately
the metrical and prosodic qualities of the poetry dealt with here, tasdid in the
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definite article is indicated by doubling of the appropriate consonant, with
hyphenation. Prepositional prefixes and the definite article are connected to
nouns with / - /, but hamzat al-wasl is not transcribed when elided. Thus, the
opening aya of the Qur’an, if it were poetry, would be rendered:

bi-smi llahi r-rahmani r-rahim

Proper names

For Arab authors, historical figures and other individuals bearing formal titles,
I have preferred in general to render their names in their classical Arabic form,
except where conventions already exist in English (for example, Ibn Khaldun
but then ‘Abd al-Karim ar-Rayis). I have avoided Latinized renderings of no-
table figures from the Middle Ages (Ibn Bajja, not Avempace) and abbreviated
ibn in construct when rendering full Arabic names, except where the person is
commonly known by a nasab, thus: Abt Bakr b. Yahya as-Sayig Ibn Bajja. In a
number of cases, Moroccan names have contracted the nasab, which now ap-
pears in print in contracted form with altered vowels (even sometimes thus in
Arabic script). I have retained most of these: Benmtisa, Benniina, etc. Hamza
is conserved in formal Arabic renderings, except in cases where it is lost in
a particular usage (usually Moroccan, but sometimes francophone, thus:
Muhammad b. al-Husayn al-H&’ik, but Jawq al-Hayik al-Tetuani). Note also that
francophone renderings of vowels in some proper names have been retained
in cases where clarity seemed to me to call for it, as for example Jawq al-Hayik
al-Tetuani. In some cases, the francophone spelling of a name is common in
Morocco, in which case I have adopted it (e.g.: Mohamed Briouel). For other
Moroccan individuals, T have used either the francophone or the formal Arabic
spelling, depending upon how I was introduced to him or her (thus: Omar and
Mehdi Chaachou, but Sida Hasna Dawiid). In cases where I cite works by an
Arab author in both Arabic and a European language, I have used the Arabic
version of the name but included the foreign version in brackets: Benniina
(Bennouna), Malik.



Sigla

Throughout this book, the three most important modern anthologies of al-Ala
are referred to as follows:

IM  “Ibn Mansur” (‘Abd al-Latif Muhammad b. Mansur: Majmu* azjal
wa-tawsth wa-as‘ar al-musiqa al-andalusiyya al-magribiyya al-ma‘raf
bi-l-Ha’ik, 1977)

IJ  “Ibn Jallun” (al-Hajj Idris b. Jallin at-Tuwaymi: at-Turat al-‘arabi
al-magribt ft [-musiqa: musta‘malat nuabat at-tarab al-andalusi
al-magribt: $i, tawsth, azjal, barawil — dirasa wa-tansiq wa-tashih
Kunnas al-Ha'ik, 1979)

MW “Min Wahy” (‘Abd al-Karim ar-Rayis: Min wahy ar-rabab, 1982)

In addition,
D144 manuscript #144 at the Hizana Dawudiyya in Tetouan
HST my earlier book, al-Ala: History, Society and Text (Reichert Verlag, 2013)

Where reference is made to specific examples drawn from Nibat Ramal al-
Maya, san‘a numbers refer to those used in Part 11 (except in instances where
a particular anthology is mentioned, in which case a page number will usually
accompany it). So, for example, a reference to “Btayhi #5” means the fifth san‘a
in Mizan al-Btayhi in Part 11.






PART 1

Text and Context






CHAPTER 1
Introduction: Al-Ala in Moroccan History
and Society

The courtly musical heritage of al-Andalus has dwelt in North Africa for at
least the last five centuries, since the end of the Muslim kingdom of Granada,
and probably for longer than that. In the process it has undergone a profound
transformation in its social and economic bases. Where once poets and com-
posers wrote songs for an educated Andalusi elite, now the same poems—or
at least, poems constructed in much the same way—are woven into songs that
echo from the doorways of music shops in the Fez Medina and are performed
live for both the educated class and the general public in festivals and outdoor
concerts. Where once master musicians crafted their songs and taught them
via rote memorization to selected students who one day would perform with
them in the palaces of the aristocracy, and eventually replace them as masters
in their own right, now the descendant of that art form is taught by the same
methods to young children and adults from many walks of life in government-
run conservatories, far removed from the salons of the wealthy. Once primarily
the province of the wealthy and the powerful, now it is regarded as a kind of
national classical music in Morocco, a cultural artifact linking the nation to
the glory that was al-Andalus. As such it has come to dwell in a set of modern-
looking institutions that make it available and comprehensible to a much
larger audience than ever in its history, but that in fact retain certain cultural
features of the ancient musical form.

And yet, even though for centuries a complex interweaving of cultural forms
linked to a long-honored literary heritage on one hand, and to orality on the
other, has served to bind the tradition to its social base, the very effort on the
part of its doyens to preserve and perpetuate it has itself constrained the tradi-
tion, undermining the relationship between master and student in unforeseen
ways, and limiting the possibilities for innovation and renewal that in fact are
crucial to the survival of any tradition. For tradition is always rooted in the
social, cultural and economic frames within which it serves as a meaningful
reference to the past. When conditions change, when the past takes on new
meanings, tradition must also transform in some way. Otherwise, it becomes
a museum piece, a curiosity to be admired perhaps, but not taken seriously as
having meaning and relevance in the present.

In Al-Ala: History, Society and Text, | approached the tradition in light of this
realization, viewing the tradition through the lenses of two of David Graeber’s
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(2006) three domains of value: the social and the economic. The aim was to
recast the standard history of al-Ala in terms of the institutions that framed
the tradition historically, the better to understand its social foundations in the
present. This renarration of the history showed the tradition to be character-
ized by support from an evolving set of formal and informal institutions. These
institutions themselves have persisted in a complex relationship to both oral
and literary processes of transmission, a trait I defined as mixed orality. This
mixed-oral character has been preserved, even as the audience and social insti-
tutions that support the tradition have broadened and evolved. What follows is
a very brief overview of the main points of that other work, presented here as
background for the argument in the introductory chapters of the present work,
which extends the analysis of this asil (“authentic”) poetic-musical tradition to
the third of Graeber’s domains of value, the linguistic.

1 The Structure of the Tradition

Al-Ala, the Moroccan Andalusian music, is one of two related musical genres
known in Morocco today. The word dla means “instrument”, and it is used to
distinguish this tradition from as-Sama‘ wa 1-Madih, which makes use of very
similar melodic, rhythmic and textual materials, but is focused specifically on
religious themes and is generally performed a capella by ensembles of mem-
bers of religious brotherhoods (zawaya). Although the two clearly have some
shared history,! they are today regarded as more or less separate traditions,
each with its own repertoire and performance practices.

Al-Ala comprises some 700 san@’‘ (s. san‘a), songs, as well as a number of
instrumental interludes known as tusiya (pl. tawasi) and preludes (bugya, pl.
bugayat). These compositions are typically performed by either a small en-
semble of four to eight musicians, called a farga (> Ar. firga, “group”), or an
orchestra of up to 20 members, called a jawg. Instrumentation traditionally
includes the ud (Arabic lute), violin, and rabab (a boat-shaped, bowed rebec
with two strings and a leather face). These melodic instruments are usually
supported by one or two percussionists playing the tar, a small, round frame
drum with cymbals mounted in the rim. At some point, probably in the 19th
century, the kamanja violin was added to the ensemble. In the late 20th cen-
tury, other strings began to be added: viola, cello and upright bass, as well as
the vase-shaped Middle Eastern drum (darbuka). Other recent additions to
the jawq include ganun (Middle Eastern lap zither) and piano, and even oc-
casionally woodwinds. Usually, the musicians also sing, though some ajwag
have come to make use of a small chorus.

1 On which see the relevant sections of HST, as well as Guettat, 2000.
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Altogether, there are perhaps a dozen or so major ajwaq focused on the ma-
jor cities of the north of the country, Fez, Tetuan, Meknes, Tangier, Rabat and
Casablanca. The leader of the jawgq is known as the ra’is (“chief, master”). Most
rwasa’ are accomplished instrumentalists who have memorized large portions
of the repertoire, but a few have studied with one of the leading figures of the
previous generation and are recognized for their deeper knowledge of the
tradition. Such a master may be called a mu‘allim (“teacher”) and be highly
respected as an exemplar of the tradition itself.

The repertoire is arranged in eleven grand suites known as nibat (s. niiba),
each based upon a melodic mode known as a tab“. There are 25 fubu‘in all, as
some nibat have sana’i composed in other tubi‘. Anthologies of the song texts
commonly arrange the 11 nizbat in the following order:

Ramal al-Maya (includes 3 other tubu)
al-Isbahan (includes 1 other tab®)
al-Maya

Rasd ad-Dil (includes 1 other tab©)
al-Istihlal (includes 1 other tab")
ar-Rasd (includes 3 other tubu)
Garibat al-Husayn (includes 2 other tubi)
al-Hijaz al-Kabir (includes 2 other tubu)
al-Hijaz al-Masrigt

al-Ussaq (includes 2 other tubu)

At one time, at least in theory, a whole niba was a viable performance option.
However, nowadays, only one movement from a nuba is typically performed at
a time. Most of the nubat contain five movements, or mayazin (s. mizan), each
mizan being based upon one rhythmic mode (iga°). The five mayazin in their
usual order are: al-basit, al-qa’im wa-nisf, al-btayhi, ad-darj? and al-quddam.
Two of the nubat, ar-Rasd and al-Hijaz al-Masrigi, have no mizan al-qa’im wa-
nisf, and there are also two mayazin of more recent composition that do not
belong to any niuba: al-Quddam al-Jadid and Quddam Bawakir al-Maya.

A mizan performance typically passes through three stages (marahil, s.
marhala) of increasing tempo: al-muwassa; al-gantara, and al-insiraf. Each
of these stages commonly begins with a passage performed without tempo.
Al-muwassa‘begins with bugya, a melody played without tempo that outlines
the mode and accustoms the ear to its musical possibilities. This is usually

2 As discussed in Chapter 3 below, mizan ad-darj and its associated rhythm have had a some-
what ambiguous relationship to the niba historically. It does not appear to have entered the
manuscript tradition before 1902, nor the printed anthologies until the late 1970s.
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followed by tusiya (at tempo) and perhaps insad (an unmeasured vocal solo
improvised around the tab‘), which then give way to the first sana’‘ of the
mizan, performed at a slow and stately tempo. The transition to the slightly
faster al-qantara is often marked by either insad or baytayn (another type of
improvised vocal solo, also out of time). Likewise, al-gantara may end with
another unmeasured vocal solo that sets the stage for al-insiraf, which features
the most lively tempo of the performance. This structure of increasing tempos
juxtaposed with interludes performed out of time, leading to a climax of lively
songs at the end, is intended to produce a state known as tarab (“extasy”) in
the listener. Hence one alternate name for the tradition is at-tarab al-andalust,
which may be roughly translated as “the Andalusian musical extasy”.

The sana@’i‘ themselves comprise four types of poem. Some are composed
of two to four lines of monorhymed verse that conform to one of the classical
poetic meters. As such, they resemble a git‘a or “morsel” of classical garid verse
like those found, for example, in anthologies of classical songs like the Kitab
al-Agani or Ibn Bassam’s ad-Dahira ft mahasin ahl al-jazira.

A much larger number of sana’i are labeled either tawsth or zajal, and re-
semble in form and language the two Andalusi strophic forms, the muwassah
and the zajal: they have rhyme schemes that alternate between a gusn of three
or four lines rhyming together and a qufl of two lines that rhyme differently.
Like the muwassah, the tawsih is composed (theoretically) in classical Arabic,
while the zajal is composed (in theory) in Andalusi colloquial Arabic. There
are important differences, however, between these two song types and their
Andalusi poetic analogues. One is that, while the Andalusi strophic poems
typically had five or more strophes, none of these songs has more than three,
the norm being one. Another important difference is that, while in their hey-
day the muwassah and the zajal were structurally similar but distinct in hav-
ing a different number of lines in the gufl, in the Ala corpus of songs they are
structurally indistinguishable.

The fourth song type, the barwala, is a strophic form that clearly derives
from North Africa, having been composed in Moroccan colloquial Arabic. Un-
like the tawsih and zajal, the barwala has no fixed strophic structure; rhyme
schemes and metrical patterns vary considerably.

Several significant issues revolve around the language used in these sana’
types, which will be taken up in the chapters that follow in Part 1.

Finally, many sana’i‘ in the tradition contain composed passages of non-
sense syllables, called taratin, integrated into the melody. Taratin usually take a
form like ha-na-na... or ya la la la..., but in a few cases these “nonsense” passag-
es approximate actual Arabic words (the lexical meaning is rarely connected
with the rest of the text). Although not all sana’i have these passages, they
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are common enough to be regarded as stereotypical of the tradition and part
of its general aesthetic ethos. Virtually any point in the poetic-musical phrase
may have such passages—even between syllables of one word—and some are
long enough to comprise in effect entire strophes or refrains unto themselves.
The complex relationship between these taratin passages and the poetic and
musical contexts in which they are found are another subject dealt with in the

present work.
2 Personal and Institutional Relations: A Brief History
of the Tradition®

The Moroccan Andalusian music tradition is held to have originated in ninth-
century al-Andalus, with the arrival in Cordoba of the semi-legendary Abu
l-Hasan ‘Al1 b. Nafi, better known as Ziryab. Ziryab (d. 243/857) arrived in
al-Andalus in search of patronage after having first left the Abbasid court in
Baghdad and then been expelled from the Aghlabid court of Ziyadat Allah I
in Qayrawan (r. 816-837). His story and that of the other founding-father figure
of Andalusi courtly music, the philosopher and poet-composer Ibn Bajja (d.
533/1139), illustrate the two central institutions that shaped the production of
courtly music in al-Andalus: patronage and the ownership of highly-trained
female slave musicians. The oldest sources for the biographies of both men
indicate clearly not only that patronage by a wealthy member of the aristoc-
racy was essential for their careers, but that both men owned and trained
these “artiste slaves” in the musical arts, and that they relied upon them for
help with composition and performance before their respective patrons. Thus
these two social-economic institutions operated together as part of a culturally
informed economic system that shaped the way elite music was produced and
performed in the glory days of al-Andalus.

Crucial to understanding these early phases of the Andalusi musical cul-
ture is the fact that these institutions were saturated with personal relation-
ships. Unlike modern formal institutions like banks and recording companies,
patronage and “artiste slavery” were founded upon personal relationships in
which oral transmission, teaching and performance of the musical (and po-
etic) arts were matched by intimate relationships between patron and client
and between master and slave. These relationships in turn were saturated with
the face-to-face interactions summoned by oral communication.

3 This section relies upon the history as recounted in HST. The reader seeking more detail on
these matters is referred to Chapters 1-4 in that book.
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The gradual decay of Islamic rule in al-Andalus, and the corresponding
conquest by the Christian states, led to waves of migrants leaving Iberia and
moving to North Africa. Many of these migrants clustered together in cities
in the north of Morocco—Fez, Tetuan, Rabat, Tangier—forming communities
that came to have significant social influence as power groups. In the three
centuries between the fall of Granada in 1492 and the appearance of the most
important early anthologist of al-Ala, al-H&’ik, the audience for the courtly
musical tradition expanded beyond the Andalusi elite to reach middling folk
in the immigrant communities. Although there is little direct evidence of this
process, the emergence of these communities as influential ethnic compo-
nents in cities like Fez and Tetuan is indisputable, and in Fez especially there
seems to have been a social nexus within this Andalusi ethnic community that
connected religious piety and ethnic identity with an interest in music. The
Andalusian poetic-musical heritage probably served these communities as
a marker of identity and communal pride as it was performed in public and
private celebrations—whether in weddings and private parties, or as part of
the rituals of another institution, the zawiya religious brotherhood. Not coin-
cidentally, these same brotherhoods in Fez and elsewhere also functioned as
social spaces for networks that were central to the Andalusi ethnic/communal
identity.

Alongside patronage, the zawiya served the tradition as another informal
institution that helped to perpetuate the musical genre in this middle period.
Like patronage, the zawiya involved its members in personal relationships
whose intimacy was in part a function of their being carried on in face-to-face
oral interactions. By the middle of the 18th century, then, the music had come
to reach a much broader audience in Morocco than ever before. Despite the
evident economic impoverishment of the local regimes, which could not af-
ford to lavish patronage upon musicians to the extent that the elite of al-An-
dalus had, and in the face of repeated environmental and economic crises that
wracked Morocco throughout the 18th and 19th centuries, still the Andalusian
music tradition survived and even grew, adding at least one new niiba to the
repertoire (al-Istihlal) in the early 1700s and seeing the gradual incorporation
of the North African barwala as an “authentic” element.

Thus the arrival of the most important anthologist of the tradition,
Muhammad b. al-Husayn al-Ha’ik (d. after1788), far from rescuing a dying tradi-
tion from oblivion (as is commonly believed) helped to define the boundaries
of a still-thriving musical genre by enshrining in written form what he himself
had memorized of the poetry associated with the musical modes he described
as “Andalusi”. Since its apparent date of composition (perhaps around 1788) al-
Ha’ik's Kunnas has come to symbolize the tradition itself, operating as both an
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icon of the tradition’s connection to the Andalusi poetic heritage, and as an ur-
text helping to define what is considered authentic material for performance.
Al-H&'ik’s anthology was a watershed for al-Ala. By committing the tradition
to writing, al-Ha’ik set it on a path that has led both to its enshrinement as an
art form worthy of preservation, and to the establishment of a modern con-
servatory system for preserving it—thus enabling a further expansion of the
tradition’s audience outside Andalusi ethnic communities.

The modern era of al-Ala began with al-H&'ik, but it received a significant
impetus from the second important anthologist, Muhammad al-JamiT (d.
18857). Not only did al-Jami‘ produce a collection of sana’i‘ that complements
the Kunnas in preserving a few songs, versions of songs, and performance units
not found in the earlier work, but he also helped to establish the first teaching
institution for the music, in the Medina of Fez. Although this early conserva-
tory probably was only a facility where master teachers could conduct classes
in essentially the same way they had for generations in their homes, it never-
theless laid conceptual foundations for the modern conservatory system that
professionalized the teaching faculty and further standardized the repertoire
of al-Ala in the 20 century. The al-H2’ik and al-Jami‘ anthologies, by virtue
of their wide acceptance as asil, and their stability as written documents,
thus made possible the large-scale teaching institutions that have helped to
establish al-Ala as a national heritage accessible to nearly anyone with an
interest in it.

The modern National Conservatory of Music and Dance was created dur-
ing the French Protectorate era, under the auspices of Alexis Chottin. As a
scholar attached to the Protectorate government, he was charged with the
task of studying and preserving Moroccan traditional music. His laboratoire
de musique marocaine in Rabat became a meeting place for masters of al-Ala
from across the country, and led directly to the establishment of the National
Conservatory system with branches in all the main cities of Morocco. With
the help of more recent master musicians like Mohamed Briouel and his late
master ‘Abd al-Krim ar-Rayis, the National Conservatory has become one of
the pillars of the Andalusian music tradition in the modern era. Every year,
dozens of students of all ages take lessons in al-Ala at the five major branches
of the Conservatory in Fez, Tetuan, Tangier, Rabat and Casablanca, following a
curriculum developed by ar-Rayis primarily from the Kunnas repertoire taught
by the age-old method of rote memorization by oral repetition.

Yet this apparent success in extending access to the tradition has come at
a cost: the tradition’s music and poetry are quite complex, and actual perfor-
mance opportunities are limited, and so the majority of the students maintain
only a very superficial interest in the tradition. Moreover, by emphasizing a
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standardized curriculum, professionalizing the relationship between student
and teacher, and inserting itself between them as the guarantor of the curricu-
lum and the teacher’s income, the conservatory system has actually undercut
the social relations that once animated the tradition. The result has been a
tradition that is more widely recognized (and perhaps appreciated) than ever.
Yet the emphasis placed upon a standard curriculum, founded upon modern
printed anthologies and held by a cadre of established masters, has completely
bounded the “authentic” repertoire, and so the options for its creative expan-
sion seem ever more remote.

The most advanced training of Ala performers still takes place in the pres-
ence of a master musician, either at the higher levels of the conservatory
classes (which are usually conducted one-on-one), or in an orchestra (jawq)
centered upon a mu‘allim. In either case, the more refined aspects of the reper-
toire—including the most difficult sana’i‘ and nuances of style—are taught by
the classical method of rote memorization with minimal reference to printed
texts. Indeed, what printed texts do exist are inadequate as teaching materi-
als because they represent the tradition as poetry without any of the textual
alterations brought about by the musical composition.

All the major orchestras—of which there are about ten nationwide—are
sponsored in one way or another by organizations known as jamfyyat, or
music-lovers’ associations. These associations arrange concerts (hafalat) and
festivals (mahrajanat) featuring the major orchestras, supported by mem-
ber subscriptions, donations, and in some circumstances by partial funding
through the national Ministry of Cultural Affairs. Together, the conservatory
system, the jamyyat and the Ministry of Cultural Affairs comprise the modern
institutional system that has replaced the old system of informal institutions
centered on aristocratic patronage and makes the tradition available as an ele-
ment of Moroccan public culture.

These institutions are “modern” in that they represent important departures
from the informal social-economic institutions of the early and middle periods
of the tradition’s history. A hallmark of formal institutions in the modern world
is that they rely upon standardization of relationships and impersonalization
of economic arrangements. These are necessary for the efficiency which for-
mal institutions strive for. Thus, gone are the personal economic relationships
of patronage and artiste slavery founded largely upon intimate, face-to-face
contact. They have been replaced by commodified social relationships that
are based upon highly formalized economic exchange and (usually written)
arrangements—whether between the jamyya or Ministry (acting in the place
formerly occupied by the patron) and the audience, or between these insti-
tutions and the jawq and its members (acting as the client), or between the
conservatory on one hand and the student or the teacher on the other.
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As already noted, however, despite this clear drift in the institutional system
toward the impersonal and the formal, significant elements of older personal
social relationships persist, embodied in the oral channel of communication
that was characteristic of the early and middle periods, which places partici-
pants in the tradition in face-to-face interactions. This power of personal oral
communication has survived especially in the system that trains musicians—
the conservatory and the teaching jawg—because these types of relationship
bear social value in ways that will be explored in Chapter 2.

This very brief and schematic overview leaves us in a position to explore a
set of linguistic issues that close examination of the modern anthologies of
al-Ala and the manuscript traditions that lie behind them bring to the fore. The
following chapters argue that the actual contents of the tradition are not the
texts as found in the various anthologies, but the sana’i“as-sung. What, then, is
the relationship between the two? How does performing the san‘a transform
the text? Conversely, can we discover traces in the printed anthologies that
reveal the oral underpinnings of the tradition? And given all of this, how do the
different contexts of literary rendering and oral performance help to generate
meaning—Ilinguistic value, both in the present and in reference to the past—
within the boundaries of the tradition? Such questions inform the chapters
that follow in Part 1.



CHAPTER 2

Toward a Sociolinguistics of the Text

1 The Canon and the Textual Turn

The three print anthologies compiled by ‘Abd al-Latif Ibn Mansur (1977, IM),
al-Hajj Idxis Ibn Jallin (1979, IJ), and ‘Abd al-Krim ar-Rayis (1982, MW), today
constitute the textual canon of al-Ala. That is to say, they embody the texts that
experts and aficionados consider asi/, or authentic to be performed within the
boundaries of the tradition. The first two, IM and IJ, carry a great deal of weight
amongst participants in the tradition because they present themselves as stud-
ies/redactions of the tradition’s ostensible urtext, Kunnas al-Ha’ik, while also
including material that is now performed as mizan ad-darj. MW supplements
these two with sana’i and versions of san@’‘ collected by al-Jami‘ at the end
of the 19th century. Apart from a very few isolated examples, all the texts per-
formed today are found in one or more of these print anthologies. (The excep-
tions are occasional sana’i allegedly “discovered” by contemporary perform-
ers, with melodies typically attributed to their masters—Ilikely a cover for their
own creative efforts—and nearly always traceable to one of the manuscript
versions of the Kunnas.)

The idea of canon I am working with here is something of a shorthand
expression that has little to do with the rich debate that has transpired con-
cerning canon-formation in the context of the Western literary tradition. The
chief aspect of that discussion that touches upon this very limited concept of
canon has to do with the relations of power inherent in the process of defining
what is canonical. The common element is the significance of teaching and
teaching institutions in the establishment of canonical status, as John Guillory
(1993) has emphasized. But the circumstances are quite different: whereas
Guillory emphasizes the Western literary canon as a product of the teach-
ing of literature in the academy, the canonicity of al-Ala texts derives from a
living, mixed-oral tradition preserved by experts who have learned the tra-
dition at the hands of masters of an earlier generation. The authority of the
former has been challenged from both outside and within an academy divided
by the culture-war politics of the late 20t" and early 21 centuries; the author-
ity of the latter is not contested at all within the boundaries of the tradition.
Rather the main challenge has been a growing tendency for some younger Mo-
roccans today to view the entire Ala tradition as fundamentally irrelevant to
their lives, a threat to the social foundations of the tradition itself, not merely
to its contents.



TOWARD A SOCIOLINGUISTICS OF THE TEXT 13

But with respect to this textual canon, it is not just the written “capture”
of an oral text that makes it canonical, but rather a complex series of cultural
events and conditions that render the text inviolable in some sense and estab-
lish it as a reference point for future renditions of the tradition. The example
of the oral traces in these texts, most notable in the various barwala songs dis-
cussed below, shows that this point has been reached by the printed versions
of the Kunnas: Although they vary considerably amongst the three canonical
anthologies, the fact of the acceptance of the barwala as asil and its inclusion
with the other song types shows that the printed tradition has the “power” to
signify canonicity to texts that actually had nothing at all to do with the Kunnas.
It is the association of the printed books with the Kunnas that does this, not
merely their having been rendered in writing by a noted figure in the tradition.

These anthologies represent the culmination of a prolonged process by
which the texts of the tradition were committed to writing. However, as Chap-
ter 3 below will demonstrate, the process was not merely one of collecting ma-
terial that was being performed and writing it down. On the contrary, inconsis-
tencies in the manuscript traditions that lie behind the modern canon point to
the existence of more than one body of texts that have gradually converged to
produce the canon. The manuscripts that appear to be the earliest attempts at
a comprehensive anthology are only poorly represented in the modern canon,
and in the two intervening centuries, a number of other manuscripts appeared,
which are related to the first but clearly distinct in structure and content. These
textual repositories contain some of the sana’ found in the first manuscript,
but also other material not found there. All these manuscripts are identified as
Kunnas al-Ha'ik, despite the diversity of their contents, but where this “newer”
material originated cannot be determined with the available evidence. It is
safe to say, however, that as with the tradition as a whole prior to the creation
of the earliest anthologies, all these sana’i‘ must have circulated for some time
as oral or quasi-oral tradition—very likely among diverse communities of Ala
performers and aficionados—before emerging into the manuscripts we have
today. As a further complication, although two of the modern anthologies, IM
and IJ, identify themselves with the Kunnas, in fact their contents represent
even the most recent of the manuscripts only incompletely.

About a century after the first Kunnas manuscript, another textual stream
appeared in manuscript form attributed to an otherwise undocumented faqih,
Muhammad al-JamiT. The al-Jami‘ collection is distinct from the Kunnas in
being smaller, and in containing some new material but also different versions
of sana’i found in the Kunnas. This corpus of songs, although not nearly as fa-
mous as the Kunnas, has nevertheless influenced the formation of the modern
canon signficantly and accounts for some of the differences between it and the
Kunnas manuscripts.
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Far from being a matter of the copying of one anthology from another,
material derived from oral sources thus played a very significant role in the
process by which the modern textual canon came into being. I have discussed
elsewhere (Davila, 2013) the significance of oral processes more generally with-
in this otherwise literate tradition. For most of its history, the social institu-
tions that supported the tradition were based upon the personal relationships
inherent in oral communication. And even today, oral processes play a very
significant role in teaching the tradition at all levels. Yet the literary dimen-
sion, with its essentially impersonal character, has played an important part,
as well. In my previous book I used the term “mixed-oral” to describe al-Ala, by
which I meant that oral and literary processes of transmission have survived
within the tradition by playing complementary roles, because both channels
of communication are and have been regarded as socially meaningful, albeit
in different ways.

The social significance of these oral and literary processes as they relate to
the texts themselves is the subject of this chapter. HST put forward a value
theory of tradition with which I sought to explain mixed orality in light of
the social and economic arrangements that have surrounded the tradition
throughout its history. However, the same theory can be used to explain mixed
orality through the linguistic characteristics of the tradition, as well. This
chapter, then, revisits the value theory of tradition to outline its uses in dealing
with the role that orality has played in the formation of the literary version of
Ramal al-Maya.

2 The Value Theory of Tradition: Social, Economic and Linguistic
Value in al-Ala

David Graeber, in his book Toward an Anthropological Theory of Value: The False
Coin of Our Dreams, argues that economic, social and linguistic concepts of
value are all facets of one cultural phenomenon: the assigning of importance
to particular actions in social context. Just as a social value, such as prestige,
depends upon the individual acting within certain norms that are considered
important (and owning and displaying certain objects that are similarly re-
garded as important in the society at large), so too economic value (as opposed
to monetary cost) depends upon the social significance placed upon owning
material objects and the web of exchanges that centers on them and which
they represent. Likewise, linguistic value (i.e. the meaning of a word) also de-
rives, not merely from a list of not-this definitions (as de Saussure would have
it), but from the array of social contexts in which a word is used (that is, from
parole not langue, to use de Saussure’s terminology).
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To Graeber’s discussion of linguistic value we might add that, while mean-
ing as such is indeed socially constructed, one important factor that shapes
this construction is the context within which a given utterance is encountered,
which is true whether we are dealing with oral or written communication. In
English, for example, the word chair primarily refers to a piece of furniture
that one sits upon. But it may also refer to a person who is responsible for
supervising the activities of a group of people, as in chair of the meeting or
chair of the department. Which sense of the word chair is intended can only
be determined from the context in which the word is used, and that context is
perforce social, in one way or another. If this is true for English, it is even more
characteristic of Arabic, alanguage in which many words have several domains
of meaning—some of them even contradictory—and which therefore relies
even more emphatically upon context for the generation of precise meaning.

When dealing with poetic texts, as we are in this book, the context in which
an utterance is encountered takes on added significance. Poetry can be chal-
lenging enough to interpret, since it frequently relies upon cultural references
that can be opaque, to say the least, to the uninitiated. In addition to this, there
are a number of the images found in Ramal al-Maya texts whose full cultural
import can only be appreciated when heard in the larger context of the niiba
itself.! Thus the interpretation and appreciation of poetry itself is a socially
constructed, socially valued activity, which further highlights the relevance of
Graeber’s insights into value.

Combining Graeber’s unified concept of value with a socially-oriented defi-
nition of tradition provides a useful way of analyzing al-Ala’s social, economic
and linguistic foundations. David Gross (1992) defined tradition as a set of
behaviors and prescriptive norms that carries prestige and links participants
to the past. Emphasizing the social conditions that underpin tradition, Gross
points out that every tradition depends upon the “totality of social relations”
within which it operates.? As those social conditions change, elements of the
tradition must also change or be adapted to the new circumstances by ac-
quiring new social meanings. If enough elements of a tradition prove to be
too inflexible to be adapted, the tradition will eventually die out: people will
cease to practice it. This analysis of tradition shows that it embodies value in
Graeber’s sense: Gross’ definition implies that people find enacting particular
behaviors within the prescriptive norms of the tradition important for any
number of social reasons, including the fact that these behaviors connect them
with the past.

1 For an example of how this is so, see Davila (2012b).
2 p.6
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Thus the value theory of tradition: traditions are valued because they repre-
sent a repertoire of behaviors that are regarded as important and meaningful
for the ways in which they link participants to a shared sense of connection
with their past. This “value load” may manifest as social, economic or linguistic
value, or any combination these. The social and economic values associated
with al-Ala, detailed in HST, are intimately bound up with its mixed-oral char-
acter. Participants in the tradition have preserved much of its oral-traditional
character because they regard the personal qualities it fosters as important.
Even the impersonality inherent in the modern institutions that have come
to dominate the preservation and presentation of the tradition has not super-
ceded the value placed upon the intimate relationships that orality facilitiates.
At the same time, al-Ala’s mixed-oral character means that its literary dimen-
sion also is valued for the ways that aficionados regard it as socially important.

Keep in mind here that the literary dimension of al-Ala represents the actual
performed tradition only very poorly. The anthologies present only the texts,
without the melodies (however some manuscripts do contain simple musi-
cal indications, such as the number of rounds through the rhythmic cycle).
In addition to the taratin described in Chapter 1, sana’i‘ very often contain
repetitions of words and phrases, as well as breaks in lines (and even in the
middle of words), all of which follow the logic of the melody rather than that
of the text. None of these complications are found in the anthologies. Rather
they represent the tradition as poems, using the standard format for poetry in
Classical Arabic: lines of verse divided into two hemistiches (although in some
strophic sana’i these are broken into shorter segments as well). An analogy
to the English-speaking world might be if a book of Christmas songs were to
present “Deck the Halls” without the nonsense syllables fa la la la la la la la la:

Deck the halls with boughs of holly.
‘Tis the season to be jolly.

Don we now our gay apparel.

Troll the ancient yuletide carol.

There is no question that this captures the lexical content of the song, but
certainly not the festive spirit invoked while singing it. More importantly, it is
of little help in actually singing the song. In such a situation, one would need
someone who already knows the way the song is sung to derive it from the
printed text—oral transmission, in other words.

Unlike songbooks in many other musical genres, the anthologies of the Ala
repertoire do not attempt to present the song texts in a form that will help the
reader sing along with the music. This is very significant for understanding the
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socially meaningful aspect of the written texts, since it leads us to recogniz-
ing their function as iconic representations of the tradition. Whatever other
value the anthologies embody, their format and presentation link al-Ala to
the grand tradition of Arabic poetry, that most prestigious of literary forms in
the language. This reinforces the asil character of the tradition in the minds of
its aficionados. There simply is no comparable convention in Classical Arabic
letters for representing songs as such. Therefore, including all the line breaks,
repetitions, and taratin would undermine the perception of authenticity that
attaches to al-Ala itself.

At the same time, the anthologies fulfill their iconic function without in-
terfering with the socially-valued oral dimension: as with the example above,
the san‘a-as-sung can only be derived from the text with the help of someone
who already knows the tradition well. Yet this is not regarded as a defect or
shortcoming in the tradition: aficionados generally seem to recognize that the
literary dimension serves purposes distinct from the tradition’s oral quality.
This imbrication of oral and literary dimensions is simply the way it has come
down to them. The actual contents of the Ala tradition are the sana’i“-as-sung,
for which their literary expression is only an imperfect representation, yet that
discontinuity serves the tradition well enough and in fact is valued.

If this mixed orality seems at first glance surprising, perhaps it is because the
experience of Western societies generally has been that writing and literacy
has come to be more highly valued socially and economically (and legally!), so
that literacy has largely displaced orality in many domains (such as the teach-
ing of music, or the awarding of prizes for books of poetry but not for oral
renditions). By contrast, in much of the Arabic-speaking world the personal,
intimate relationships embodied in oral transmission have tended to be highly
valued in the face of the totalizing, almost transcendent power of the written
word. Thus this “value theory of tradition” helps to explain the persistence of
oral processes of transmission within the Ala tradition, despite and alongside
of the existence of written versions of the sana@’i: both modes are valued, but
for different and complementary reasons.

Oral transmission, and especially the rote-memorization-by-oral-repetition
method of teaching al-Ala, is valued because it facilitates the refinement of asi/
performance practice and even more, because it tends to perpetuate the highly
valued personal relationships which have historically animated the tradition,
both in its patronized performance aspect, and in the area of teaching and
preservation of the music itself.

Conversely, the specific form and limitations of the written version of the tra-
dition—the modern songbooks and the manuscript anthologies that lie behind
them—also can be explained by the value theory of tradition. By representing
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the sana@’i‘as poetry and ignoring the plethora of breaks, repetitions and taratin
that are fundamental to accurate performance, the anthologies preserve the
most valued aspect of the written word in this case: its power to connect these
songs to the grand tradition of Arabic letters generally, and to the high point of
Andalusi poetic culture in particular. This value (prestige, in a word) is enacted
by owning and displaying these anthologies, and by becoming conversant in
the material they contain. In addition, to be able to read and display knowledge
of these anthologies, and even more, to be able to derive the performed ver-
sion of the san‘a from its incomplete rendering in the song book, all this marks
one as erudite and a lover of the rich cultural heritage that al-Ala represents.

Although the discussion of written text in this book at times brackets off
the socially meaningful dimensions of orality for the sake of clarity, this is an
artificial separation. The reason for the alterations of text that Chapter 4 brings
to light is in fact the coexistence of voice and pen within the confines of the tra-
dition. Indeed, this coexistence is grounded upon the valued uses of the text in
both its oral and literary forms. That the oral form carries social significance is
obvious; learning, rehearsing and performing songs are all deeply imbued with
social characteristics. Yet, a book of san‘a texts is likewise a socially significant
object whose uses and potential go far beyond the apparently individual act of
reading. Only in light of this can the “impacts” of the voice on the products of
the pen documented in Chapter 4 be seen as having value.

3 A Theoretical Issue: The Pen as Integrative Tool

In History, Society and Text, I characterized the modern Moroccan Andalusian
music as a mixed-oral tradition in which oral processes of transmission and
performance coexist with a canon of written texts that serves to define its
boundaries. Orality and literacy, being culturally-informed skills and socially-
situated practices, serve the tradition in different ways, binding participants
within the Moroccan cultural landscape by eliciting distinct kinds of mean-
ingful action. The oral dimensions of the tradition function in two ways. The
transmission process involves face-to-face interactions that embody personal
connections and intimate, shared experiences of direct participation in the
tradition and the cultural heritage it represents. The activities surrounding
learning and teaching the tradition thus are valued because they bring a lofty
cultural heritage into a milieu where it can be embodied as intimate, shared
experiences. Performance, the activities of playing the music and attending
concerts, allows the larger community to partake of a similar shared experi-
ence of the cultural heritage, albeit on a somewhat less personal and more
expansive level.
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In contrast, the written aspect of the tradition establishes a connection
between the Moroccan cultural heritage and that of al-Andalus specifically,
and the golden age of Arabic letters generally. To own an anthology of the po-
etry, to display it, read it and become conversant with the tradition-as-poetry,
gives one what has come to be known in the West as cultural capital (Bourdieu,
1973): it marks one as erudite and knowledgeable, and as having a sensibility
and affection for the refinements of the language. Through participation in the
tradition in this way one earns respect, though the experience is in some ways
more individual and detached from the intimate, personal qualities associated
with the oral facets of the tradition.

HST focused primarily on explaining the persistence of orality because
it seems to violate the expectation, based upon the history of literacy in the
West, that once the written word has taken hold, oral processes will be ren-
dered secondary at best, or even left behind entirely. The almost aggressively
self-confident gestures of the pen seem naturally authoritative to members
of societies that deploy literacy and literate discourses extensively and that
place a great deal of value in the pen’s ability to produce stable and totalizing
texts. In general, societies like our own have come to draw a firm distinction
between reading and reciting, between the private experience of literature and
the public experience of lecture, even though this was not always the case even
in Western Europe.?

Such an orientation tends to obscure the power exercised by the voice
in shaping the products of the pen. Yet the particular system of mixed oral-
ity functioning within al-Ala utilizes literacy with specific limitations that
illustrate well its socially-defined character. Orality survives in al-Ala in part
because the value system it embodies overlaps minimally with that which at-
taches to the literate aspect of the tradition, despite the fact demonstrated in
the materials that follow that the former is deeply implicated in the form and
contents of the latter.

A significant characteristic of the pen in al-Ala is the way the tradition de-
ploys its product as an icon of the tradition as a whole. The written version

3 Jesse Gellrich (1995) has shown that the emergence of literacy in medieval Europe was not
a clear break from the predominantly oral character of the past. Rather, orality provided the
cultural forms and the norms of power relations upon which the authority of the pen was
socially constructed. The modern hegemony of literacy was thus a later development, condi-
tioned by historical circumstances specific to European cultures. John Miles Foley’s work on
the metonymic character of oral tradition (1995) also undermines the idea that literacy rep-
resents a clean break with the cultural forms of orality, as do the case studies of non-Western
societies documented by Ruth Finnegan (1988), and others.
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of al-Ala is only marginally useful for the purposes to which one might put
a precise representation of the sana’“as-sung. It cannot replace a master’s
knowledge of the tradition. But the anthologies, and especially Kunnas al-
Ha’ik, serve quite well as iconic representation. Not only do they suggest the
“poetic spirit” of the tradition, by doing so, they import a value system that
neither the sana@’i“as-sung nor a hypothetical, accurate representation of the
sana’i-as-sung could. The pen thus serves al-Ala by producing a material point
of reference for participants in the tradition, and even more, by providing a
generalized iconic representation that can stand for the tradition as a whole,
including its performed dimensions.

How is this possible? How could an imprecise, literary rendering of an es-
sentially oral phenomenon come to stand in for that phenomenon in a socially
meaningful way?

The answer to this question depends upon recognizing writing as some-
thing other than a representation of speech. Roy Harris, in Rethinking Writing
(2000), argues for an integrational view of writing, by which he means that
writing is best understood through the ways in which particular instances of
writing serve to “articulate the integration of one form of verbal activity with
another, or verbal activities with non-verbal activities.” (211) In other words,
the significance of writing lies as much in its power to represent an enmeshing
of communication with context as it does in its apparent ability to represent
speech. Starting with the assumption that all forms of communication are
context-dependent, Harris argues for a semiology of writing that is free of an
assumed, fundamental dependence of writing upon speech.

The relations between speech and writing, from an integrational perspec-
tive, are construed in a quite different way. First, because an integrational
semiology recognizes that there are forms and features of writing which
have nothing to do with speech at all. Second, because in those cases where
speech is one of the activities that is integrationally relevant, its connexions
with writing can take a variety of different forms, depending on the cir-
cumstances of the case and on the other activities involved. (81 [emphasis

added])

Harris’ integrational semiology of writing thus may include non-spoken, and
even non-verbal forms of communication within the domains of meaning
available to the written word. Harris suggests the example of a stop sign, dis-
carded on a trash heap. In its usual context, the word stop on the sign is read as
something like stop your vehicle here and then proceed when the intersection is
clear. While lying on the trash heap, the content and form of the stop sign have
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not changed at all, but it may “have” a host of new meanings, some of them
very far removed from the sign’s “original purpose.” In short, the meaning of
the written word stop is not complete without the context. The sign’s mean-
ing depends not only upon its contents or form, nor even upon some original
intention on the part of the “author,” but equally upon the context in which it is
encountered. What is important in Harris’ view is how the written word serves
to integrate the communicative act into the context; and to this we may add
that that communicative act must be value laden by virtue of its being written,
since the only meaningful context for a communication is a social one.

Harris’ integrational approach complements the value theory of tradition
by showing that the context upon which the meaning of a written text de-
pends need not be limited to the overt act of communication itself, but can
also include the social-cultural “meanings” (that is, the values) evoked in the
presentation. In the same way that a hazy photograph of a stop sign discarded
on a trash heap, when framed and presented in a gallery, might be “read” as a
statement about the environment, the san@i‘ of al-Ala, when cast in print as
poems can become symbolic representations of the sung tradition by virtue
of their broad similarity to the sana’i“as-sung and their presentation as the
tradition itself. The asil/ connotations of poetry and the format of the presenta-
tion become elements of the context that extend the significance of the sana’
beyond what appears on the page, despite and because of the imprecise way
that they actually represent the tradition. These texts would not exist in this
form without the performed tradition, but the tradition itself would lack a sig-
nificant dimension of its social value without them.

This iconic movement of the written text, from simple representation of
speech to complex signifier of tradition, is implied in much of the discussion
that follows in Chapters 3 and 4. It explains the importance of the written rep-
resentations to the tradition as a whole by suggesting a mechanism for the
back-and-forth movement of signification between written text and valued
social frame, in which incomplete written text comes to stand for performed
text, and performed text comes to “dwell in” written text. The iconic potential
of Kunnas al-Ha’ik (and the modern anthologies based in part upon it) derives
from the way that particular version of the poetry serves to integrate the com-
municative act of performance into an already-valued traditional communica-
tion-format: poetry preserved in writing.

4 A Sociolinguistics of the Text

Viewed more broadly, I am proposing here what might be called a sociolinguis-
tics of the text, by which I mean a study of the written word that emphasizes
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the relationship between its linguistic contents or characteristics and its
social-cultural positions and functions. These positions and functions may
include intertextual relationships, but also interpersonal relationships as well
as personal relationships with the text itself. Such a sociolinguistic enterprise
would be allied with, but to my mind distinct from, philology as traditionally
conceived. Whereas traditional philology sought out the roots and shifting
meanings of words over time, and thus contributed substantially to other
disciplines like history (without ever becoming established as a discipline of
its own), a sociolinguistics of text would not explore only what words mean,
but also how written language informs and is informed by its social-cultural
operations.

It would likely have strong similarities to reader-response theory, in that it
focuses upon how text is used in particular circumstances, rather than seeking
some kind of transcendent meaning inherent in it. But in contrast, a socio-
linguistics of text would emphasize that the text begins its social life through
an author creating “something that means something” already bearing a
value-load (or value-potential), without which it simply would not have been
created. This value-load will be shaped to some degree by form and contents,
since over time these tend to shape the linguistic value of a given text in consis-
tent ways across different communities of the text. But more significant to this
approach would be the importance attaching to the text’s many interactions
with readers and other texts within the contexts in which it is encountered.
This action-oriented approach seems to me more productive than delving into
mental processes or some abstract conception of “culture”. Because the linguis-
tic value of the text—defined as both significance and signification—is use-
dependent, communities of the text provide contexts that enhance, reframe
and augment the value-load attaching to the uses of the text.

The present work is concerned with the social characteristics of orality and
literacy and how they have shaped the form and linguistic characteristics of the
text. Implicit in the following two chapters is the view that the social impor-
tance attaching to the textual corpus (and therefore, its meaning) is always al-
ready implicated within intertextual relationships that include the performed
text and context. The modern canon, as described in Chapter 3, could not exist
apart from its valued status; for this reason, it functions within the tradition
as a unified whole, despite its evident discontinuities. In the case of al-Ala,
intertextuality is meaningless without the value load the corpus itself bears.
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Al-Ala as a Literary Phenomenon

1 The Canon

Three printed anthologies define the canon of al-Ala texts as performed today:
IM, IJ and MW. Together, these works represent the modern embodiment of
the two manuscript anthologies, Kunnas al-Ha’ik and the corpus of sana’‘ col-
lected by al-Jami‘l. However, the process by which the essentially oral materi-
als that lie behind them came to be committed to writing is not completely
understood, and the manuscript evidence available to date is far from compre-
hensive. This chapter examines these modern texts and the manuscript tradi-
tions from which they sprang with the aim of characterizing the relationships
among them and what they may reveal of the processes which formed them.

The intertextual relationships among the three anthologies will be taken up
more comprehensively in Chapter 4, where their complex and often problem-
atic relationships to the oral dimensions of the tradition will be dealt with, as
well. The present chapter opens the search for traces of orality in the written
canon embodied in these three anthologies by describing in some detail the
two historical anthologies of al-Ala that lie at the root of the printed canon
and have helped to define its boundaries. Let us begin with the first and more
important of the two, Kunnas al-Ha’ik.

2 Kunnas al-Ha’ik

The texts of the Moroccan Andalusian music were first committed to writing
in the early 18th century by Muhammad al-Bu‘asami. His anthology, Igad as-
Sumi‘li-laddat al-masmii‘bi-nagamat at-tubii, has survived only in fragmentary
form, which preserves most of the author’s introduction and portions of just
six nubat (al-Isbahan, al-Hijaz al-Kabiy, al-Hijaz al-Masriqi, al-‘Ussaq, al-Maya
and ar-Rasd).! Tt does, however, make reference to the four mayazin recognized
at the time, as well as the tubu‘ today held to be authentically Andalusi. It is
unclear now why this work was not as widely known as the Kunnas al-Ha'ik,
but it certainly did not achieve the same degree of fame: it is today cited only
by specialists in the tradition. It is, however, the earliest known example of an
attempt to collect what was performed in the niba tradition in written form.
As such, it would seem to have set (or reflected) the convention of presenting

1 1995 edition by ‘Abd al-‘Aziz b. ‘Abd al-Jalil.
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these texts in the form of poetry in the classical style, conventions which al-
Ha’ik followed half a century later. (It is not known whether al-Ha’ik was aware
of al-Ba‘asam1’s work: no version of Kunnas al-Ha’ik mentions him.)

The more important anthology by far was completed near the end of the
18th century by the anthologist, Muhammad b. al-Husayn al-H&’ik at-Titwani
al-Andalusi (in some manuscripts, al-Fasi, as well). His Kunnas (“handbook”)
serves today as the key reference work for all subsequent comprehensive col-
lections in the tradition. It captures what the anthologist himself had collected
of the sana’i performed in nibat using the 25 tubi held by al-Ha’ik to have
originated in al-Andalus. Little is known today about the anthologist, other
than his name and a few clues in his anthology about his purpose in creating
the work.2 Fernando Valderrama Martinez has conducted the most thorough
research into the author’s biography, but found no information on al-Ha’ik
among leading families of Tetuan, al-Ha’ik’s purported home town. From the
appellation “al-Fas1” added to his name in some sources, Valderrama Martinez
suggests that the anthologist probably compiled his work while living in Fez,
but his family may have originated in a village near Tetuan.?

That the Kunnas eventually had an important impact upon the tradition is
clear. Perhaps not at first but certainly over time, it came to be regarded as the
defining written record of al-Ala. Musicians and aficionados alike now treat
it as a kind of essential textual moment, identifying the Andalusian musical
heritage of Morocco as an art form worthy of conscientious preservation. The
very act of compiling the niba tradition and organizing it on the written page
as a teaching manual made this idea possible and initiated a process that con-
tributed to the music’s present status as the classical music of Morocco.

Valderrama Martinez (1953, 1954) also was responsible for the first serious
study of the Kunnas as a document, describing the anthology’s basic structure
and characterizing its contents, based upon two manuscripts he found in Mo-
rocco. Other data on Kunndas manuscripts may be found in Amnon Shiloah’s
The Theory of Music in Arabic Writings (1979), which refers to three incomplete
manuscripts located in European archives (nos. 066, 067 and 297). A third
scholar, Manuela Cortés Garcia (1995, 1996, 2003), who studied with Valder-
rama Martinez, has also written on the Kunnas. Finally, Malik Benniina has
conducted extensive research on the poetry of al-Ala and provides a wealth
of historical and literary data on the Kunnas in his introduction and in foot-
notes in his 1999 edition of manuscript #144 at the Hizana Dawudiyya archive
in Tetuan.

2 See HST, Chapter 3 §2.
3 1954, pPp- 33-34-
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Cortés Garcia, having searched the various copies of the Kunnas for clues
about its author, came to the conclusion that al-Ha’ik was a well-educated man,
versed in Qur'an and law, as well as poetry and music, and that he produced the
Kunnas from both oral and written sources, combining what had not yet been
lost among the Andalusian community in Morocco with material he supplied
from Moroccan authors, “respondiendo al gusto de la época.” (1996, p. 89) (She
does not indicate exactly what led her to conclude that al-Ha’ik was respon-
sible for introducing Moroccan material into the niiba tradition).

2.1 Manuscripts

The manuscript tradition behind the modern canon has been the subject of
some discussion, but little effort has been made to work out the relationships
among the various extant copies of Kunnas$ al-Ha’ik. A coherent stemma has
yet to be constructed, but as I have not had the opportunity to examine all the
available manuscripts, such an endeavor lies outside the reach of the present
work. This section introduces a number of the better-known Kunnas manu-
scripts. Section 2.2 puts forward some observations based upon data found
in the most detailed discussions of the Kunnas manuscripts (Shiloah, 1979;
Benniina, 1999; and Cortés Garcia, 1996 and 2003) and upon my own study of
two Kunnas photocopies I have in hand. Within these limits, a careful look at
the documents suggests interesting questions and possibilities.

Kunnas al-Ha’ik exists today in an unknown number of manuscript copies
of various provenances scattered around Morocco and Europe. Some of these
documents undoubtedly were produced as library pieces intended for the
bookshelf of some erudite aficionado of the Andalusian musical-poetic heri-
tage, because they were executed in a decorative hand with ornate verse and
hemistich markers. Others probably served mainly as reference volumes for
rwasa’ and other musicians, for they include marginalia presenting additional
sana’l, alternative verses and annotations on the music. Cortés Garcia men-
tions some 21 manuscripts identified as “Kunnas al-Haik” though she selects
only six as belonging to “la familia al-Ha’ik.”* The following list comprises eight
of the most commonly cited Kunnas manuscripts.

1 Bennis—Ms. owned by the wazir ‘Abd ar-Rahman Bennis (copy donated
to Bennuina for use in his 1999 edition: see p. 17); dated by Benniina 1881

2 Digq4—Ms. #144 from the collection of the late Tetuani historian,
Muhammad Dawud, now deposited at his private library, al-Hizana

4 For a complete list of manuscripts mentioned in the literature, see Appendix 3. Members of
Cortés Garcia's “familia al-H&ik” are marked here with a superscript f.
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ad-Dawudiyya in Tetuan (subject of Bennuna edition, 1999); dated
1202/1788

3 Leiden—Leiden Universiteits Bibliotheek Or. 14100 (Shiloah # 066;
Benniina, p. 17); undated

4 London—British Museum, London Or. 13235 (Shiloah #067); undated

5 Raysuni—Ms.in thelibrary of the ar-Raysuni family of Chefchaouen (copy
donated to Bennuna for use in his 1999 edition: see pp. 17, 19 fn.); no date
indicated by Benntina

6 Ragiwag®—Ms. owned by al-Hajj ‘Abd as-Salam ar-Raqiwaq of Tanger
(copy donated to Benniina for use in his 1999 edition, see p. 17); copied
1325/1907. (This MS. was published as a facsimile edition of 1000 copies in
1981 by Jam‘iyyat Hawat al-Musiqa al-Andalusiyya.)

7 Valderrama®—Copy of a ms. executed in 1350/1931 for Fernando
Valderrama Martinez by as-Sayyid Muhammad Ba‘asal (original now
lost, facsimile of copy published in 2003)

8 Wazzani—Copy of a ms. given to Sidi Muhammad ar-Raysuni by al-‘Arabi
al-Wazzani that includes the Kunnas attached to an anthology of poetry
associated with the zawaya (photocopy made available to me by S1Mehdi
Chaachou); undated.

These manuscripts have certain basic features in common. Each is an assem-
blage of sana@’i organized into tab“based nubat, each features four mayazin
(al-bastt, al-qa@’tm wa-nisf, al-btayhi and al-quddam), and each identifies itself
with the anthologist, al-Ha’ik. All of them contain a mixture of songs labeled
tawsth, zajal or Sugl,® and each has at least part of the anthologist’s mugad-
dima. In these ways, they clearly are related to one another. Yet these eight
manuscripts also show puzzling variations in structure that raise significant

questions about the relationships among them.

2.2 Its Problematic Origins

Of the 21 manuscripts mentioned by Cortés Garcia (1995) only Valderrama’s
and Ragiwaq's structures are immediately available for scrutiny (both hav-
ing been published in facsimile form). Among the others, charts in Shiloah
and Bennuina present the basic structures of Leiden, London, Raysuni, Bennis
and D144; and I have at my disposal a photocopy of Wazzant. The picture that

5 See the Glossary: the term $ugl has a different meaning in the Kunnas manuscripts than
it does in the modern canon and in contemporary usage among musicians. Where once it
meant a non-strophic, monorhymed san, today it refers to any san‘a, whether strophic or
not, that has taratin.
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emerges from even a superficial comparison of these manuscripts shows that

the manuscript tradition behind the modern canon is far from simple. Some

“al-Ha’ik” manuscripts contain nibat not recognized in the modern canon, and

even contain multiple versions of individual nubat. Table 1 compares these

various structures with one another.

TABLE 1

1979, and Bennuna, 1999)

Arrangement of nubat in eight Kunnas manuscripts (based in part upon Shiloah,

Leiden, Raqiwag,

Wazzani, Bennis, London Raysuni D144
Valderrama
1 Ramal al-Maya ar-Rasd al-Husayn al-Istihlal (7)
2 al-Isbahan al-Hijaz al-Kabir ~ al-Isbahan (1) al-Istihlal (2)
3 al-Maya Traq al-Ajam ar-Rasd Traq al-Arab
4 Rasd ad-Dil Gartbat al-Husayn  ‘Iraq al-Ajam al-Maya
5 al-Istihlal al-Maya Garibat al-Husayn — al-Husayn
6 ar-Rasd al-Ussaq al-Maya Ramal al-Maya
7 Garibat al-Husayn Rasd ad-Dil al-Ussaq al-Isbahan
8 al-Hijaz al-Kabir al-Istihlal Rasd ad-Dil al-Hijaz al-Kabir
9 al-Hijaz al-Masriqgt ~ Ramal al-Maya al-Istihlal ar-Rasd
10 Traq al-Ajam al-Isbahan Ramal al-Maya Rasd ad-Dil
11 al-Ussag al-Hijaz al-Masriqt  al-Isbahan (2) al-Hijaz al-Masriqt
12 al-Hijaz al-Masriqt  as-Stka
13 Garibat al-Husayn
14 [al-Ussaq?]

The first thing to notice in this table is that only four of the eight manuscripts
(those in the first column) have all eleven contemporary nabat, and only those

nubat, in the order in which they are usually arranged nowadays. Structurally

speaking, these four manuscripts embody the al-Ha’ik canon as it is recog-
nized today. Given that they differ markedly from the other manuscripts in
the table, it is logical to conclude that these four—Leiden, Ragiwaq, Wazzant
and Valderrama—are related to one another in some fashion. The similari-

ties amongst them suggest origins in a common ancestor manuscript, but this
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cannot be determined without careful study of their san‘a texts: It may be that
all four—and the others in Cortés Garcia’s “familia al-Ha’ik”—derived more or
less independently from oral traditions in diverse locations around Morocco.

Wazzani and Leiden are not dated, but we know that Ragiwaq and Valder-
rama are 20th-century copies of older manuscripts.® Ragiwaq and Valderrama
may have been copied much later than the other two, though this is not abso-
lutely certain: it may be that all four are very late copies. Wazzant is obviously
not the “original Kunnas” because it is part of a document that includes non-
Kunnas material. In principle, Leiden could be the (direct or indirect) source
for the others—either the “original Kunnas” or, more likely, a copy descended
from a lost original. But it is equally possible that all four are descendants of a
lost fifth manuscript and/or that any one could be a source for one or more of
the others. Even with a careful comparison of the specific sana’‘ and details
of the muqgaddima each contains, it may be impossible to say which is true.
Figures 1 and 2 represent these possible relationships in graphic form.

(hypothetical)
“al-H@’ik” source text

3

Leiden
2

possible intermediate

copy or copies

v 1 N

Wazzani | | Raqiwaq Valderrama

FIGURE 1  Leiden as source for the other three manuscripts in its group, descended from an

‘original al-H&’ik”.

6 If there was a date in the original, Valderrama’s copyist did not record it.
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(hypothetical)
“al-Ha’ik” source text

\

possible intermediate
copy or copies
4 4 N
Leiden Wazzani || Ragiwaq Valderrama

FIGURE 2 All four manuscripts as descended from the “original Kunnas”.

Of the four remaining manuscripts in the sample, only two—Bennis and
London—contain all the contemporary nuabat, though not in the modern or-
der. It appears that these two copies are related as well, either one as source for
the other, or else via a third copy as their common source. Bennuina believed
that London is a copy of Bennis (Figure 3).7 Clearly, these two manuscripts bear
some relationship to the first four, since they contain the same nibat but differ
only in the order. Failing a detailed study of their contents, it is reasonable
to suppose that they represent a variant on the now-standard order, either as
a corruption of the “standard al-Ha’ik,” or as an alternative arrangement that
was, at one time, also considered acceptable. The origin of the arrangement
found in Bennis and London, how it acquired the label Kunnas al-Ha’ik, and
how it eventually gave way to the modern arrangement, remain open questions.

(hypothetical)
“al-Ha’ik” source text

\

possible intermediate versions

1

Bennis

\

London

FIGURE 3  Bennis and London

7 Interview, 10/14/2005.
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It could be that the modern order was indeed laid down by al-H&’ik in an origi-
nal Kunnas, but that for a time his name was borrowed for any compilation of
the naba tradition, until the original version in some manner finally acquired
enough authority to supplant all later contenders. On the other hand, it could
be that any number of equally valid arrangements circulated in various parts
of Morocco in the last two decades of the 18" century, and that what is recog-
nized today as standard was an outgrowth of other arrangements such as those
in the second, third and fourth columns of Table 1. This second possibility calls
into question the idea of a single “Kunnas al-Ha’ik” as canonical urtext and
stretches the anthologizing project over a much wider time and space than
the standard narrative allows. For example, the absence of clear dates for so
many of the Kunnas manuscripts discussed here, and close examination of the
al-Jami‘l manuscripts, suggest that the modern written order of nubat did not
come into full acceptance until well into the 20" century.® What seems evident
from this simple comparison at the level of structure is that Muhammad b.
al-Husayn al-Ha’ik should be seen as something other than the mastermind
of a unique reformulation of the Andalusian corpus; rather he may have
been an eponymous figure who initiated (or perhaps merely participated
in) a complex process that resulted at some later point in the modern canon
attributed to him.

Data from the other columns in the table may bear on this question. The
remaining two manuscripts—Raysuni and Di144—depart even further from
those in the first column, in three ways:

They contain nubat not found in the modern canon
(Raysuni: al-Husayn; D144: Traq al-Arab, al-Husayn and as-Stka).

They lack nabat that are found in the modern canon
(Raysuni: al-Hijaz al-Kabir; D144: Iraq al-Ajam and al-Ussag®).

8 See §3.2 below.
Bennana points out (1999 p. 15) that the Dawudiyya #144 MS. mugaddima makes reference
to “al-Gariba,” which Benniina argues refers to Garibat al-Husayn, though this nitha is not
found in the MS. Considering that pages have been lost from the document in more than one
place, and that the MS. has been bound in a somewhat disordered fashion, it is not unreason-
able to suppose that Garibat al-Husayn was present in the manuscript at one time. Benniina
also argues that the manuscript probably also contained al-Ussag, even though it makes no
reference to this nuba, because a selection from al-Us$aq appears in al-Bu‘asami’s earlier
work, which predates Dawudiyya #144 by about half a century (see HST, Chapter 3 §1.4). This
argument is plausible, but it would be more convincing if the Kunnas actually referred to

al-Bu‘asami’s work.



AL-ALA AS A LITERARY PHENOMENON 31

They contain more than one nuba based upon a single tab*
(Raysuni: al-Isbahan 1 and 2; D144: al-Istihlal1 and 219).

A possible explanation for the non-canonical nubat in Raysuni and D144 could
lie in the fact that several of the modern nubat incorporate sana’i composed
in other fubu‘than the primary one that the nitba is named for.!! Interestingly,
the tuba‘ al-husayn, iraq al-‘arab and as-sika/as-sikal? are all found in al-Ala
today, so it would appear at first glance that the old nibat have been lost, but
that some elements of them have simply been preserved and incorporated into
modern nubat. However the process cannot have been as simple as this.

The modern Nubat Ramal al-Maya contains several sana’i‘ in the tab“ al-
husayn, and a survey of D144 shows that thirteen sana’ found there in Nubat
al-Husayn are indeed found in Ramal al-Maya today:

Ahmadu [-Hadi r-Rasul...—Mizan al-Basit #1 and Mizan al-Quddam #2
(Bennuna #219, p. 270).

Sallii ya ‘ibad da’im...—Basit #3 (Bennuina #222, p. 272).

Riha [-huzam...—Basit #18 (Benniina #226, p. 274).

Ma li-l-muwallah...—Basit #19 (Benntna #157 p. 278).

Ya Mustafa min qabli nas'ati ddam—Basit #22 (Benniina #232, p. 280).

Law laka ma himtu...—Q&aIm wa-Nisf #8 (Benntuina #190: p. 282).

Salla ‘ala $amsi n-nubuwwati..—Qa’Tm wa-Nisf #10 (Benniina # 238 p. 285).

Usalli salatan tamla’u [-arda wa-s-sama —Quddam #8 (Benniina # 217 p. 268).

Qalu fada na’ti diyara l-hima...—Quddam #15 (Bennuna # 259 p. 297).

Qalbt ‘asiqun fi sayyidi [-abrari..—Quddam #30 (Benniina # 270 p. 303).

Wa-min dalika l-wadi...—Quddam #32 (Bennuna #263 p. 299).

Allahu yaf'al ma yasa>—Quddam #33 (Bennuna #273 p. 305).

Wa-man takun bi-Rasuli llahi—Quddam #39 (Benniina #271 p. 304)

Curiously, most of these apparent holdovers from al-Husayn are now per-
formed in either tab‘ ramal al-maya or ingilab ar-ramal, not al-husayn. (The

10 Bennuna hypothesizes (1999 p. 15) that the author of Dawudiyya #144 “intended” Nuabat
Traq al-Ajam with what Bennana has labeled “al-Istihlal 2" T do not find much textual
connection between Bennuna's al-Istihlal 2 and the modern Trag al-Ajam. Only two
san@i‘in the former are found in the latter, both in Mizan al-Basit: al- Udu gad tarannam
(Bennuna #46 p. 156, IJ p. 295/IM p. 251/MW p. 309) and Qad fatantu min mugal (Bennana
#55 p. 162, I] p. 295/IM p. 251).

u See Appendix 2: Summary of Tuba‘.

12 This tab® (and its corresponding niba) are spelled differently in different places, even
within one work, such as Bennana’s: sometimes with (», sometimes with . For simplic-
ity’s sake, I shall stick to the latter.
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scales of these three tubu‘ are interrelated: they all feature no accidentals as-
cending, with B* descending. Ramal al-maya and al-husayn both share melodic
emphasis on A and D, with the former beginning on D and the latter on A, but
al-husayn places additional emphasis on F, as well. Ingilab ar-ramal is distinct
from the other two in emphasizing only C and A. In any case, the tonality of
the melody would be clear to an experienced performer or listener, in much
the same way that a melody in C-major is distinguishable from one in A-minor,
even though the two scales share the same notes. Although some confusion
amongst the three tubi‘is at least conceivable in individual cases, it is unlikely
that so many melodies would be reattributed amongst three distinct tubi*
in this way by contemporary experts, especially given the strong emphasis
participants place upon respect for the largely oral tradition that lies behind
these manuscripts. In this situation, where musical notation is lacking for
most of the history, one is compelled to rely upon the attributions of experts
from the time.)

The only exception, Ahmadu [-Hadi r-Rasul, a very famous and widely
known san‘a in Nubat Ramal al-Maya, is performed today in tab‘ al-husayn,
which makes it the only strong candidate for a melody that derives from the old
Nubat al-Husayn. Of these thirteen sana’’, five (numbers 1, 5, 7, 12 and 13) are
found in Wazzani and Valderrama, written in the margins of the corresponding
mayazin, with indication that they were performed in tab‘al-husayn. The origi-
nal texts of four of these five sana’‘ (in tab‘ al-husayn, as indicated by Nubat
al-Husayn in D144 and by the Wazzani/Valderrama marginalia) were therefore
“lost” from the manuscript tradition (as we find it today) at some point in time
after D144, but later “recovered” from oral tradition and inserted into Wazzant
and Valderrama before their full incorporation into the canon as represented
by IM/IJ/MW. What is more, the attribution to tab‘ al-husayn, as well as the
insertions as marginalia, together suggest that the original exemplars from
which the existing manuscripts are descended predate the formation of the
modern canon of al-Ala texts.

The process, implied by the presence of tab‘ al-husayn in Nubat Ramal al-
Maya, by which elements of an otherwise lost Nubat al-Husayn were incorpo-
rated into the modern Ramal al-Maya is therefore not completely clear, but it
further suggests the diverse oral traditions that lie behind the modern antholo-
gies. If we assume that D144 is the earliest examplar (for reasons that will be
made clear below), was everything lost at some point after D144 except what
has survived in Ramal al-Maya? If so, why are some of these texts performed
today, but in other fubu‘? (It is unlikely that these and other sana’‘ from
al-Husayn now performed in ramal al-maya were simply transposed into the
new tab“ there would be no obvious reason to do so, since other sana’‘in Ramal
al-Maya not found in D144 are performed in al-husayn, as well.) Or was the text
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of al-Husayn (atleast some of it represented in D144, and perhaps other texts in
other, undiscovered manuscript versions of al-Husayn) merely a vector for the
incorporation of the texts of these songs into (or from) other, later branches
of the manuscript tradition, the melodies from the D144 branch of the tradi-
tion having been lost (with one probable exception) and melodies from other
branches having been inserted instead (again: after the source manuscript[s]
for Wazzani and Valderrama but before the modern canon)? The latter is the
more likely possibility, and it is interesting because it underscores once again
the complex relationship between oral and written processes in the tradition
(in this case, the imperfect written version of an oral presentation either con-
tributing to the re-incorporation of the text into the tradition in a new oral
version, or the survival of an “alternative” version in oral form that then be-
comes part of the main stream of the manuscript tradition, even if performed
in a different tab’). It also suggests the possibility that musicians in the 19t»
century did not shy away from composing new melodies and incorporating
them into al-Ala.!3

A similar and equally interesting case could be made for Nubat Traq al-‘arab
and Niubat as-Sika. ‘Iraq al-‘arab is one of the fubiused in the modern Nibat
al-Istihlal, and I do find five sana’i‘ that are shared between the old Nubat Irdag
al-‘arab as represented in D144 and the modern Nibat al-Istihlal (as repre-
sented in IJ/IM/MW). However, at least one of them, Anta tazid ma‘na, ap-
pears in Nubat as-Sika in D144, as well. Tab“ as-sika is used today in both Nubat
al-Istihlal and Rasd ad-Dil, but I find only two sana’i (one of them being Anta
tazid ma‘na) have survived from the old nuba, both in al-Istihlal and neither
in Rasd ad-Dil. In other words, only one san‘a text that is unique to Nubat as-
Sika in D144 has survived. Thus Nubat al-Istihlal as found in the modern canon
seems to have been the only receptacle for material from Nubat as-Sika (as
presented in D144), and that only in a very limited way. The evidence of D144
(the only one of the eight manuscripts that contains this nitba) suggests that
either the compositions in tab* as-sika found in the modern Nibat Rasd ad-Dil
are more recent compositions, and therefore probably dating from the 19th
century, or else they derive from material that was circulating in “al-Ha’ik’s
time” but for some reason did not find its way into the written canon until
much later. As with Nuabat al-Husayn, the situation clearly is more complex
than simply incorporating san@’i‘ from one lost nuba into a surviving niba.

All of this illustrates the complex historical relationship between oral and
literary processes within al-Ala. The thoroughgoing similarities amongst the
“familia al-Ha’ik” manuscripts, on the one hand, strongly suggest that they

13 If this was the case, this second point shatters the notion put forward by Chottin and Garcia
Barriuso that “the door of composition” was somehow closed after the early 18t century.
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derive at least from a single, coherent branch of the tradition—so coherent
in fact that the copyists (or compilers) of these manuscripts did so preserving
not only the texts but their order, as well—that incorporated more than one
tab‘into some of the nubat. In contrast, D144 mentions 25 fubui‘ combined into
12 nubat (or 13, depending upon how one counts al-Istihlal),'* but it presents
some of the “secondary” fubi‘ in the modern tradition as entire nubat that
preserve examples of texts found elsewhere in the modern tradition.’® The
surviving manuscript traditions behind Kunnas al-Ha’ik have brought together
by a variety of processes diverse performed-modal settings for texts that today
appear as a single, canonical mixed-oral tradition.

Perhaps most important of all, relatively few of the sana’i‘found in the mod-
ern canon are represented in Di44. The overlap between the two corpuses is
significant, but far from complete. I can think of only two possible reasons for
this. Either D144 represents a very early stage in the development of the “origi-
nal Kunnas al-Ha’ik” in which case a great deal of material from “al-Ha’ik’s
time” has been lost and a great deal of other material (probably sana’i‘ that al-
Ha’ik missed, but possibly some new compositions, or both) has found its way
into the canon since; or else D144 has little or no relationship to the “original
al-Ha’ik,” in which case we must find some other way to explain how a manu-
script so far removed from the modern canon could still bear the name Kunnas
al-Ha’ik. In either case, the incorporation of elements from lost nibat, present
in old manuscripts like D144 but no longer represented in the canon, cannot
completely explain the relationships between the various manuscripts and the
modern canon. The intertextual connections, such as they are, clearly have
been conditioned by a number of factors, including the creative processes of
composition, the existence of diverse but parallel oral and/or manuscript tra-
ditions intersecting under the rubric Kunnas al-Ha'ik, and even the demands
of performance.!6

It may be significant that a large proportion of the crossover material noted
above appears as marginalia in Wazzani and Valderrama; and at the same
time, quite a few sana@’‘ in tab al-husayn can be found in the main body of
Nubat Ramal al-Maya in these manuscripts, few of which connect directly

14  However, the manuscript is incomplete and may well have originally contained other
nubat.

15 Since we do not find today “secondary” {tubu° that function as “primary” fubu‘in other
nubat, it is tempting to assume more or less the same for the branch of the tradition rep-
resented by Di144.

16 More on this third point in Chapter 4.
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to Nubat al-Husayn in D144.17 Moreover, many of the sana’‘ in tab‘ al-husayn
that Wazzani and Valderrama share with D144 are marginalia, additions to the
latter two manuscripts from a parallel source outside them and alongside the
(apparently earlier!) incorporation of tab* al-husayn into Ramal al-Maya. It
would seem that the process started with the main-body texts of Wazzani and
Valderrama (which overlap to some degree with D144) and to which were add-
ed notations of other sana’i‘ borrowed from D144. These marginal texts do not
appear at all in Ragiwaq, which has no marginalia and which follows the main
body of Wazzani and Valderrama nearly perfectly. This points to a second nitba
text-stream alongside that found in D144, which also contributed to Wazzani
and Valderrama, and which provided much of the material in al-husayn now
performed as part of Nubat Ramal al-Maya. In addition, it shows that the now-
standard arrangement of nubat (embodied in Leiden, Ragiwaq, Wazzant and
Valderrama) attributed today to “al-Ha’ik” had already incorporated material
from tab‘ (and nubat?) al-husayn before the impact of this second stream was
felt on the written canon (or perhaps, before this second stream was anno-
tated with material from D144). Thus the formation of the written canon was a
gradual process that included more stages and much more material than that
recognized by the standard narrative, which focuses exclusively upon al-Ha’ik
and al-Jami‘.

It is tempting to surmise that this second body of sana’‘ in tab‘ al-husayn
derived in some way from the Madih/Sama“ tradition in the zawaya, since the
material that has been incorporated into the modern Ramal al-Maya involves
praise of the Prophet Muhammad. Most of the marginal additions to Wazzani
and Valderrama are described as madh, that is, prophetic praise. However, pro-
phetic madih does not appear to dominate either Ramal al-Maya or al-Husayn
in D144, certainly not to the extent that that theme dominates Ramal al-Maya
today. Complicating the matter further are references to Allah and the Prophet
in not a few sana’i‘ throughout other nitbat in D144, a situation similar to what
we find in the modern canon. More precisely, the imagery and language of these
two suites in D144 do treat the Prophet (and related religious themes), but little
more than do other nabat in D144. This does not exclude the possibility that
D144 was informed in a significant way by material performed in the zawaya,
but only that it is very difficult to determine this. Apart from the occasional
poems attributed to mystics like al-Busiri (e.g.: Wa-man takun bi-rasuli llahi...,
Benniina #272, p. 304) or as-Sustari (e.g.: Huwa huwa Muhammad al-muhtar,
Bennuina #261, p. 298), the mystico-religious content of al-Husayn or Ramal

17 Ramal al-Maya is also found in D144, a portion of which has survived as Ramal al-Maya in
Wazzani/Valderrama.
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al-Maya would depend to a large extent upon the audience’s interpreting
the otherwise worldly imagery as religious or mystical, a recognized practice
among the Sufis, but difficult to establish from the texts alone. (In contrast, the
modern Nubat Ramal al-Maya cannot be mistaken for anything but prophetic
praise, since most of the poetry in the corpus references the Prophet, either by
name or by one of his epithets: Rasul Allah, an-Nabi, Taha, al-Muhtar, al-Hadl,
al-Mustafa, etc. Although the modern Ramal al-Maya does contain sana’i‘ that
make no obvious reference to the Prophet, most of them poems about love,
their juxtaposition with the many examples which speak in clearly religious
imagery encourages the listener to interpret them in relgious terms.!8)

D144 is often spoken of by Moroccan scholars as the “original” Kunnas al-
Ha’ik. This is based primarily on the colophon, which contains the following
statement:

ol Az ot bl anele anslo sy o il - ened 5L Ol oy

This felicitous, blessed diwan, comprehensive and beneficial, was com-
pleted at the hand of its collector, may Allah lavish him with His pure grace,
amen. (Bennina, 1999, p. 519)

This, and the date that follows (1202 [1788]) would seem to place this manu-
script at the very birth of the modern al-Ala. At any rate it agrees substantially
with dates suggested by Garcia Barriuso and Valderrama (and the date put
forward by Chottin in 1939).

If these indications in D144 are authentic, in one sense the picture becomes
alittle clearer, for at least it yields a date and a basic urtext for the origins of the
manuscript tradition. Although it complicates the simple notion of al-Ha’ik
as founding father of the modern canon, it nevertheless suggests a smoother,
more linear trajectory for the manuscript tradition than if we were to place
any of the other manuscripts (or their sources) as predecessors to, or contem-
poraries of, D144: the saga of Kunnas al-Ha’ik thus probably begins with D144
in 1788, passes through a period wherein the poetic contents and the arrange-
ment of nabat are fluid and dependent upon a variety of local customs, and
ends with the cluster of Leiden, Raqiwaq, Wazzani and Valderrama. Figure 4
illustrates this possible trajectory.

18 See Chapter 4 §4, for a discussion of Ramal al-Maya as interpretive context. See also Da-
vila (2012b). Supplement 1 in Part 11 below presents a fairly exhaustive summary of poetic
themes and images for quick reference by mizan and san‘a number.
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Leiden,

Diyq Bennis Ragiwag, The Modern
(1788) Raysunt Wazzaniand | _y Canon
London Valderrama (IM/IJ/MW)

The al-Jami‘1

Corpus (1880s)

FIGURE 4 D144 as beginning of the “al-Ha’ik process”

This scenario takes into account the various degrees of distance in the arrange-
ment of nubat from what is today considered standard (following from Leiden/
Ragiwaq|Wazzani/Valderrama) exhibited by the eight manuscripts under con-
sideration, Raysuni being more similar to D144, and the Bennis-London cluster
being closer to the cluster of Leiden et al. and the modern anthologies. Again,
exactly how this progression may have taken place (geographical dispersion
of the various nuba traditions; processes of loss, reformulation and new com-
position; precise temporal relationships among the manuscripts) is difficult
or impossible to determine. Moreover, detailed examination of the actual
texts of these and other manuscripts could reveal relationships that upset this
simple picture. However, based upon the materials at hand, this chronological
arrangement of the Kunnas manuscripts, would seem to be a reasonable de-
duction at least. (The source text[s] for Leiden, Ragiwaq, Wazzani and Valder-
rama could have been contemporary with any of the intermediate stages in
this progression without upsetting the overall picture: like Raysuni, Bennis and
London, such a hypothetical text may have been one of several local variants
circulating under the rubric Kunnas al-Ha’ik.)

Alternatively, placing Leiden, Ragiwaq, Wazzant and Valderrama at the be-
ginning of this progression creates other problems. If we accept the date given
in D144 (and we have no reason not to), an “original” Kunnas ancestor of these
manuscripts would have to be postulated earlier than 1788. Then an explana-
tion must be found for how that earlier “authentic Kunnas” lent its name to so
many divergent manuscript streams (not least D144), and how those materials
came to be incorporated piecemeal and incompletely into what was to become
the standard arrangement “from outside” (as the diverse ways tab‘ al-husayn is
used in D144, Wazzani/Valderrama and IM/IJ/MW clearly show was the case),
and finally, how the modern canon can have emerged from this whole pro-
cess—not favoring one of the more recent divergent versions, but rather the
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older “original” arrangement. (A third possibility, that is, that al-Ha’ik and the
nuba arrangement associated with him today fall somewhere in the middle of
the process, does not simplify the basic problems of how to explain the rela-
tionship between the anthologist and the various arrangements of nubat as-
sociated with his name and how canonical unity emerged from this diversity.)
When we view these manuscripts at the level of structure, Ockham’s Razor
leads to the conclusion that the scenario in Figure 4 is the most likely case.

It is important to keep in mind the complexity and discontinuities within
this manuscript tradition. What I am presenting here as a developmental pro-
cess should not be construed as arguing for genetic relationships amongst the
specific documents, which were created by individuals for various purposes
(performer reference, library display, etc.). We must assume that they reflect
the textual repertoire as it was performed in diverse, specific places and times.
It is therefore useful to think of these manuscripts in terms of how they reflect
particular Andalusian music communities—sub-traditions, if you will—that
participated in the al-Ala tradition but conceived of it as organized some-
what differently. Although a temporal progression is certainly implied here,
it should not be assumed to be chronologically too rigorous. What is at issue,
ultimately, is the attribution of these various facets of the manuscript tradition
to Muhammad b. al-Husayn al-Ha’ik.

If D144 is indeed older than Wazzani, Valderrama and the other manuscripts
bearing the modern arrangement (perhaps even being the original Kunnas al-
Ha’ik, or a first-generation copy), it would mean that the repertoire recognized
today as authentic does not derive entirely from al-H&’ik himself (indeed, per-
haps it scarcely derives from him at all!), and that the idea that this anthologist
put the tradition on its modern footing is somewhat misleading. Nevertheless,
the anthologist al-Ha’ik remains a major figure, who because of his fame be-
came associated with collections of nitba texts generally, whether they closely
followed his own version or not.

A detailed comparison of these manuscripts at the level of individual sana’
tends to support this conclusion, though not unproblematically. Leaving aside
for the moment the problem of textual variants, of which there are many among
the manuscripts and printed editions, we find that the manuscripts arranged in
the modern order contain more san‘a texts in Ramal al-Maya than D144 does.
However, since both al-Husayn and the old Ramal al-Maya have contributed to
the modern Ramal al-Maya, a proper comparison would include both the old
nubat. Making this comparison shows that Wazzani and Valderrama contain
fewer sana’i‘than Ramal al-Maya and al-Husayn together. Moreover, even if we
include the marginal additions to manuscripts like Wazzani and Valderrama,
the overlapping san@’i‘between them and D144 represent less than half of D144
and only a third of Wazzani/Valderrama. Focusing only upon the texts found
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in the main body of Wazzani/Valderrama reduces these correspondences by a
third. Table 1 in Appendix 4 presents this data, broken down by mizan. If the
comparison is extended to include the modern canon (IM/IJ/MW), the trajec-
tory continues, as is shown in Table 4. Only about a fifth of D144 corresponds
with the modern canon, and less than a third of Wazzani/Valderrama. All this
data corroborates the model represented in Figure 4. The evolution of Ramal
al-Maya into the modern version seems to have been characterized by the
disappearance of older san‘a texts: most of D144 does not appear in later ver-
sions of the Kunnas, and then most of the stream represented by Wazzani and
Valderrama has fallen away from the modern canon.

Just as interesting as this process of attrition is the fact that large numbers of
other sana’ihave emerged within the more recent versions of Ramal al-Maya.
Sana@’i‘ not found in D144 comprise fully two-thirds of Wazzani and Valder-
rama. The Totals row in Table 4 also shows that in real numbers, Wazzani
and Valderrama contain more san‘a texts than D144, even if we exclude the
marginal texts. If we do exclude the marginal texts, the overlap totals only 42
surviving sana’i‘ of 105, or 40%. The disparity is even more pronounced when
we look at the modern canon. An even larger percentage of the modern canon
has no connection with either D144 or the manuscript tradition represented
by Wazzani and Valderrama (that is, Cortés Garcia’s “familia al-Ha’ik”). All this
data does support in a general way Cortés Garcia’s assertion that the modern
repertoire has relatively little to do with Kunnas al-Ha’ik.

A good example of the complex textual strands that lie behind the modern
canon is found in Ramal al-Maya. Basit #23 (Garami mujaddad) is labeled zajal
in IJ but tawsih in IM and MW.1® This san‘a (in tab‘ ramal al-maya) does not
appear in either D144, Wazzant or Valderrama. Instead we find in Wazzani
and Valderrama a non-madih zajal (Dahabu s-samsyasraq, in ingilab ar-ramal)
that does not appear in either the modern canon or D144; and another zajal
written in the margin ( G 4) 9 3—"in the same format, as praise [of the
Prophet]”) that begins with the first two phrases of Basit #23 (Garami mujad-
dad / fi Taha [-mumajjad), but otherwise has an entirely different text and a
line arrangement like that of Dahabu s-sams yasraq (lines of three segments).
This third san‘a does not appear in D144, either. In sum, then, we have: 1) no
san‘a corresponding to Basit #23, whether zajal, tawsih or mutallat in the old-
est manuscript (D144); 2) a non-madih zajal (in inglilab ar-ramal, not ramal
al-maya) in two Kunnas manuscripts, which does not appear in the modern
canon; 3) a zajal madihan in the later margins of the manuscripts that begins

19 Actually, this poem is formed more like a mutallat (three-verse strophes with varying end
and internal rhymes, each ending in a common rhyme): the agsan are shorter than is typi-
cal for zajal or muwassah (two verses rather than three).
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like Basit #23 in the modern Ramal al-Maya, in roughly the same place in the
sequence of sana’, but with mostly different text; and 4) Basit #23, a madih
zajal or tawsih in the modern canon that shows a small but tantalizing resem-
blance to the marginal zajal, yet is performed today in a different tab". Are the
two madih poems related in some fashion? How did they come to be com-
posed with this small similarity, but being otherwise different? Perhaps we
see here the multiple nitba streams discussed above, two of them apparently
drawing from a common store of poetic raw material, but putting it to slightly
different uses. This cluster of three sana’i‘ taken together illustrates well the
complicated processes of composition and recombination that have formed
the modern canon (as well as the sometimes ambiguous boundaries between
the strophic forms found in the Kunnas).

The intertextual relationships surrounding Basit #23 also point to a signifi-
cant factor in the evolution of the niba Ramal al-Maya in particular. Careful
study of the texts of the “la familia” manuscripts, as exemplified by Wazzani
and Valderrama, shows that the large majority of the main-body texts are
founded upon what are essentially love-poetry themes. None of the texts in
the modern version of Ramal al-Maya that speak most directly of Muhammad
are found in the main body of these manuscripts. Rather, the indications of al-
madih an-nabawt, which is the main characteristic of Ramal al-Maya today, ap-
pear chiefly in marginalia—as is indicated in the background to Basit #23 just
discussed. If this really is the case, it has profound implications for the history
of the tradition, as discussed in the Introduction and Chapter 3 of HST. It casts
doubt upon the largely unsubstantiated claim by Chottin, Guettat and others
that the Moroccan composer and Sufi, ‘Abd ar-Rahman al-Fasi (d. 1096 /1685)—
or his nephew, Abti I-Abbas Ahmad al-Fasi (1164/1752)2°—changed the theme
of this nitba to al-madih an-nabawt. If this really did take place, one would
expect to find the manuscript versions of this nitba to be dominated by praise
of the Prophet. This is plainly not the case either for the D144 manuscript or
the “familia” manuscripts.?!

All this implies first that the oral tradition that has one of the al-Fasis chang-
ing Ramal al-Maya to al-madih an-nabawt is mistaken in some way, probably in
that it applies specifically to the Sufi branch of the nuba tradition. Also, since
the manuscripts in question do not reflect this change, they must hail from a
time before the change in the main stream of al-Ala texts/performance prac-
tice, and/or from branches of the tradition that did not recognize this change
as asil within the boundaries of al-Ala. This is particularly significant for the
D144 manuscript, which bears a date—1788—at least 35 years, and perhaps

20 HST p. 49 fn14.
21 See HST p. 49 fn 15.
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a century or more after this purported change. How is it that this apparent
“original Kunnas” does not reflect this change? Indeed, throughout the Kunnas
manuscript tradition, this madih characteristic of Ramal al-Maya appears only
in marginalia in some manuscripts, which are obviously later additions to the
documents. Clearly, then, the attribution of al-madih an-nabawt to Ramal al-
Maya in the Ala tradition came much later than typically assumed, probably
at some point in the middle of the 19t" century, since the al-Jami‘i corpus does
reflect this change.

Considering all this evidence together, we can state with confidence that the
modern canon as represented by the printed anthologies is not simply a de-
cayed version of Kunnas al-Ha’ik that preserves the detritus of a once thriving
tradition. On the contrary, the modern canon is the culmination of a process
that included both the loss of some older documented material and the addi-
tion of previously undocumented material, as well. From the textual evidence
reviewed here, we can identify at least four distinct textual traditions flowing
together within the larger process that has formed the modern canon, repre-
sented in Figure 5. The first is represented by D144, about half of which survived
to be preserved in the “familia al-H&'ik” manuscripts. The objects marked “O” in
the figure represent other oral streams that contributed the material that com-
prises more than half of the “familia al-Ha’ik” manuscripts. This second stream
included two distinct textual traditions: “main body” texts and material added
afterwards as marginalia in some (but not all) “familia” manuscripts (some of
it common to D144, as well). The fourth stream comprised the material new to
the modern tradition, approximately 45% of the total, much of which entered
the canon via the al-Jami‘ corpus.

@ Oral Material @

<
main body texts marginalia

N

Leiden,
Ragiwag,

The Modern
Canon

D144 Bennis

(1788) Raysunt Wazzani and

London Valderrama (IM/IJ/MW)

The al-Jamit
Corpus (1880s)

FIGURE 5  Oral-textual streams in the “al-Ha’ik process”.
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In sum, the tale of Kunnas al-H&’ik is neither as simple nor as completely un-
derstood as has been widely assumed among scholars of the tradition. Com-
parison of the nitha arrangement among the various Kunna$ manuscripts raises
fundamental questions about the origin and development of this foundational
text in the Ala tradition. D144, in particular, poses a problem for the traditional
account of al-H&’ik and his Kunnas, even though scholars tend to assume that
it is the “original al-H&'ik”. Even if we assume that the manuscripts in the first
column of Table 1 (Leiden, Ragiwaq, Wazzani and Valderrama) represent an
original, authentic Kunnas al-Ha’ik, compiled using the modern order, the re-
maining manuscripts, and especially D144, appear as aberrations, local varia-
tions on the anthologizing process. Somehow these other versions (at least
one of which almost certainly predates this hypothetical “authentic Kunnas”)
became overshadowed by a more robust (i.e.: popular and/or “authentic”)
manuscript tradition, which embodied the now-standard arrangement.

Such a scenario certainly is possible. Textual traditions (and musical ones,
as well) often are characterized by untidy processes that elude simple schema-
tization. Yet we cannot avoid asking how the versions of the Kunnas represent-
ed by these diverse manuscripts came into existence (whether before or after
al-Ha’ik) and then were attributed to him. How did some of the material in the
variant manuscripts come to be incorporated into the “al-Ha’ik” canon (often
using different tubut) if they did in fact come into existence as variations on
(or corruptions of?) a quasi-standard model? These questions certainly do not
vanish if we assume that D144 is the foundational manuscript of the Kunnas
process, but when we do, the logic of answering them becomes much simpler.

If the anthologist al-H&’ik is viewed as the author of D144, we may see him as
the eponymous initiator of a process of collection and revision that answered
the needs of several generations of musicians and aficionados and culminated
in the “familia” manuscripts. It would not be surprising at all if the name of
the first important figure to attempt an all-embracing written anthology of the
nitba tradition in Morocco were to become well known and then attributed
to other similar efforts afterwards (much as contemporary Americans consult
“Webster” when using a dictionary). If, however, al-H&’ik arrived in the midst of
this process, such an attribution appears somewhat less plausible.

Furthermore, we must also account for the apparent loss of material pres-
ent in manuscripts like D144, and the simultaneous emergence of new sana’’,
circumstances which seem to suggest dynamic processes of compilation, re-
cension and copying. How do we reconcile this with other evidence, discussed
in HST, that the four decades following the turn of the 19t* century were po-
litically, climactically, environmentally and economically chaotic? Whatever
answers are found to these questions lead inexorably back to the social value
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attaching to al-Ala in various places and times over the past two centuries,
and therefore answering them would cast a great deal of light on the develop-
ment of the musical tradition in general. An obvious first step would be simply
to suggest that the performed tradition historically was rather larger than the
material that has survived in manuscript form. Al-Ha’ik was living and working
in Fez, it is said, but al-Ala was performed as well in other cities in the north
of Morocco, including Meknes, Tetuan, Chefchaouen, Tanger and Rabat. It is
likely that many later arrivals in the manuscripts had been performed for gen-
erations in other regions beyond Fez. Exactly how they came to be included in
the modern canon, under the name Kunnas al-Ha’ik cannot be determined at
this time.

2.3 Structure and Contents

The Kunnas starts with an introduction (muqgaddima) by the anthologist.?2
Various versions exist of this portion of the document, but the most complete
begin with a formal salutation of the Prophet Muhammad and the blessings
bestowed by Allah upon him and the Islamic community. Next, the antholo-
gist tells of his interest in the niiba tradition of his time and his reason for
undertaking the compilation. Contrary to what is assumed in some secondary
works on the subject, the anthologist probably was not motivated by a desire to
preserve material that was being lost in his era. Rather, al-Ha’ik was responding
to a request for a teaching aid for the nuba tradition by writing down sana’
(“Yoy s \éf“j ") that he had already memorized in his youth at the hands of
various experts. Neither does al-H2’ik claim to have originated the nuba sys-
tem, nor to have integrated any “lost” nubat into the eleven he presents in the
Kunnas. He claims only to be presenting in writing what people in his time
were already performing: 25 “Andalusi” fubuarranged harmoniously in eleven
grand nitba suites. Finally, there is no indication in his mugaddima that al-
Ha’ik’s project was in any way supported by the state. The only indication of
such support comes in the colophon of one manuscript (D144), which is some-
what problematic. In the mugaddima the anthologist alludes to someone in
his community (3¢ ¥! j2») who asked him to write his knowledge down, but
the D144 colophon refers to a prince of the royal family. The two would seem to
be at odds, since a prince-patron would normally have been announced clearly
at the beginning. However, because the mugaddima of D144 is incomplete
(pages have been lost from the manuscript), it is possible that material has

22 The present discussion is based upon the version of the muqaddima found in IJ, pp. 33-41.
IM presents a somewhat different version based on paraphrases, rather than direct quota-
tions. IJ alludes clearly to having used more than one manuscript in preparing his version.
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been lost that shows both individuals playing roles. Nevertheless, if the chro-
nology for the development of the Kunnas proposed above is accepted, some
Alawite support of al-HZ’ik’s project (an idea found in the standard, prevailing
narrative of the tradition’s history) seems plausible, all the more so if we as-
sume that the Alawite monarchs of the late 18t century were as fond of al-Ala
as their descendents have been in the 20 century.?3

Following the anthologist’s invocation, the mugaddima is divided into three
sections. The first deals with arguments for the lawfulness of listening to mu-
sic, which was a more-or-less standard feature of scholarly works dealing with
music at least since the 3rd/gth century.24 Various precedents are adduced, be-
ginning with accounts from fadit and including arguments from Abu Hanifa
(d.149/767) and Aba Bakr (Muhammad b. ‘Abd Allah) b. al-‘Arabi (d. 542/1148).
The second section concerns the benefits associated with listening to music,
including the healing qualities of the voice and the humoral and temporal re-
lationships of the tubu‘?> The mugaddima concludes with a discussion of the
history of music among the Arabs and the musicological connections among
the tubu (expressed in terms of Sajarat at-tubu’, lit. “the tree of modes”—in
some manuscripts rendered as a diagram, as well). The musicological material
is summed up near the end of the muqaddima by a poem, Taba’i“u ma fi ‘alami
l-kawni arba‘un (“The temperaments of things in the world of existence are
four”), attributed to “Abd al-Wahid al-Wansarisi.”26

The exact date of the Kunnas has been debated for a century. Rafael Mit-
jana (1906) placed the anthologist in the 15t century as a refugee from the fall
of Granada, and Henry George Farmer repeated this opinion.?” Alexis Chot-
tin, the French Protectorate official responsible for preserving native music,
originally claimed that al-Ha’ik belonged to the reign of Mulay Sliman (whose
death he erroneously placed in 1792; in fact Malay Sliman’s reign began in that

23 At the same time, if D144 is not regarded as part of the Kunnas stream (as both Valder-
rama and Cortés Garcia argue), dynastic support of al-Ha’ik’s project (also suggested by
Valderrama, Cortés Garcia and others) loses its only documentary support.

24  See, for example, Shiloah (1997).

25  This material also has a very long history in Arabic letters, having been distilled from
Greek sources and committed to writing by Ya‘qub al-Kindi (d. 258/873).

26 Probably not the Maliki jurist, Ahmad b. Yahya al-Wansarisi (d. 911/1508), as sometimes
claimed. Farmer (1933) doubted this attribution, and not without reason, since the jurist
regarded music as at best makrih (disliked, but permissible) and at worst mamnu‘ or
muharram (forbidden). See: al-Wansarist's Mi‘yar al-mu‘rib (Ministry of Awqaf and Is-
lamic Affairs, Kingdom of Morocco, 1981): v. 11, pp. 73-80. Ibn Mansar (1969, p. 154) identi-
fies this man as ‘Abd al-Wahid b. Ahmad al-Wansarisi “turmma [-Fasi” and gives his date of
death as 955/1549. Was he the son of the famous jurist, as his name might suggest?

27 1933, pp. 23-24.
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year).28 Then, some years later both he and Garcia Barriuso gave the date of
the compilation as 1786, though neither provided any indication how he ar-
rived at this date.?? In his pioneering study of the Kunnas, Valderrama (1954)
agreed that al-Ha'ik belonged to the period before Mulay Sliman, placing the
anthologist in the reign of Malay Sliman’s father, Malay Muhammad b. ‘Abd
Allah (r. 1757—1790). Valderrama cited the extensive cultural and diplomatic
achievements of Malay Muhammad as evidence that a project like al-Ha’ik’s
would likely have been encouraged by the atmosphere created by this forward-
thinking monarch, whereas the troubled reign of his son would have provided
a much more problematic environment for such an undertaking.3? Probably,
Chottin, Garcia Barriuso and Valderrama were relying upon the dated colo-
phon of Dawudiyya #144, Ramadan, 1202 (June, 1788), which, if taken as au-
thentic, places the Kunnas in the reign of Mulay Muhammad.3! Valderrama
found no other solid evidence for the life or career of al-Ha’ik, despite exhaus-
tive searches in archives and among families of that name in Tetuan. (Indeed,
the only evidence of al-Ha'ik’s existence is his name at the beginning of the
introduction to the Kunnas.)

Cortés Garcia maintains that al-Ha’tkk completed his work in 1214/1799-
1800, during the reign of the Sultan Miulay Sliman (r. 1792-1822), based upon
biographical data on al-H&’ik put forward by Muhammad al-Mantini and ‘Abd
al-Latif b. Mansur.32 This date is close to the one first put forward by Chottin,
though it is a little later than Valderrama suggested and contrary to the colo-
phon of Dawudiyya #144. With this she implies that much of the manuscript
tradition attributed to al-Ha’ik and his Kunnas (including, most importantly,
Dawudiyya #144) does not in fact belong to the anthologist at all.

The basic structural unit of Kunnas al-Ha’ik is the nuba. The tradition com-
prises eleven of these nubat usually arranged in what we are calling here the
standard or authentic order, which (in an ideal sense, anyway) Kunnas al-Ha’ik
as it is known today embodies. Leaving aside the problematic Kunnas manu-
scripts described above, at least seven manuscripts extant today represent
this ideal Kunnas structure: Leiden, Ragiwaq, Wazzani, Valderrama, and three

28 1931, p. 10.

29 Chottin (1939), p. 101; Garcia Barriuso, p. 91 n. 39.

30  Valderrama (1954) pp. 33-34-

31 As noted above in §2b, the MS. also claims to have been executed in the anthologist's own
hand.

32 Cortés Garcia (1995) pp. 23-24; (1996) p. 88. See: al-Manuni (1989) v. 2, p. 75; and Ibn
Mansur (1969). Unfortunately, al-Manani’s and Ibn Mansar’s assertions about al-Ha’ik
are impossible to verify, as they give no supporting evidence. Possibly, their data derive
from oral tradition.
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other members of “la familia al-Ha’ik".33 The niba as represented in these
manuscripts is based upon a single tab‘, although several of these nubat in fact
include sana’i‘in other tubu, as well.3* The manuscripts indicate the fubu‘ as-
sociated with each niba only at the beginning of the nuba. In some cases, such
as Wazzani, the muqaddima ends with a list of the eleven nubat, naming all the
tubu‘in each. In others, the first nuba (Ramal al-Maya) and each nitba after it
begins with a phrase mentioning the eponymous tab‘ and any others present

in the niba, as, for example:
Sazss Je )l Al 5 g b [or: 31 o d V1)

The first niba, in the melodic modes al-husayn, ramal al-maya, inqgilab
ar-ramal and hamdan

In the Kunnas, the beginning of each mizan is indicated by some variation on
the phrase \g» lacs 3 V&= ¢ (“What is performed of it in the rhythm basit”)
and so on in turn through the four mayazin recognized at the time.3% In some
manuscripts, two verses for in$ad are included at the beginning of the niiba,
as well. The first san‘a follows, labeled by its type, either tawsih, zajal or sugl.
Sometimes, the poetic meter (bahr) is indicated, as well. Each subsequent
san‘a is indicated by the phrase Lz 45 (“and likewise”) and the type of sana.
Some manuscripts place a small numeral to the right, indicating the number
of adwar (“turns” through the melody) in the san‘a. Kunnas$ manuscripts often
have other musical indications as marginalia, such as the tab‘ for each san‘a.
The manuscript may include other marginalia, as well, such as additional vers-
es sung to the same melody or a similar musical arrangement (often indicated
by a variation on the phrase L\ o & —"and also in the same format”), the
poet’s name, indication that tasiya should be performed before or after the
san‘a, indications for marahil al-mizan, or other comments. Often, too, we find
the sana’i have been numbered. Logic suggests that these marginalia are later
additions by owners and users of the original manuscript (i.e.: that they were
not part of the “original Kunnas”), though because we often are dealing with a
copy one or more generations removed from the original, marginalia usually
are written in the same hand as the main body of the text.

The general format for the Kunnas al-Ha’ik manuscripts just described pre-
dates al-Ha’'tkk. Muhammad al-Ba‘asami (d. 1151/17387?) used substantially the

33 See Appendix 3.
34  See Appendix 2.
35  For the history of mizan ad-darj, see §3.1 below.



AL-ALA AS A LITERARY PHENOMENON 47

same format and indications in his theoretical discussion of the tubu fqda’
as-$umi, though he preferred ...ox¢ (“another...”) to L) 42y and used $i7
(“properly-formed poetry”) and often the bahr (poetic meter) to indicate non-
strophic sana@’’, instead of sugl. Also, al-Bu‘asami frequently used the word
muwass$aha instead of tawsih, apparently using the two terms interchangeably.
Nevertheless, the basic organization (sana’i presented as poems arranged by
nuba and mizan) is the same, and thus dates at least to the first half of the 18t®
century, and possibly earlier.

The terms used to describe san@’‘ in the Kunnas require clarification. The
term $ugl, as already noted, has come to mean something rather different from
its usage in the Kunnas. Al-Ha’ik used the word to refer to non-strophic po-
ems based upon a single rhyme scheme and, usually, a single poetic meter (i.e.
synonymous with mawzin, qarid or qasid). It is thus impossible for a san‘a in
the Kunnas manuscripts to be both tawsih and sugl, or zajal and sugl. In the
modern canon, however, such a combination of terms is not only possible, it
occurs frequently, because $ugl today indicates the use of taratin in a san‘a,
irrespective of whether it is strophic or not. In fact, the old meaning has fallen
away completely, so that even Benntina uses the term $i7 in his indices to refer
to sana’i‘
context the use of sugl is consistent, so that no ambiguity results.

More problematic are the terms tawsih and zajal. The three modern anthol-
ogies do not deploy these two terms consistently, nor indeed do the Kunnas
manuscripts always agree amongst themselves. For example, the seventh san‘a
from Basit Ramal al-Maya in both Wazzani and Valderrama, Zarani yawman
fa-da’, is described as tawsih in D144 (Bennuna #282, p. 313) and Wazzani,
but as zajal in Valderrama. Similarly, the eighth san‘a from the same mizan

that appear in the body of the D144 text as sugl. However, in each

in Wazzani (ninth in Valderrama), Asa ladayk ya rabbata [-galb (not found in
D144, nor in the modern canon), is referred to as tawsih in Wazzani and as zajal
in Valderrama. Several such cases are scattered throughout the three manu-
scripts. Furthermore, IM, I] and MW occasionally disagree among themselves
in the same fashion, and indeed, each sometimes even contradicts itself when
a single poetic text appears in more than one place in the tradition, labeling
one zagjal and the other tawsih.

This problem points to the larger issue of determining what distinguishes
tawsth/muwas$ah from zagjal. In defining these strophic forms, Western
scholarship tends to emphasize linguistic register, the two being regarded as
structurally similar and distinguished by the latter being rendered in (Anda-
lusi) colloquial Arabic. Stern did observe that, while similar, the two forms are
structurally distinct: the muwassah generally has five strophes, but the zajal
may be much longer; and the zajal’s repeating rthyme section (qufl) is only half
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as long as that of the muwassah.26 Of course the zajal does not have a harja in a
different linguistic register, as the muwassah often does. However, while Stern
may have been correct on this point as an ideal model, it is also true that this
ideal structural distinction does not hold throughout the history of the poetic
forms, not even for Ibn Quzman, the acknowledged master of the zajal. Stern
himself recognized that Ibn Quzman constructed azgjal on the muwassah pat-
tern (the repeating rhyme being two verses in length), but he argued that these
poems are exactly that: muwassah-like azjal.

However scrupulous this distinction may be, holding to this ideal model be-
yond the era of the flourishing of Andalusi poetry is problematic, because the
tendency for the two strophic forms to overlap structurally perforce renders a
definition based upon structure alone difficult to sustain. It is not surprising
that within the Ala tradition (a post-classical, North African phenomenon that
has incorporated muwassah- and zajal-like poems), the two Andalusi strophic
forms tend to blend into one another, defying the ideal rules of structure de-
rived from medieval examples. Moreover a tawsih (muwassah-like san‘a) in the
Ala canon is usually only one or two strophes in length and never has a harja
whose linguistic features might mark the poem as recognizably a muwassah.
In short, a structural distinction between tawsih and zajal in al-Ala very easily
vanishes into the eye of the beholder.

The linguistic distinction also runs into problems upon examination. The
most widely cited scholar on Andalusi colloquial Arabic, Federico Corriente,
has pointed out that this colloquial language varied considerably from era to
era and between different authors, so that it becomes necessary to study the
characteristics of individual cases on their own before attempting to describe
the language as a whole. In short, the use of the colloquial register in Andalusi
strophic poetry is very much bound up with the linguistic and social condi-
tions in particular places and times, all the more so for those poets who, like
a$-Sustari, traveled outside al-Andalus, leaving behind a poetic legacy shaped
in part by more than one colloquial linguistic environment. Nevertheless, Cor-
riente argues, Andalusi Arabic, as embodied in the “poetic colloquial” which
has survived in agjal and muwassahat from al-Andalus, represents a single lan-
guage, a coherent system using more than one linguistic register, rather than a
“hybrid” language marked by the intrusion of dialecticisms into an otherwise
relatively formal poetic idiom.

En effecto, los autores de cejeles o muwassahat, al permitirse ocasionales
clasicismos o dialectismos, respectivamente, no pretendan dar a su poema

un toque clasico o dialectal, ni mezclan lenguas por ignorancia o propdsito,

36  aabbbaa cccaa etc. (muwassah) vs. aa bbba ccca etc. (zajal). 1974, Chapter IV.
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sino se desvian de su registro normal, en la mejor tradicion de las licencias
de la poesia arabe tradicional... (1988, 20-21)

Moreover, and most important for the present discussion, Corriente’s study of
the diwans of Ibn Quzman (the master of the zajal) and a3-Sustari (to whom
are attributed both muwassahat and azjal) establishes no distinction, whether
conceptual, linguistic or formal, between zajal and muwassah. Neither proxim-
ity or distance from the formal register of language, nor even the use of par-
ticular strophic arrangements, are attributed by Corriente to a “popularization
of the muwassah” or a “cultification of the zajal”3” Certainly by the time of
a$-Sustari (d. 667/1269), such distinctions had become much more difficult
to sustain than was the case three centuries earlier, when these poetic genres
were in their ascendance and their distinctive elements therefore were more
clearly marked in concept and usage. This does not mean that time effaced
all distinctions between the two genres, but only that the loss or insertion of
(‘rab (perhaps for metrical reasons), and/or the insertion of dialecticisms or
classical expressions (for dramatic effect) in particular cases might render the
resulting poem difficult to categorize clearly as either muwassah or zajal.

Corriente’s perspective helps us understand how the boundaries between
tawsih and zajal in the Ala canon can have become blurred. In some cases, the
text of a particular san‘a may show characteristics of both genres, so that an
anthologist might be led to change the designation he found in a manuscript
version, or received orally from his master, thinking he is correcting an errone-
ous attribution. Or he might not recognize that some apparently colloquial
spellings (such as substitution of [ 4 ] for [ (§ ]) could fit quite comfortably into
the accepted spelling conventions of some relatively formal varieties of middle
Arabic, and on the basis of this might incline toward labeling an otherwise
muwassah-looking san‘a as zajal.

We have already seen that al-Ha’ik cannot have been the only anthologist
who contributed to the Kunnas al-Ha’ik we know today. It is logical to presume
therefore that the labels we find in the Kunnas corpus today are by and large
traditionally accepted appellations resulting from the interaction of a hand-
ful of local usages with the taste and experience of an unknown number of
secondary redactors, ruasa’ well versed in the tradition who wrote down their
own “al-H&’iks” that eventually became consolidated with the Kunnas. A simi-
lar process surely must have taken place with the emergence of the al-Jami‘1
corpus and its inclusion in the modern canon. Consequently, a great deal
might depend upon how a particular text was sung in a local stylistic school: it
is not difficult to imagine that @b might be more emphasized in one school,

37 1988, p. 20.
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and virtually absent in another, even though the san‘a would be sung with sub-
stantially the same melody in both cases. In other words, the vagaries of oral
presentation, manifesting as performance practice, might well result in the
same text sounding more zajal-like or more tawsth-like to the anthologist’s ear,
and that might ultimately result in a somewhat ambiguous written/printed
text (certainly where the modern anthologies are concerned, since they in-
corporate multiple manuscripts and so are shaped to some extent by choices
made by the modern anthologists).

Questions like this will come to the fore in Chapter 4, which deals with the
impact of oral processes on the modern canon. Here, one example from Ra-
mal al-Maya will suffice to illustrate the point. Btayhi #1 (al-Mustafa [-muhtar /
Ajallu mayudkar) is formed very much like a later-period muwassah, with lines
of three segments bearing internal rhymes and an end rhyme scheme of / (aa)
bbbaa /.38 It is not surprising that IM and MW regard this san‘a as tawsih. On
the other hand IJ labels it zajal, probably from the loss of (@b from layl and
salah, and the loss of the first-syllable short vowel from nhar (all of which also
appear in MW).

2.4 Kunnas al-Ha’ik and the Modern Canon

Given the complicated and somewhat ambiguous manuscript tradition that
lies behind the anthology known today as Kunnas al-Ha’ik, its exact relationship
to the modern canon of al-Ala deserves some discussion. The modern printed
anthologies of al-Ala, although commonly associated with Kunnas al-Ha’ik, are
themselves the product of an interweaving of material from the Kunnas with
oral-performed elements (such as performance units—strings of sana’i‘ com-
monly performed together), material from the later al-Jami‘T corpus, and the
modern anthologists’ personal knowledge and experience with the tradition
as it was performed in the 20t century. Thus in some ways, the modern canon
has been informed by processes no less complex than those which produced
the Kunnas, although compressed into the half century between Ambirki and
ar-Rayis (as compared with the nearly two centuries that lie between D144 and
the modern canon).

IM and I] were not the first attempts to render the niiba tradition of al-Ala in
print. Ambirka al-Makki produced a print version of Kunnas al-Ha’ik in 1935,
but his edition remained incomplete, comprising only six of the eleven nubat.
Two generations later, Ahmad b. al-Hasan Zwitin produced an edition of the
Kunnas (1972) that included all eleven nubat, though not in the order most

38  The two-line matla‘does not appear in the versions found in D144, nor in MW or the al-
Jami corpus.
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commonly recognized today. IM and IJ were landmarks, however, because they
began with a selection of Kunna$ manuscripts as their primary sources but
augmented them with sana’i“and other material probably unknown to al-Ha’ik,
including most of the material from the al-Jami‘i corpus. As a result, they made
amore comprehensive compilation of the tradition readily available to a wider
audience, most importantly the students and faculty at al-Ma‘had al-Watani,
the National Conservatory. Indeed, a modern institution like al-Ma‘had, whose
purpose is to systemize and streamline the teaching of the tradition, could not
exist with a curriculum founded purely upon oral tradition. IJ and IM, there-
fore, are used as references and regarded as the source for most of the material
taught there.39

Although both IJ and IM define themselves in terms of the Kunnas (each
alludes to the Kunnas in its title, and each has a version of al-H&'ik’s mugad-
dima), neither is simply a printed edition of it. Both contain introductory
material on musical performance by the modern compilers; and both add
material not found in the Kunnas: mizan ad-darj, as well as barawil in ad-darj
and al-quddam. Moreover, they clearly are based upon different manuscript
versions of the Kunnas, because 1) they present somewhat different versions
of al-Ha'ik’s mugaddima,*° 2) the order of nubat in IM is different from that
of I, 3) in many cases the order and arrangement of sana’i‘ differs between
the two, and 4) each contains material that does not appear in the other.*! In
a few cases Ibn Jallin added material from outside sources, either of his own
composition, or additional verses from the same poem underlying an existing
san‘a.*? Ibn Mansur, too, occasionally inserted material he felt to be more ap-
propriate than what he found in the tradition already.*® In both anthologies,
these insertions are indicated as such.

39  Thave seen only MW used in actual classroom situations, but this is probably because it is
more readily available to students (I] and IM are currently out of print).

40  The version in IJ appears to be more complete and closer to the original, as revealed by a
complete source-edition of the Kunnas being prepared by Malik Bennana (unpublished
MS., interview 3/29/05).

4 The two anthologies also differ in containing variant versions of some sana’’, and in the
fact that IM places mizan ad-darj after al-quddam. These differences may not derive from
the manuscripts, as will be shown later in this chapter.

42 Ibn Jallun inserted his own verses into Qa’im wa-Nisf Ramal al-Maya as part of sana #1
(see the annotation to this san‘a in Part 1). In Btayhi #7, a poem by a$-Sustari, he in-
serted two lines at the beginning in order to make this san‘ that is always performed
as humasiyya into a suba‘yya. The two lines, which act as a kind of matla“to the poem,
derive from the same poem by a$-Sustari. See below, Chapter 4 §2.1.

43  Forexample, see IMp. 58 n. 3.
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MW presents itself as a supplement to the printed anthologies IJ and IM,
based primarily upon the al-Jami‘ corpus.** As such, it is rather shorter than
either IJ or IM, offering little material not found in them and making no at-
tempt to be a comprehensive rendering of the canon.#3 It is arranged in the
standard order, as is IJ and in contrast to IM. In some cases material in MW
differs from the same material in IJ and IM, for example, in the arrangement of
some performance units. A most striking example from Ramal al-Maya is the
san‘a I have labeled Mizan ad-Darj X (Nahnu ft hadrati r-rasuli juliisun), which
appears as a single san‘a of 18 lines in MW, but is divided among three sana’i‘in
I]—Darj nos. 9 (Ya rasula l-ilahi innt muhibbun), 11 (Ya rasila l-ilahi innt nazilu)
and 12 (Ya najiyya l-ilahi fi hadrati [-quds)—with yet another san‘a interpolated
amongst them (#10, Tala sawqi la-mgamak ya [-hadr, found elsewhere in MW
and IM, as well). In addition, the first four lines of san‘a Darj X are unique to
MW, while no part of san‘a X appears in IM.#6 Finally, MW does not include
al-Ha'ik’s mugaddima as such, but instead summarizes its material on the tubu*
in brief introductory notes to each niba.

Ambirka al-Makki made the first serious attempt to produce a printed
version of the Kunnas with Majmiat al-agani al-miusiqiyya al-andalusiyya
al-ma‘rafa bi-l-Ha’ik (1934-35). Using unspecified manuscripts, Ambirki com-
pleted only six of the nubat, in the following order: Ramal al-Maya, al-‘Ussag,
al-Isbahan, Garibat al-Husayn, ar-Rasd and Rasd ad-Dil. The exact relationship
of this edition to the manuscript tradition is somewhat ambiguous. A survey
of the san@’i‘he included in Ramal al-Maya suggests that Ambirka’s anthology
lies somewhere between the al-Ha’ik and al-Jamii branches of the tradition,
because some song texts closely resemble versions found in MW, while others
have features in common with IM or with both IM and MW. Ambirka used
Sugl in the modern sense (“tawsih sugl” and “zajal sugl” are found in the text)
but did not include ad-darj as a separate mizan, which might have indicated
that he drew upon manuscripts (or performance practice) influenced by the
al-Jami‘1 corpus. The mugaddima is truncated, containing neither the antholo-
gist’s personal information, nor most of his extensive material on the fubiu‘.

The second Kunnas publication, Ahmad b. al-Hasan Zwitin's Majmi‘at al-
Ha’ik li-t-tarab al-andalust (1972), presented the nibat in a similar order to that

44  See ‘Abd al-Latif Ahmad Halis’s introduction, pp. 12-14.

45  Inall of Nubat Ramal al-Maya, for example, MW contains only four sana’i‘not found at all
in IJ or IM: al-Btayhi nos. 3 and 10, and ad-Darj nos. 14 and 16.

46 ‘Abd al-Fattah Benmausa, perhaps the leading scholar-rdis in Fez, tells me that more con-
servative jawq leaders regard Darj X as a single san‘a, but because it is mawzin, a ra’ts
can easily perform only some lines from it, or break it into separate sana’i and interpo-

late other short sana’iamong the parts, as Ibn Jallin has done in his anthology. In other
words, IJ and MW present two different performance options available for this text.
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of Ambirkd’s edition, though Zwitin’s anthology contains all eleven nabat:
Ramal al-Maya, al-‘Ussagq, al-Isbahan, Garibat al-Husayn, ar-Rasd, Rasd ad-Dil,
al-Hijaz al-Masriqi, Traq al-Ajam, al-Istihlal, al-Hijaz al-Kabir and al-Maya.*"
(Table 2 compares the structures of the four printed anthologies.) The order of
sand@’i‘in Zwitin's version of Ramal al-Maya is similar to that found in Wazzant
and Valderrama, though with some departures. He also used sug/in the modern
sense. In addition to his own extensive introduction, Zwitin included a longer
version of al-Ha’ik's mugaddima, including the poem on the tubi‘attributed to
al-Wansaris1. Unlike Ambirki'’s typeface version, Zwitin’s book is executed in a
very nice Maghribi hand, giving the work an authentic manuscript-like appear-
ance. Taken together, the Ambirka and Zwitin Kunnas editions are of interest
for the purpose of comparison with the other printed editions. Yet the arrange-
ment of their nubat is not what is now considered standard, they do not have
mizan ad-darj, and their influence waned with the appearance of IM and IJ,
which achieved much wider circulation. More important, perhaps, I have yet
to encounter either in use in formal teaching situations, such as in al-Ma‘had
al-Watani, whereas IM, IJ and MW are all used as reference materials by both
students and teachers. In general, Ambirkd and Zwitin do not really qualify as
exemplars of the modern canon.

TABLE 2 Arrangement of nubat in four printed anthologies

Ambirka (1935) Zwaitin (1972) / IM (1977) IJ (1979) / MW (1982)

Ramal al-Maya Ramal al-Maya Ramal al-Maya

al-Ussaq al-Ussaq al-Isbahan

al-Isbahan al-Isbahan al-Maya

Garibat al-Husayn Garibat al-Husayn Rasd ad-Dil

ar-Rasd ar-Rasd al-Istihlal

Rasd ad-Dil Rasd ad-Dil ar-Rasd
al-Hijaz al-Masrigt Garibat al-Husayn
Iraq al-Ajam al-Hijaz al-Kabir
al-Istihlal al-Hijaz al-Masriqt
al-Hijaz al-Kabir Traq al-Ajam
al-Maya al-Ussaq

47  Note that this arrangement is not attested in any of the manuscripts examined above,
which seems to suggest the existence of yet another stream of Kunnas manuscripts, apart
from those already discussed. Both Ambirka and Zwitin hailed from Rabat, so it may be
that this arrangement was considered traditional there.
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The first Kunnas publication to achieve broader circulation (that is, outside
the circles of aficionados in the major jamfyyat) was IM, published in 1977.
Table 2 shows that its structure is like that of Ambirka and Zuwaitin, however
IM achieved much wider distribution than either of the previous anthologies
and found its way into the libraries of not a few ruasa’ as well as aficionados
in foreign countries. Moreover, it played a role in formulating the curriculum
at al-Ma‘had al-Watani, which testifies to its importance for the modern tradi-
tion. Like Ambirki’s edition IM is in typeface, not handwritten; but whereas
Ambirka supplied vowelling in problematic passages, IM has the limitation
of not being voweled, which renders the text ambiguous in places, especially
where some azjal and barawil are concerned.

Ibn Mansur included an extensive paraphrase of al-Ha'ik’s muqaddima and
a significant number of both sana’i‘ and performance units that do not appear
in other printed versions of the Kunnas. Because the arrangement of nubat is
like that of Ambirka and Zwitin, one is led to the conclusion Ibn Mansur drew
upon manuscript sources similar to these earlier editions of the Kunnas. But
in addition, at least one of his sources must have contained al-Jami‘l mate-
rial, for IM includes material found in the al-Jami‘T manuscripts. Moreover, IM
contains mizan ad-darj—placed after al-quddam—and barawil, both of which
appear to derive from oral sources (see below §3.3 and §4). IM also includes
the two “orphan” mayazin, Quddam Bawakir al-Maya and al-Quddam al-Jadid,
the latter being a recent assemblage of miscellaneous sana’ from “lost” nibat.
Also, it is evident from Ibn Mansur’s footnotes that he incorporated his own
substantial knowledge of the modern performed tradition. Thus, IM is very
much a composite work that seeks not merely to present the Kunnas itself (as
was the case with Ambirka and Zwitin), but to encompass the whole of the
tradition as the anthologist knew it, including material performed in the 20"
century not found in the Kunnas.

The fourth and most recent “al-Ha’ik,” IJ (1979), has been the most influ-
ential of all the printed editions. Not only has it played an important role in
the curriculum of al-Ma‘had al-Watani, but it is frequently cited as a reference
work by both Moroccan and European authors. Like Zwitin, it is a handwritten
text, though not presented as an imitation of an old manuscript (in fact, the
hand is uneven and hard to read in places). It contains a complete version of
the mugaddima, in addition to discussions of the tubu‘and iga‘at with accom-
panying musical notation. Like IM, IJ includes mizan ad-darj (placed before
al-quddam) and barawil in ad-darj and al-quddam, and like IM, IJ includes the
two “orphan” mayazin. IM and IJ each contain sana’‘ (and performance units)
not found in the other. Where IJ exceeds previous editions is in the richness
of material supplied with each san‘a. Every san‘a is introduced with the usual



AL-ALA AS A LITERARY PHENOMENON 55

formula, but the anthologist has indicated the tab‘and, in many cases, the au-
thor of the poem. His comments also define specific performance units and
marahil al-mizan in some places. These indications alone make IJ an invalu-
able resource for the historian of the tradition and its texts.

Unfortunately, I] does have two drawbacks. Like IM, IJ provides no informa-
tion at all on the sources for its contents. We thus have no way to determine
which manuscript traditions individual sana’i‘ may belong to, nor is it always
easy to determine to what extent Ibn Jalliin has drawn upon his own consider-
able knowledge of and experience with the tradition. This presents problems
when trying to sort out the relationships between IM and IJ, for example,
or between the two of them and the al-Jami1 corpus. In addition, Ibn Jallan
included not a few lines of verse that simply are not performed, whether by
augmenting some humasiyyat to make them suba‘yyat, or even by inserting
verses or whole sana’‘ of his own invention. Footnotes by both the anthologist
and his publisher indicate most of these insertions, but one still must have
recourse to an expert in the tradition to sort some of these additions from the
active material.

IM and (especially) IJ] embody what is considered canonical within the
Kunnas al-Ha’ik stream today. Ideally, at least, they are modern exemplars of
a manuscript tradition extending back some two centuries to the era of an
anthologist who attempted to gather what he knew of the tradition and to fix
it in written form. The ambiguous and somewhat problematic relationships
between the two editions comes as no surprise: it is merely a continuation of
similar issues within the old manuscript tradition, as well. Ultimately, these
modern anthologies are far more comprehensive than al-Ha’ik’s was or could
have been: they include a great deal of material that was unknown to al-Ha’ik
himself, and probably incorporate a number of regional variations on the tra-
dition that escaped al-Ha’ik’s attention.

2.5 Al-Ha’ik and Al-Jami1

Based upon data from eight of the best-known manuscripts of Kunnas al-Ha'ik
we have reconstructed a plausible outline of the historical development of the
Kunnas, one that raises significant questions about the role of Muhammad b.
al-Husayn al-Ha’ik in assembling the anthology that bears his name today. As
interesting as such questions are to the text-critical historian, however, they
cannot efface the important ideological role al-Ha’ik has played and continues
to play within the mythos surrounding the modern al-Ala, the value attaching
to Kunnas al-Ha’tk as an emblem of the tradition. This value can be seen in sev-
eral aspects of the tradition, including the way that al-Ha’ik overshadows the
other important anthologist, al-Jami‘i. As important as al-Jami1 evidently was



56 CHAPTER 3

to the survival of al-Ala, like the “Moroccan-ness” of the tradition he remains
largely invisible outside the circle of specialists in the tradition.

Cortés Garcia (1995) argues that most of what passes today for the al-Ha’ik
repertoire in fact derives from the al-JamiT corpus. This is true, as far as it goes,
but the situation is a little more complicated than it would appear at first. IM
and IJ do depart significantly from the Kunna$ manuscripts we have looked at,
often eschewing material found in the body of each nitha and incorporating
instead a certain amount of marginal material from the manuscripts. This is
particularly true in the case of Ramal al-Maya, though it may be an artifact of
the drift of this niba toward more explicit prophetic praise than is found in
the manuscript versions, since much of the marginal material in manuscripts
like Wazzant and Valderrama presents itself specifically as madih. In addition,
a little less than half of the material now found in the canon cannot be traced
to these manuscripts. However, my study of concert programs dating from my
sojourns in Morocco, as well as my observations of rehearsals by orchestras
from Fez and Tetuan, indicate that the performed repertoire today includes
sana’i‘and performance units found neither in the al-Jami‘t manuscripts I have
studied nor in the most authoritative printed version of the al-Jamii corpus
available, MW. It seems clear from this that orchestras still draw from a reper-
toire of material and performance practices deriving from outside the al-Jami‘1
corpus.

The modern performed canon differs from the repertoire found in many of
the Kunnas manuscripts, but the difference need not be attributed only to the
intrusion of the al-Jami‘l corpus as a reservoir of nuba material “rescued” from
oblivion. The Kunnas manuscript tradition is complex; its chronology is far
from certain; and the Kunnas as a whole seems to have undergone complicated
processes involving loss, recomposition and interpolation that together have
produced Kunnas al-Ha’ik as it is recognized today. We know little about what
happened to the nitba tradition and its manuscripts in the century between
D144 and the assembling of the al-Jami‘ corpus. While it is true that much of
what is performed today in Morocco exists only as marginalia in a number of
the Kunnas manuscripts, exactly how this marginal material became canoni-
cal and how the corresponding material from the main text became obsolete,
remain a mystery. For example, we came to the conclusion in §2b above that
recomposition of some sana’’, once performed in tab‘al-husayn but now per-
formed in ramal al-maya and ingilab ar-ramal, probably took place after the
source(s) for Wazzani and Valderrama were created and after the addition of
marginal material in these two manuscripts, i.e.: probably in the mid- or late
19th century, a period usually thought of as characterized only by loss of mate-
rial from the tradition.
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The discussion that follows offers a rather different perspective on this
question, arguing that the al-Jami‘l corpus was intended, not to rescue the
remains of a decaying textual tradition, but to supplement a still-thriving
Kunnas stream. This argument assumes the general conclusion reached earlier
in this chapter: that the Kunnas'is not the uniform product of one anthologist’s
efforts, but the result of a prolonged process of recompilation from various
oral-textual streams reflected in a diverse manuscript tradition whose surviv-
ing exemplars span more than a full century. Rather than assume that the
Kunnas began its career as a fully-formed and pristine text that later sank into
decay and was rescued by al-Jami, it seems to me more plausible to allow for
the wonderfully messy and multilinear processes that often accompany the
evolution of art forms like al-Ala.

Al-Jami‘T’s contributions to the textual tradition, while apparently less sub-
stantial, were nonetheless important for the consolidation and perpetuation
of the tradition as a whole. Unlike al-H&’ik, however, we encounter fewer prob-
lems when trying to determine precisely what al-Jamir’s contributions actually
were. The next section examines exemplars of the manuscript tradition associ-
ated with the name of al-Jami1 in order to clarify as well as possible the points
of connection and distinction between the two major anthology projects. The
following account of the al-Jami‘1 corpus completes the picture of the modern
canon.

3 The Al-Jami‘1 Corpus

Unlike Kunnas al-Ha’ik, the manuscripts relating to the al-Jami‘T corpus contain
no mugqaddima that might give us clues to the life of its author, the fagih Sidi
Muhammad b. al-Wazir as-Sayyid al-‘Arabi b. al-Wazir as-Sayyid al-Muhtar al-
Jami‘t. Modern secondary sources also yield no solid clues on the anthologist.
Our chief source of information on al-Jami‘T is oral tradition. His career, insofar
as it is known in this way, is detailed in Chapter 3 §3 of HST. The corpus that
bears his name apparently was compiled in the reign of Sultan Mulay al-Hasan
I, some time around 1303/1885-6, and we can reasonably infer that al-Jami‘
intended it as a reference work for teaching the tradition, just as al-Ha’ik did.
The chief modern exemplar of the al-JamiT corpus is the printed volume
Min wahy ar-rabab, assembled by the great musician and ra’s, ‘Abd al-Krim
ar-Rayis (1982). Its wide availability (it has been reprinted at least twice) makes
it a convenient resource for students in the conservatory, as well as for musi-
cians. For those interested in background information on the tubu;, MW offers
a short narrative summary at the beginning of each nitba, drawn from both
al-Ha’ik and oral tradition, describing each mode associated with the niba, its
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author, and its humoral or temporal associations. MW thus fulfills an impor-
tant function within the modern context. Yet, it has one or two limitations. The
text is vowelled inconsistently, and the vocalizations are unreliable in several
places, especially when compared with IJ, in which more care seems to have
been taken in this regard. Moreover, the anthologist (or his editor) misspelled
the names of two poetic meters ( 2:£ as “Z:£” or even “Zi£% and zAas B,
and always uses *£ when >, is indicated.

31 Manuscripts

The manuscript tradition behind the al-Jami1 corpus is far less extensive and
complex than that of the Kunnas. I have been able to locate only three com-
plete manuscripts, all of them copies made about 20 years after the apparent
date of the al-JamiT’s work:

Ri327—manuscript #1327 (on microfilm) at the Bibliotheque Générale in
Rabat; dated 1330 (1912).

Piro—al-Jami‘t manuscript owned by Ahmad Piro in Rabat; dated 1329 (1911)
but said to be a copy of a manuscript dated 1303/1885-6.
Belmalih—al-Jami1 manuscript donated to the Mathaf Dar al-Ala in Casa-
blanca in 2004 by the Belmalih family of Fez; said to have been copied in1902.

In addition, the Mathaf Dar al-Ala in Casablanca holds two other, incomplete
manuscripts, each about one nitba in length.

Of these, Ri327 and Piro may be closely related: they appear to have been
executed on the same kind of paper (watermarks are visible on pages 110 and
114 of the Ri327 microfilm) within a year of each other. Piro, however, is more
elaborate, having a brief mugaddima that contains the poem on the fubu‘
attributed to al-Wansarisi and a drawing of the Sajarat at-tubu‘. Like Belmalih,
Ri1327 has no introductory material. Be/malih was executed by a copyist follow-
ing different conventions. Whereas Ri327 and Piro adhere to the conventions
of poetic presentation, following closely the model of the Kunnas, Belmalih
runs the sana’i together like a prose text, without placing the verses on sepa-
rate lines, though the copyist did indicate hemistich/segment breaks with a
little white space between words. Belmalih also inserts the word tagtiyya in the
middle of strophic poems to indicate the qufl.

Piro and Belmalth have been executed in four colors of ink, each in a very
nice Maghribi hand. Rig27 appears to have been written in several ink colors,
as well, but it is rather difficult to read in many places, owing to the poor
quality of the microfilm image. Many pages are out of focus, overexposed or
underexposed. The readable portions, however, are clearly written. Of the
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three manuscripts, only Ri327 has marginalia, which include numbers for the
sana’i and mizan ad-darj in the margins of al-btayhi. These marginal notes are
executed in the same hand as the main text, an indication that the manuscript
is not an original. (Piro does have very occasional corrections written with a
blue ball point pen.)

These three manuscripts are more inconsistent orthographically than the
Kunnas manuscripts I have examined. For example, each may employ alif
for ta’ marbuta at the end of a hemistich, but only occasionally and without
any evident pattern. Similarly, each may jump unpredictably between use of
alif and alif magsira to indicate a at the end of a word. Belmalih is by far the
most inconsistent orthographically. Not only does the manuscript take more
liberties of the sort just mentioned, but the copyist also made a number of
obvious errors in spelling that went uncorrected. All three manuscripts show
occasional signs of simple oral or dialectal intrusions, such as use of na—for
ana, or the occasional exchange of final 1 for i. Again, Be/malih shows more of
these features than either Piro or Ri32;.

3.2 Structure and Contents

These manuscripts are structurally similar to the Kunnas$ manuscripts in
that they are arranged by nubat and mayazin that are introduced by similar
set phrases. The markers used to designate sana’‘ differ somewhat from the
Kunnas: Lz a9 is replaced by simply 4siz ; and sugl takes on its modern
meaning in the al-Jami‘ corpus, since we find tawsth sugl and zajal sugl in
these manuscripts, as well as a few poems marked simply san‘a. Ri327 is far less
consistent in labeling sana’‘ than the other two manuscripts, but this may be
an illusion created by the fact that the manuscript is available only on black-
and-white microfilm. There are faint indications on the image that some san‘a
markers may have been written in blue or some other color that did not trans-
fer well to film. The copyist left little space between sana’‘in many places, and
so the san‘a markers often appear wedged into these small gaps, suggesting
that they were later additions to the manuscript.

Of particular interest is the arrangement of nubat in these manuscripts:

Rasd (without Mizan al-Qa1m wa-Nisf)
al-Hijaz al-Kabir

Traq al-Ajam

Garibat al-Husayn

al-Maya

al-Ussaq
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Rasd ad-Dil

al-Istihlal

Ramal al-Maya

al-Isbahan

al-Hijaz al-Masrigi (without al-Qa’Tm wa Nisf)

(in addition, Rr327 has the “orphan” mizan Bawakir al-Maya, which is not
present in the others).

This is the same order as that found in the Bennis and London Kunnas manu-
scripts (see Table 1). I do not see how this could be coincidental, and so it raises
some interesting possibilities. It would seem that al-Jami‘T had access to one
of these manuscripts (or to the branches of the tradition they represent), and
evidently he regarded this arrangement as acceptable, if not authoritative.
Does this mean that Bennis (and London, which is was copied from it—see
Figure 3) represents the authentic tradition as it was recognized in Fez just prior
to the 1880s (al-JamiTs era)? Yet the content of Bennis coincides with that of
Wazzani, Valderrama and Ragiwag, not with that of the al-JamiT manuscripts,
which indicates that the latter nevertheless represent a distinct repertoire, or
perhaps part of the Fez repertoire, that was rendered in writing parallel with
or after Bennis.

Another approach to this arrangement of nibat was expressed by Professor
‘Abd as-Salam a$-Sami, who said that these manuscripts were assembled by
“difficulty of sana’\” the songs in ar-Rasd being more difficult than those in
al-Hijaz al-Masrigi.*® Though this is an interesting idea, one wonders exactly
what “difficulty” might mean (in performance, some of the sana’i‘in Ramal al-
Maya seem to be just as “difficult” as any in the tradition). On the other hand,
the first year’s curriculum at al-Ma‘had al-Watani does seem to bear this out,
because it focuses on the nibat al-Isbahan, Ramal al-Maya, al-Istihlal and Rasd
ad-Dil, all of which fall in the “easier” lower half of the list. Sana’ from the
“more difficult” upper half of the list are added in the second year.49

Whatever the logic behind it, this arrangement, along with that in IM, cast
further doubt upon the origin and dissemination of the modern standard or-
der of nubat, since the al-Jami‘T corpus dates to a century later than the earliest
versions of Kunnas al-Ha’ik. The similarity of the al-JamiT arrangement to that
of Bennis lends credence to the idea that a century after al-Ha’ik there still
was more than one “authentic” way to arrange nubat circulating in Morocco.

48 Interview 10/18/2005.
49 See the discussion of the conservatory curriculum in Chapter 4 of HST.
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It would appear that, although the modern arrangement derives in some
way from the Kunnas manuscript tradition, it did not have much influence
upon al-Jamif in the second half of the 19t century. Nor did it make much
difference, apparently, to copyists of the al-Jami‘l manuscripts working in the
early 20" century, since they did not “correct” the order of nubat we find in
them. It seems that the Kunnas arrangement represented by Leiden and the
other manuscripts listed in the first column of Table 1, and later by IJ and MW
in the modern canon was not a significant influence on al-JamiT as he was
collecting and organizing his anthology. We may therefore suppose that the
now-standard arrangement existed as one option for organizing an anthology
of al-Ala but was not yet authoritative for all participants in the tradition in
al-Jami‘T’s time.

The questions raised earlier in this chapter as to the role of al-Ha’ik in for-
mulating the modern Ala canon now resurface. Did al-Jami‘ believe he was
collecting the whole tradition as it was performed in his time? If indeed he
was saving the tradition from complete loss (in other words, if the Kunnas had
become irrelevant because the al-Ha’ik version of the tradition had faded out
or nearly so), he would have done so in whatever local model was available
for an anthology of that type. Yet, why are there now sana’‘ performed today,
and an arrangement of nibat, that are not found in the al-Jami‘ corpus? Ap-
parently Kunnas al-Ha’ik was still a living part of the tradition (at least in its
iconic function), since one version of it (Bennis) influenced the structure of the
al-Jami‘1 corpus, and since it survived al-JamiTs time till today (though now
in a different arrangement from that used by Bennis/London and al-Jami‘).
By this line of reasoning, al-Jami‘l was producing a kind of supplement to the
Kunnas, embodying material that was circulating in his own day. Only later,
after the modern arrangement gained wider acceptance, did the al-Jami cor-
pus itself get rearranged (by ar-Rayis) to conform to the now-standard version
found in IJ. The structure of the al-Jami‘l manuscripts, and their connection to
the Bennis/London Kunnas manuscripts, thus strongly suggest that the current
standard order of nutbat was not yet authoritative in al-JamiTs time, and prob-
ably was not so until the second half of the 20" century.

This conclusion is consonant with the alternative arrangement of nuabat
recorded by Ambirkua in 1935, by Zwitin in 1972, and IM as late as 1977. Oth-
erwise we must conclude that these three modern authors were publishing
anthologies using an idiosyncratic arrangement based upon non-canonical
manuscripts. This would be perhaps believable for Ambirka, who was work-
ing only a little later than the copyists for Ri327 and Piro, but IM remains a
problem. How is it that this particular arrangement of nitbat was published as
the Kunnas just two years before Ibn Jallun published the arrangement now
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considered standard? Was it merely Ibn Jallan’s status as an expert in the tra-
dition that won the day for the arrangement he used (found also in Leiden,
Ragiwaq, Wazzani and Valderama)?

Thus the al-Jami‘t manuscripts definitively move the standardization of the
tradition’s organization out of the 19t century, and therefore support the idea
advanced above that Kunnas al-Ha'ik as known today is the product of an ex-
tended period of development probably lasting more than a century. Whether
we believe that al-H&’ik alone was responsible for the Kunnas, as some have
argued, or that the anthologist merely started a process of collecting that went
through several distinct, local permutations before becoming authoritative, as
has been argued in this chapter, there is little doubt that what is today regarded
as Kunnas al-Ha’ik did not achieve its final, authoritative form until relatively
recently.

Careful, sana-by-san‘a study of Ramal al-Maya in the al-Jami‘T manuscripts
shows that their contents are quite distinct from those of the Kunnas. Many
san@’‘ from the Kunnas manuscripts are not found at all in the al-Jami‘t manu-
scripts, or are found only in truncated or altered form. An example of the latter
is al-Qa'im wa-Nisf #8 (Law laka ma himtu wajda), which occurs in Wazzant
and Valderrama (and 1J) as humasiyya (in ramal al-mdaya), but in the al-Jami‘
corpus as the qufl only.

Bennuna finds this poem in three places in D144,5° but the qufl of the
modern Aumasiyya appears only in the version found in Rasd ad-Dil in that
manuscript. This qufl is the harja from a muwassah by Ibn al-Habbaz (d. before
776/1375?) (Ya man ‘adda wa-ta‘adda), and had a history of its own before be-
ing incorporated into al-Ala.5! As with D144, this text appears in three places
within the modern canon,52 and in the same mayazin in the three al-Jami7
manuscripts, as well. Curiously, it is the version in Ramal al-Maya of the al-
Jami corpus that is truncated (including the manuscripts and MW), but in
inverted fashion: whereas the three versions in D144 all have the gusn, and the
qufl appears attached to it in just one case, only the qufl of two lines appears
in Ramal al-Maya of the al-Jami‘l corpus (it is the seventh san‘a of al-Qa'im
wa-Nisf in the three manuscripts, and is found in MW, p. 34), while the full

50 Bennuna (1999) #190: p. 252 (Quddam al-Maya), p. 282 (al-Qa’im wa-Nisf al-Husayn) and
p- 450 (al-Qa’Tm wa-Nisf Rasd ad-Dil).

51 Ibn al-Habbaz probably was a contemporary of Ibn al-Hatib. See the latter’s Jays at-tawsih,
p. 95.

52 al-Qa'Tm wa-Nisf Ramal al-Maya, al-Qa’Tm wa-Nisf Rasd ad-Dil and Btayhi ar-Rasd—IM:
PP- 45,163, 198; 1]: pp. 48, 107, 171, MW: pp. 34, 121, 195.
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humasiyya appears in all three manuscripts in Btayhi ar-Rasd and in al-Qa’im
wa-Nisf Rasd ad-Dil (and in the corresponding places in MW).53

The reduction of this san‘a is unusually complicated, but instructive. The Ra-
mal al-Maya version in the al-Jami‘T corpus may once have included the gusn,
like the versions in IM and IJ. Wazzant and Valderrama indicate the san‘a was
a humasiyya performed in ramal al-maya, not al-husayn. The al-husayn text
(deriving from D144) probably was recognized as traditional, but at some point
a new melody was composed in ramal al-maya (as it is sung, today), perhaps
because the al-husayn melody was lost.>* At the same time, the surviving Rasd
ad-Dil version (as found in D144, Wazzani and Valderrama) was recognized as
having an ending more appropriate to madih, so that was incorporated into
the reconstituted ramal al-maya version as it appears in Wazzani and Valder-
rama, and in the modern canon. In this scenario, the gusn of this recomposed
humasiyya in Ramal al-Maya (Wazzani and Valderrama) bearing a gazal theme
had again lapsed by the time al-Jami‘1 assembled his anthology, only the madih
portion (the qufl) remaining in use. Whatever circumstances produced this
san‘a in its present form in the al-Jami‘ corpus, the survival in Ramal al-Maya
of the most madih-like portion of the original san‘a is not at all surprising.

Similarly, the first san‘a of Basit al-Hijaz al-Kabir in the al-Jami‘l manuscripts
(unlabelled as to type) has the following text:

=23 W3 Yl

Welcome to him who unjustly blames
TR R
St s d %
a full moon appears a branch bends

These segments (or hemistiches, depending upon how they are laid out on the
page) comprise the first san‘a of the mizan in MW (p. 243, zajal Sugl). However,
the second san‘a of this mizan in Wazzani and Valderrama, the humasiyya al-
Tsq minnt tarafa mat... (Valderrama: zajal; Wazzani: tawsth), has a gusn that
includes these four segments that appear in the al-JamiT corpus arranged as
two lines of two hemistiches. So, the first san in this mizan from the al-Jami‘T

53 A fourth, partial al-Jami1 MS. deposited at the Mathaf Dar al-Ala in Casablanca, contain-
ing only Nubat ar-Rasd, has this san‘a as a humasiyya, as well.

54  Asnoted earlier in this chapter, this san‘a from al-Husayn probably was not simply trans-
posed into the new tab", since sana’i‘ in al-husayn are still performed in Ramal al-Maya.
Again we see that the incorporation of the old al-Husayn from manuscripts like D144 was

=>rc

not a simple importation of some san@’i‘into a new setting.
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corpus is a remnant of two lines from the gusn of a zajal/tawsih in a similar
position in the same mizan in al-Ha’ik. This case illustrates both the absence
of Kunnas material from the al-JamiT corpus (the first san‘a of this mizan in
Wazzani and Valderrama), and the reduction of material from the Kunnas in
al-Jami‘ (the entire humasiyya al-ISq minni tarafa maf... to just four segments/
hemistiches from the gusn). Further examples like these recur throughout the
al-Jami‘1 corpus.

Although MW miirrors the al-Jami‘l manuscripts closely in many places (for
example, there is a one-to-one correspondence in Mizan al-Qa’im wa-Nisf
Ramal al-Maya between MW and the manuscripts, except for a slightly differ-
ent order of sana’’, and a few minor textual variations), not all the material in
MW appears in the manuscripts. Most notable is the material that most clearly
distinguishes the modern canon from the Kunnas: mizan ad-darj, which com-
prises 24 san@’i‘ in Ramal al-Maya. MW includes seven sana’‘ in Darj Ramal
al-Maya. Ri32; contains this mizan, written into the margins of mizan al-btayhi,
and Belmalih contains a kind of appendix that brings together all the darj
mayazin (except Darj al-Hijaz al-Kabir and Darj Rasd ad-Dil). However, Darj
Ramal al-Maya in R132;7 contains just two texts (Darj #14 and #3), and Belmalih
contains only those two plus a third (Darj #5), and Piro contains no indication
of mizan ad-daryj at all. Thus ad-darj in the modern canon (including MW as
well as the more comprehensive IM and IJ) is much more extensive than in the
al-Jami‘l manuscripts (and of course, it does not appear at all it the Kunnas).

The three al-Jami‘l manuscripts are virtually identical in the number and or-
der of sana’i‘ they contain, but there are quite a few textual and orthographic/
spelling variants standing between them. On the whole from these indications,
it appears that Piro and Ri327 are somewhat closer to one another than either
is to Belmalih, which contains quite a few orthographic and lexical alterations.
However, the three of them share enough features with MW, as against IM and
I], that it is evident that like MW they belong to an oral textual stream distinct
from that of either IM or IJ. One extreme example of text variation among
the various versions should illustrate the point. Figure 6 shows five versions
of the san‘a al-Qa'im wa-Nisf #6 (Muhammadun qad jalla gadra), beginning
with the versions in the three al-Jami‘t manuscripts, then the one found in MW,
and finally the version in IM/IJ (IM includes one lexical variant). Variations
from the IM/IJ canon are underlined; the figure [ —— ] indicates a phrase or
segment present in the canon that is missing from the al-Jami‘ version.

The first thing one notices about the manuscript versions is that the line
segments/hemistiches are rearranged, and some are missing from each manu-
script version, which completely fractures the rhyme scheme of the poem, a
phenomenon widespread in these manuscripts but virtually unknown in the
Kunnas manuscripts I have studied.
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Muhammad qad jalla gadran
Jahu l-mufaddal

wa-huwa qasdi wa-l-maram
al-Hasimi ni ni‘ma [-humam
ftl-hasriyasfa“

a‘tahu rabbu l-jah l-jamila

Muhammad qad jalla gadra
Jahu -mufaddal

wa-hwa gasdi wa-l-maram
man faqga l-anam turran

Belmalih
bayna l-warG ———
huwa sulwi dunya wa-uhra

wa-hwa [-muwammal  man faq l-anam turra
[tagtiyal

wa-hwa [-musaffa‘

al-badru l-akmalu

sahibu l-wasila ———
Piro

bayna l-wara tula d-dawam
huwa su’li dunya wa-uhra
wa-hwa [-mwammal
al-Hasimi ni‘ma l-humam

al-badru l-akmal

ft hasriyasfa

sahibu l-wasila

wa-hwa [-musaffi‘

a‘tahu rabbi Ljahi l-jamila

Muhammad qad jalla gadran
Jahu l-mufaddal

wa-huwa qasdi wa-l-maram
man faqa l-anam turrd

Ri327

bayna l-wara tula d-dawam
huwa sw’li dunya wa-uhra
wa-hwa [-muwammal
al-Hasimi ni'ma -humam

al-badru l-akmal

St hasriyasfa

wa-hwas-$aft’ ———

Muhammad qad jalla gadra
man faqa l-anam turra
huwa sw’lt dunya wa-uhra
fthasriyasfa“
wa-hwa $-Saft

Muhammad qad jalla gadra

man faqa l-anam turra

huwa sw’lt dunya wa-upra
fthasriyasfa

wa-hwa $-$aft

FIGURE 6

wa-hwa l-musaffa‘

wa-hwa [-musaffa“

sahibu l-wasila

a‘tahu rabbi Ljahi l-jamila
MW

al-Hasimi ni‘ma l-imam

Jjahuhu l-mufaddal
al-badru l-akmal

wa-hwa qasdi wa-hwa l-maram  wa-hwa muammal

al-‘arabi ni‘'ma [-humam

sahibu l-wasila
a‘tahu rabbi suratan jamila
M/l
bayna l-wara tula d-dawam
al-Hasimi ni‘ma l-imam
wa-hwa qasdi wa-hwa [-maram
sahibu l-wastla

a‘tahu rabbi suratan jamila

al-Qa’im wa-Nisf #6 compared across versions.
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Beyond that peculiarity, it is clear from this comparison that these al-Jami‘
manuscripts are more similar to each other than to any other part of the canon.
They all reverse the second and third lines found in the canon, for example. All
three give jahu for jahuhu in the third segment/hemistich; all drop—Awa from
the fifth segment/hemistich and give ni‘ma [-humam (“how magnanimous!”)
for ni‘'ma l-imam (“what a wonderful imam!”) in the eighth. All three also drop
one segment of the last three, though Ri32; differs in this regard from Piro and
Belmalih. Two variants in Belmalih distinguish it from Piro and Ri327, however:
the loss of a phrase from the second segment/hemistich and the lexical change
from suw’li ( 5~ “my request”) to sulwi ( Sshw “my comfort”).55

MW lies closer to the canon than the manuscripts, because it does not in-
vert the second and third lines, echoes more of the lexical and orthographic
features of IM/IJ, and includes all three final segments. The presence of [-arabi
is unique to MW, and in general it is difficult to conclude that the version in
MW is connected to that of the manuscripts in question, save by the presence
of [-humam (used in a different segment, however). The MW version may rep-
resent a partial effort by ar-Rayis to “clean up” the manuscript versions of this
san‘a. Unless another manuscript comes to light that approximates the MW
version more closely, we can only hypothesize.

This is only one, rather extreme example. Most of the sana@’i‘in these manu-
scripts show only one or two variations from the printed versions, often merely
orthographic in nature or unsurprising uses of cognate forms. For example, in
the fourth san‘a of Qa'im wa-Nisf Ramal al-Maya as found in the manuscripts
(Ya tura bi-llah ya tura..., Qa'im wa-Nisf #4), Belmalih gives ng 5 -
(“from yearning and thought”) in the eighth hemistich, while Piro and Rig27
read dﬁ Y| @S )9 .y (“from my yearning and my thinking”), and the canon has
é}%} 25 u") )5 »».°¢ Similarly, Piro and Ri327 give L}\.ﬁ\; (like MW) for L\,»\; in
the ninth hemistich.

Sometimes, however, interesting text variants do appear. In the fifth and
sixth hemistiches of the same san‘a, the three manuscripts give:

SEIE NG S

Ismear my gray hair in the dust, and say, “How wonderful!”

55  Thelatter shift is a copyist error with a hyper-correction: the copyist inadvertently moved
the waw kursiyya after the lam, then converted it to a full consonant because the expres-
sion (g% makes no sense semantically or orthographically, but }L: does.

56  On walii* vs. wulit’. the former is modern usage; Kazimirski alone offers both spellings.
Corriente (2002) cites only the latter as Andalusi usage.
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while MW presents:
dhy e SR
£ Js) S e 75
Ismear my gray hair inthe dust ~ saying, “Wonderful.”
but IM gives:
el Lo 4l G g
I smear my cheek in the dust and I say, “(He) possesses
the staff (of authority).”
and IJ: H Coa . e s R
oW AN G5 sy
IT'rub my cheek in the dust, saying, “Answer!”

Obviously all these variations cannot have arisen from simple spelling or
lexical shifts. The use of the first-person plural to indicate the singular mirrors
both Andalusi and Moroccan colloquial usage, but is also occasionally found
in classical poetry, as well. (IM is consistent in giving the singular throughout
the san‘a, while MW and the manuscripts hold to the plural. I] begins with the
plural but adopts the singular for this line.) We will examine similar examples
in Chapter 4, which deals in part with intertextual relationships between the
Kunnas and al-Jami‘T manuscript traditions and how they can reveal the traces
of oral processes within the modern written dimension of al-Ala. Here it is
sufficient to point out how this case and others like it place MW squarely be-
tween a relatively coherent al-Jami‘t manuscript corpus on one hand, and the
modern printed canon on the other. At the same time, the discontinuities that
do exist between MW and the manuscripts considered here do not correspond
consistently with the Kunnas canon as embodied in IM/IJ. They therefore sug-
gest that, as with Kunnas al-Ha'ik, the al-Jami‘l corpus comprises more than
one oral/manuscript tradition that have been incorporated collectively into
the modern canon.

Other evidence can be adduced to illustrate the relationships existing be-
tween these manuscripts and the canon. The three manuscripts correspond
very closely to the modern canon, much more so than to the Kunnas manu-
scripts, but they are even more similar to MW. Table 3 in Appendix 4 presents a
comparison of Ramal al-Maya among the Kunnas manuscripts (as represented
by Wazzani and Valderrama), the al-Jami‘1 corpus (as represented by Belmalih,
Piro and Ri327), and the modern canon. It shows that not only is the al-Jami‘1
corpus much smaller in real numbers (n = 88, including Mizan ad-Darj) than
the Kunnas (n =192), but the overlap between them (n = 37) represents a much
smaller proportion of either (42% and 19%, respectively) than does the overlap
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between the al-Jami‘ corpus and the modern canon (n = 76, 61% and 86%,
respectively). Furthermore, in all five mayazin there are only eight sana’‘ in
the al-JamiT manuscripts not found at all in the modern canon,%7 so that the
canon has absorbed virtually all the al-JamiT manuscript material (n = 8o,
01%), which itself represents nearly two-thirds of the modern canon.

The correspondence between the manuscripts and MW is even closer.
It is not, however, distributed evenly across all the mayazin. In Basit Ramal
al-Maya, the manuscripts leave out the very same sana’i‘ of the canon as
does MW (numbers 1, 2, 5, 12, 18 and 19), but one manuscript, Piro, contains
an extra san‘a not found here in either MW or the other manuscripts: Basit
#29. (Interestingly, this san‘a is found only in IM within the printed canon.)
Al-Qaim wa-Nisf corresponds exactly between MW and the manuscripts, just
as it does for the manuscripts and the canon as a whole: 14 out of 14 sana’‘ In
al-Btayhi, however, MW contains all the sana’i‘ missing from the manuscripts.
Particularly interesting in al-Btayhi is the fact that all the manuscripts do con-
tain one san‘a now performed in Darj: #10 (Tala sawqt li-mgamak, the second
san‘a in this mizan in the manuscripts). It is the only such san‘a present in the
manuscripts, and it may reflect the fact that iga‘ ad-darj historically was used
in mizan al-btayht. It therefore may represent evidence that mizan ad-darj
entered the tradition by some means other than the al-Jami‘ corpus. Finally,
MW leaves out six of the ten sana’i‘ from al-Quddam also missing in the manu-
scripts (numbers 11, 20, 21, 23, 31 and 38), but includes the remaining four (1, 5,
15 and 18). The manuscripts also contain several san@’i‘ from al-Basit, and one
from al-Quddam (number 22) that MW does not have in these mayazin.

All the data laid out thus far demonstrate that the al-Jami‘T corpus is in-
deed closer in its contents to the modern canon than to the Kunnas, and in
particular, closer to MW than to the other members of the printed canon. And
the data are consonant with Cortés Garcia’s suggestion that the contemporary
performed tradition is mostly derived from al-Jami‘.

3.3 Mizan ad-Darj and the Al-Jamii Corpus

The most striking point of departure between the modern printed canon and
the al-Jami‘T manuscripts is the relative abundance of sana’‘ in mizan ad-darj
in the canon, particularly in Ramal al-Maya. Altogether, the printed antholo-

57 Table 3 shows that the manuscripts contain 12 more sana’‘ than the total shown as over-
lapping (when compared mizan-by-mizan) however al-Quddam in the manuscripts
contains three sana’‘ from al-Basit (numbers 15, 20 and 21); and al-Btayht in all three
manuscripts contains ad-Darj #10, thus leaving only eight sana’i‘in the manuscripts unac-
counted for.
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gies offer 24 sana’i in Darj Ramal al-Maya, but the al-JamiT manuscripts only
three, all of them being marginal additions to a main text that otherwise
lacks mizan ad-darj. One particularly surprising absence from the al-JamiT
manuscripts is the best-known san‘a in this mizan, Qad tala sawqt li-n-nabi
Muhammadi (Darj #1). Because of its fame, the absence of this san‘a from the
al-Jami‘t manuscripts, taken together with the very small number of sana’iin
ad-darj in the manuscripts, strongly suggest that the incorporation of ad-darj
as a separate mizan in the modern canon was not a simple process of adding a
previously coherent collection of sana’‘ As with the incorporation of the old
Nubat al-Husayn into the modern Kunnas, the interpolation of mizan ad-darj
into the nitba probably was influenced by several factors, including perfor-
mance practice and oral transmission.

The material that has become consolidated as mizan al-darj probably was
performed long before its appearance in the 20" century anthologies. Chottin
(1939) regarded this iga“ as one of the classical Andalusian rhythmic modes
and noted the existence of the mizan in the performed corpus. This informa-
tion probably came from performances and/or oral informants, since he would
not have found this mizan in Kunnas al-H&'ik, his principal textual source. It is
evident that ad-darj was performed in the Spanish Protectorate zone at this
time, as well, since Garcia Barriuso (1940) commented on it. Both Garcia Bar-
riuso and Muhammad al-Fasi (1962, pp. 83-84) indicated that this rhythm was
originally performed within mizan al-btayhi (al-Fasi defines the name ad-darj
as deriving from the verb daraja, in the sense of “to include or incorporate”).

There are two ideas about the incorporation of iga‘ ad-darj into the tradi-
tion as a separate mizan. Al-Fasi's comments imply that the iga‘ occurred as a
kind of subset or variation on al-btayhi (both rhythms are counted in 8 in the
muwassa‘ phase of the mizan). From this point of view, iga‘ ad-darj was not
entirely alien to the niiba tradition, and therefore mizan ad-darj might repre-
sent an extension or modification of the use of this iga‘, not an intrusion from
outside. One problem with this is that I do not find a single sana in the Kunnas
manuscripts in Ramal al-Maya (or its associated nitba, al-Husayn) that is now
performed in Darj Ramal al-Maya. As noted above, one san@ from Btayhi
Ramal al-Maya in the al-Jami‘T manuscripts is now performed in Mizan ad-
Darj. This shows a connection, but not a convincing indication of how mizan
ad-darj may have developed. (Of course, Ramal al-Maya may be atypical in
this regard for some reason; it is possible that mizan al-btayhi in other nubat in
the Kunnas manuscripts contains material now performed in mizan ad-darj.)

Just as important as the fact that the modern canon has more material
in Darj Ramal al-Maya is that with one exception these sana’i‘ are unique to
this mizan. That is, they show little sign of having been moved or copied from
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Mizan al-Btayhi, which might be expected, given that iga‘ ad-darj was once
performed as part of Mizan al-Btayhi. On the contrary, if we assume that the
various manuscript anthologies accurately reflect the performed repertoire at
particular times, it does not appear that iga‘ ad-darj as used in al-Btayhi was a
vector for the incorporation of sana’i‘into a recently-fashioned Mizan ad-Darj.
If this is true, it is surprising, since it means that, with respect to most of the
sana@’i‘ now performed in Darj Ramal al-Maya, a) they did not enter the tradi-
tion via the al-Jami‘l corpus, b) nor did they take the “shortest route” into the
new mizan (i.e.: as performance units directly from al-Btayhi), and so c) they
came from another source entirely. So al-FasT's implied theory does not offer
a complete explanation for the appearance of ad-darj in the modern canon.

It is possible that the sana’i‘ that originally were performed in iga‘ ad-dary
were only “informally” regarded and performed as part of iga“ al-btayhr. This
would explain their virtual absence from the manuscript tradition: they were
not considered “authentic” until ad-darj was formalized into a proper mizan.
This would not explain where the existing sana’‘ in mizan ad-darj came from.
A promising view on this emerged from my discussions with ST Ahmed Piro.
According to Piro, mizan ad-darj was performed for a very long time in the
gawaya before it was incorporated into the standard structure of the nuba.58 It
appears therefore that, like the madih material in the margins of Valderrama
and Wazzani that came to dominate Ramal al-Maya after these two manu-
scripts were created, mizan ad-darj emerged into the canon at least partly
from a corpus of san@’i‘performed in the zawaya using the Andalusian tubi‘. In
other words, we see in ad-darj evidence that the music of the religious brother-
hoods exerted some influence on the development of al-Ala. There is support
for this idea in a manuscript that associates itself with the al-JamiT corpus.

Manuscript #D10312762 at the Bibliothéque Nationale in Rabat islisted in the
library catalog as Muntahabat nubdt miisigiyya (“Selections of musical nabat”).
It is undated but has a mugaddima claiming that it is based upon al-JamiT’s
collection, which it dates as 1303/1886. This mugaddima paraphrases much of
al-Ha'ik’s, though with several examples of non-standard or even Moroccan
grammar and spelling that are uncharacteristic of the Kunnas. Moreover, many
of the poems (even some tawsth and garid poems) have clusters of unvowelled
consonants (marked explicitly with sukun!) and other features characteristic
of Moroccan speech. For example, the manuscript frequently uses waw bi-fath
and a prosthetic alifbefore a verb whose first consonant has sukan (e.g.: .—\.as\.f.»\j
“I see” in the fourth hemistich of the 13t san‘a of Quddam Ramal al-Maya in
this manuscript, Quddam #3o0). Fatha for kasra on the second radical is also

58 Interview, 6/17/04. Benmusa also indicated that iga‘ ad-darj was known in the tradition
before al-Jami9, and that the mizan was performed in the zawaya in al-Ha'ik’s time.
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indicated in the active participle of form I of this verb: Ja\% for sall. These
orthographic peculiarities, which obtain for both zajal and tawsih texts, sug-
gest that it was assembled largely from memory, and that the anthologist was
relying upon his own sense of pronunciation in rendering the poems on the
page (and apparently aware that he was “hearing” the san@ in non-standard
Arabic!).

Although the nine individual nubat in the manuscript appear not to have
lost pages, each contains only a small selection of sana’’, and the nibat are
arranged in an idiosyncratic order—al-Isbahan, al-Hijaz al-Masriqi, Ramal al-
Maya, al-Hijaz al-Kabir, ar-Rasd, Garibat al-Husayn, al-Maya, Rasd ad-Dil, and
al-Istihlal. All this data taken together (along with an apparent confusion in
terminology between tab‘ and nitba) seem to indicate that the author of this
manuscript either did not aspire to being comprehensive, or else was not
particularly well versed in the tradition,. Likewise, he was either trying to be
faithful to the san‘a-as-sung, or else not particularly skilled with the formal
language. This manuscript probably has little to do with the al-Jami‘1 manu-
script tradition as such. It obviously postdates al-Jami‘l, most likely having
been assembled for use in a zawiya around the turn of the 20t century.>® (One
somewhat interesting detail is that this manuscript gives an actual date for
the al-Jami‘ corpus: 1303/1886. There is little else in the manuscript to indicate
whether this date is reliable.)

This manuscript matters here because it includes mizan ad-darj, integrated
into seven of the nubat between al-btayhi and al-quddam. Furthermore, ac-
cording to the mizan headings in the text, ad-Darj combines with al-Btayhi
in ar-Rasd (only one san‘a in Btayhi ar-Rasd is included) and al-Istiklal (there
being no sana’i‘ in Btayhi al-Istihlal); and in al-Isbahan and Rasd ad-Dil it pre-
cedes al-Btayhi. The relationship of ad-Darj to the niba in this manuscript
appears to be fluid and thus distinct from the Kunna$ manuscripts (where ad-
daryj is not found at all), the al-Jami‘ corpus (where it is a later addition), and
the modern canon (where it is integral to and a standard part of the nitha). The
curious relationship between mizan ad-darj and the nitba in D1o31 is further
underscored by a passage on the first page of the manuscript's mugaddima
referring to:

Ak et JORSOIIPE T NE NP

...three hundred sixty-six tubi, each one with its four mayazin, its tawasi
and adraj.

59  Professor Bennuna agrees that this MS. probably originated with the Sufi facet of the An-
dalusian musical heritage. Interview, 3/29/2005.
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The word adraj, plural of darj, probably refers here to multiple sana’i Yet this
passage confuses categories by putting ad-darj (whether as a mizan or, more
likely, as a song type characterized by this iga‘) mizan and tiasiya on a par with
one another. Could this mean that the author of the manuscript somehow re-
garded this rhythm or movement as transferable from one mizan to another?
Or did ad-darj have some kind of symbolic significance or associations that
distinguished it from the other iga‘at and mayazin? Perhaps a study of the
Sama‘/Madih musical form and its role in the zawaya will ultimately explain
this point.

Such an unusual and problematic manuscript justifies no sweeping conclu-
sions, but its organization and attitude towards ad-darj documents a transi-
tional context between a time when iga‘ad-darj was part of mizan btayhi, and
the present, in which this rhythm has its own movement in the nuaba falling
between al-btayhi and al-quddam.

Evidence of another kind supports such an interpretation. I own copies of
two live recordings from the early 1980s of Jawq al-Brihi, under the direction
of ‘Abd al-Karim ar-Rayis. In the first of these, the jawg performs QaTm wa-
Nisf Ramal al-Maya for approximately 47 minutes, then mawwal for about a
minute and a half. Then the jawq resumes with Mizan ad-Darj, performing
three sana’ibefore the recording ends. In the other recording, the jawg begins
Btayhi Ramal al-Maya, inserts more than 20 minutes of Darj, and then returns
to Btayhi for the rest of the recording. These recordings show that even as late
as the 1980s, a jawq from the conservative stylistic school of Fez could insert
Mizan ad-Darj into performances in places other than between al-Btayhi and
al-Quddam. This reinforces the idea that this iga‘ and mizan (or at least, the
sana’i associated with them) once occupied a distinctive place in the perfor-
mance ethos of al-Ala.

Clearly the emergence of ad-darj as a distinct mizan was not a smooth pro-
cess, and the written versions played only a minor part. The differences among
the al-Jami‘l manuscript versions of ad-darj, as well as their differences with
respect to MW and the rest of the canon, reveal that the adoption of ad-darj
as an authentic mizan was not uniform across Morocco. In addition, the place-
ment of mizan ad-darj in various sources also suggests divergent notions of ac-
ceptable performance practice, even as late as the 1970s. Chottin placed mizan
al-darj after mizan al-quddam in the organization of the niaba (1939, 11), as
does IM (1977). Likewise, the late Tetuani historian Muhammad Dawuad hand
wrote Mizan al-Darj after al-Quddam in his copy of Ambirka’s partial edition of
the Kunnas.6° Thus, like the modern arrangement of nubat, the consolidation

60  Manuscript #146 at the Dawadiyya library in Tetuan.
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of mizan ad-darj and its placement within the nitba structure were very late
developments, perhaps only arriving in their current form in the second half
of the 20t? century.

4 Barwala and the Modern Canon

Like mizan ad-darj, the barwala strophic poem distinguishes the modern
performed tradition from that represented by the Kunnas. Since no sana’i of
this type are to be found in either the Kunnas or al-Jami‘t manuscript streams,
the date the barwala entered the written dimension of al-Ala cannot be deter-
mined with any certainty. Nevertheless, this type of san‘a represents a signifi-
cant element in mizan ad-darj, and al-quddam as well, and so its relationship
to the modern canon deserves a few comments.

4.1 Linguistic Notes on the Word, Barwala

According to Jonathan Glasser of the College of William and Mary, barwal is
a word from textile production in Tlemcen. Indeed, Reinhard Dozy’s supple-
ment to the Arabic-English Lexicon contains this quote in its entry Js  :

Quand ils reunissent ces laines en suint, les marchands les battent pour en
faire tomber le fumier qui emporte alors des morceaux cotonneux; on lave
ces morceaux et I'on en retire la laine brisée dite barroual” Godard: Descrip-
tion et histoire du Maroc (Paris, 1860), v. 1 p. 210.

How might a word with roots like this have come to be associated with a song
form? Glasser speculates that it came from the association of musicians with
the artisan class. Musicians had “day jobs” in various industries, including tex-
tiles.5! Experts in al-Ala such as ‘Abd al-Fattah Benmiisa have no derivation
for the word, other than its signifying a san‘a in unsophisticated, colloquial
language.

D1031 contains several sana’i‘labeled 4 \g_r, which is the diminutive of barwa-
la in which the diphthong reduces to a loné vowel in typical Moroccan fashion:
buraywala ~ briwala (“a small barwala,”), which is in keeping with the sana’i
so labeled in this manuscript because they are mostly short, single-strophe

61 In his forthcoming book, Glasser cites Les Industries indigenes de [Algerie. Le travail de la
laine a Tlemcen (1913) by A. Bel and P. Ricard, Algiers: Jourdan. Barwala is a much more
important term with an entirely different meaning in the Algerian and Tunisian Andalu-
sian music traditions. See Guettat (2000).
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poems that stand in contrast to the much longer odes usually found under the
rubric barwala in the canon.%2

4.2 Structural, Linguistic and Metrical Considerations

Malik Benniina saw no important distinction between barwala and zajal in the
Ala tradition, other than that the former is composed in Moroccan colloquial
and the latter in Andalusi colloquial Arabic.53 This is a difficult view to sustain,
given the marked structural differences between them. As discussed above, the
Andalusi strophic forms in al-Ala usually combine a gusn of three to five lines
with a qufl of two (sometimes one) line. Many, but by no means all, also have a
matla‘of one or two lines bearing the same rhyme scheme as the qufl:

Barawil in Ramal al-Maya, though they vary considerably in structure, typi-
cally have lines of common end rhyme grouped in threes or fours:

......... a or SR |
......... a SRR |
......... a SRR
......... b SRR
......... b R o}
......... b R o}
......... c N o
......... c TN o
......... c ceenennnC (eC.)

But many other formats are possible, including for example three-line units
with a repeating rhyme, as in the case of Quddam #s5, which rhymes thus:

62  TIronically, one of the most important contemporary exemplars of the tradition is
Mohamed Briouel, whose name is a Moroccan rendering of the diminutive of barwal.
63  Interview, 3/29/2005.
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......... ¢ (repeated seven times).

As with agjal and tawasih, many barawil exhibit elaborate internal rhymes,
with lines being divided into three or more rhyming segments. A good example
is the barwala Quddam #11, which has the rhyme scheme:

......... a VTN o}

......... a VU o)

......... a UPRN o}

......... a veeeeeenD
......... c vreeeeensC veeeeeennd
......... C vreeeeensC veeeeeennd
......... C vreeeeenaC SOSU |

......... a UURY: UURY:
......... b TN o'
......... c vereneennd
......... C vereeeennd
......... c veeeneennd
......... e eeeeenn eeeeenn
......... f U
......... C RSP |
......... C veeeeeennd
......... c veeeeeennd

A strophe like this bears some resemblance to some of the more elaborated
strophes found in later agjal and tawasih, if one is willing to allow a qufl of
three lines (or no qufl at all), rather than the usual one or two. These similarities
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probably contribute to Bennuina’s view that the barwala is, in essence, a kind
of zajal.

As these examples show, however, barawil exhibit much more structural
variability than azgjal, particularly azjal as they are found in al-Ala, which for
reasons having partly to do with musical composition are predominantly
humasiyyat of the stereotypical forms

and . a
......... b
......... b
......... b
......... a SR |
and suba'iyyat of the form

There have been no studies of the metrical characteristics of barawil, but even
a simple attempt to analyze those found in Ramal al-Maya in terms of the clas-
sical metrical system of long/closed syllables and short/open syllables quickly
runs aground. The transcription of these mainly oral poems into Arabic char-
acters is very inconsistent, and Moroccan pronunciation routinely drops short
vowels—especially in the first syllable—so that it can be difficult to determine
which vocalizations if any have been omitted from the printed text. Sorting out
the vocalizations requires a native speaker of the Moroccan dialect, unlike the
case with classically-formed poetry in which the metrical patterns may imply
vowels that have been left out of the text, or even with many Andalusi strophic
poems, where classical meters or at least some approximation of classical met-
rical feet can be discerned.

The barwala, as colloquial verse, obeys particular morphological rules, some
of which violate the assumptions of the classical meters. How would a phrase
like @\,9\ S\ e (gir s-sqam fnani—Darj #3) be scanned? Even inserting irab
(which may or may not be pronounced in fact) does not help the consonant
clusters that typify Moroccan pronunciation resolve into recognizable metri-
cal units. So even when one can rely upon the transcription as it appears on
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the page, many barwala verses scan as strings of long/closed syllables, with
too few short syllables to evoke one of the classical meters. Barawil are sung
poems whose rhythmic structure depends upon patterns of stress deriving in
part from the musical arrangement and in part from the cadences of colloquial
speech. Traditional forms of metrical analysis, especially when divorced from
the music, are completely inadequate.54

4.3 Barwala Text and Manuscript
The zawiya anthology Dio31 discussed in §3 offers the only manuscript ex-
amples of barawil 1 have been able to uncover. It features several specimens
of barawil in Ramal al-Maya, some in ad-Darj and some in al-Quddam, which
illustrate the use of this song form prior to the era of printed anthologies. The
barwala probably entered the Ala repertoire much earlier, perhaps even in the
19th century, and perhaps not in every local version of the tradition. This in-
novation was probably occasional at first and only became universal over time.
Being of Moroccan origins, it may not have been considered appropriate for
inclusion in written anthologies of “Andalusian” music. Certainly the problems
inherent in rendering Moroccan pronunciations in Arabic orthography would
have militated against writing barawil in a formal text, as would the apparent
textual flexibility of these poems deriving from their oral origins.65

The barwala’s significance to the tradition’s history lies in the evidence it
presents of North African contributions to the “Andalusian” music of Morocco.
This can be seen in both structural and linguistic aspects of this song form. De-
tailed discussion of these characteristics of the barwala follows in Chapter 4.
Of interest here is the almost total silence of the various manuscript branches
with respect to the barwala. Much like mizan ad-darj, the barwala appears to
have survived orally for some time within the larger Andalusian heritage that
also includes the Sama‘/Madih tradition, before winning acceptance in written
versions of al-Ala.

64  The Andalusi strophic forms also frequently bear a problematic relationship with clas-
sical poetic meters, a feature noted for the muwassah as early as Ibn Sana’ al-Mulk’s
(d. 608/1211) Dar at-tiraz, which attributes it to reliance on musical rhythms in the com-
position of the song text. A number of the strophic texts in Ramal al-Maya exhibit this
feature, as well. See Part 11 for examples.

65  The Moroccan and Andalusi colloquial languages do share some features (such as /n-/ for
the first person singular imperfect). Furthermore, the poetic use of these dialects—espe-
cially in Ramal al-Maya—tends to drive both of them toward a more formal register of
usage. This point will be taken up in Chapter 4.
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5 Concluding Thoughts on the Modern al-Ala Canon

The evidence presented in this chapter shows that the modern written texts of
al-Ala emerged from a complex process of development involving Kunnas al-
Ha’ik, the al-Jami‘T corpus and a good deal of orally-preserved material. Each of
these sources has its problematic aspects. The Kunnas manuscript tradition is
very diverse, and with one exception, the few dates that can be established for
these manuscripts fall much later than the apparent lifetime of the anthologist
himself. I have presented an hypothesis for the development of Kunnas al-
Ha’ik, based upon the structure of the manuscripts, one that may explain some
aspects of the manuscript tradition, but which does not answer all the ques-
tions surrounding it. Similarly, the al-Jami‘1 corpus in its printed form (MW)
incorporates more material than the available manuscript exemplars, which
suggests that informal notes and other quasi-oral sources perhaps formed from
the beginning a significant part of the al-JamiT corpus.

The material that most obviously distinguishes the modern written canon
from that of al-H&'ik, mizan ad-darj and the barwala, seems to have entered the
written repertoire very late. No documentary evidence of either facet of al-Ala
predates 1902 (viz. the obviously later addendum to Belmalih). It appears that
they existed first as orally-preserved material that was performed alongside
the written tradition and entered the written canon only with the advent of
comprehensive printed anthologies in the second half of the 20t century. By
its nature, the history behind orally-preserved material is very difficult to pin
down, for it relies upon inferences that must be drawn at best from very recent
written versions, and at worst from orally-preserved and presented material
that may itself be local and idiosyncratic in any number of ways.

It was partly in the hope of limiting the scope of such problems that I have
focused exclusively upon the printed canon and the manuscript tradition here,
with only minimal reference to the orally-preserved aspects of the tradition.
Yet such aspects do still exist. More than one ra’is has commented to me on
the number of “unknown” sana’i he has preserved in his memory, unknown in
the sense of no longer being commonly performed and/or perhaps not repre-
sented in print. No doubt, many of these unknown sana’‘ comprise melodies
that once accompanied texts that are already present in some version of the
Kunnas. In such cases a comparison between the san‘a-as-sung and the archaic
written version might reveal the effects of oral transmission and oral presen-
tation. In addition, some of these “unknown” sana’i* may contain texts from
outside the generally accepted canon that is based upon al-Ha’ik and al-Jami‘1.
Collection and analysis of these examples might cast some light on poorly
understood aspects of the tradition’s history, such as the role played by the
Madih/Sama‘ tradition in the formation of the modern canon.
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Alongside all of this lies another, secondary corpus of al-Ala texts: concert
programs, which frequently present the texts of the sana’i‘ performed. Concert
programs dating back at least to the 1950s may be found in private libraries
in northern Morocco. To be sure, most of the material in these programs falls
well within the confines of the modern canon. Yet they still can provide inter-
esting clues to performance practice. For example, my own perusal of these,
and more recent programs I have collected, reveals that elements within the
Kunnas tradition and distinct from the al-Jamii corpus have been performed
throughout much of the 20th century. This is particularly clear with respect to
performance units, which is one area where the al-Ha’ik and al-Jami‘1 aspects
of the canon differ.

The modern printed canon of al-Ala has been fashioned out of this compli-
cated set of written and oral sources. At no stage in this prolonged process did
the manuscripts encompass all of the tradition: the repertoire as embodied
in the manuscripts was frequently augmented and “refreshed” with material
deriving from oral sources that, from the point of view of the written record,
seemingly appeared out of nowhere. Far from representing the entire reper-
toire from the outset, Kunnas al-Ha@'ik in all its variants only ever captured a
portion of what was actually performed. Only in the most recent period, since
the 1970s, has a collection of printed anthologies appeared that could be called
canonical in the sense that together they could be said to define the practical
boundaries of the tradition. (Even so, no one of these actually does this by
itself, and the periodic “discovery” of “lost” sana’i‘by contemporary performers
suggests that the modern anthologies do not tell the whole tale.)

Having devoted this chapter to describing the written exemplars of this tra-
dition and their history, we are now ready to explore these texts in detail. The
next chapter investigates the sociolinguistic aspects of the modern printed
canon reflected in the oral processes that surround and shape this corpus.
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Mixed Orality: The Impact of the Voice on the Pen

David Graeber (2001) outlines three domains as significant facets of value: the
social, the economic and the linguistic.! Examining value within the modern
history and circumstances of al-Ala illustrates that shifts in valued social ar-
rangements are naturally implied in economic changes. In the case of al-Ala,
the government has embarked upon an effort to institutionalize the tradition
by investing a conservatory system with responsibility for teaching it and pro-
ducing a cadre of trained performers who are certified as having mastered a
significant portion of it. But this also created a rupture in longstanding systems
of both economic and social value embodied in oral processes of transmis-
sion.? Such an institutional project relies upon the written dimension of the
tradition and the stabilizing power of the written word. Writing gives text and
its structures a permanence that allows for accurate repetition, which in turn
makes it possible to standardize—to reduce the activities of the institution to
a fixed and uniform set of repertoires. Such stability in turn depends in part
upon the distance that writing places between the reader and the source of
the text (the author or, in the case of al-Ala, the performed repertoire). This dis-
tance furthermore gives the institution room to insert itself between student
and master. The persistence of oral processes within the institutions created
to preserve al-Ala can be seen as both an effort on the part of the tradition’s
doyens to conserve traditional teaching methods along with the tradition, and
on the other hand, a way for them to contest the value-space created by the
new kind of emphasis placed upon written text by asserting the asil character
of orality. In this way, the value loads that oral and written texts bear reflect,
not a firmly state-driven process of modernization as has been the case with
the Tunisian Ma’laf Andalusian genre (Davis, 2004), but a more decentralized
one in which experts in the tradition have played important roles in shaping
the discourses of authenticity and collective memory. (Davila, 2012a)

1 Graeber’s argument implies, of course, that all domains of value are fundamentally social.
Nevertheless, because we are accustomed to regarding economics as a category unto itself
and attaching a special status to it, we generally find it useful to speak of economic value as
distinct from values expressed in ways that are to us more obviously social.

2 For more on this, see HST, especially Chapter 4, and also Davila, 2012a.
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The present chapter now turns from these features of the written text, and
the iconic uses that they make possible, to deal more directly with the other
domain in Graeber’s typology, linguistic value. Broadly speaking, linguistic
value concerns the meanings assigned to words. These meanings are generated
through the use of words in particular contexts by particular groups of people.
This is true whether the words are spoken or written, but it does not mean that
the “meanings assigned” are necessarily the same or of the same type in each
case. A person standing on a street corner shouting “Stop!” is not likely to be
interpreted in exactly the same way as a stop sign. Because both speech and
writing depend upon context for their generation and interpretation, and be-
cause each is enmeshed within a distinct kind of social context, the meanings
(whether lexical or contextual) attaching to a particular utterance can differ
markedly, depending on whether it is spoken or written. When stated this way,
this proposition seems obvious, but because we so often assume a natural cor-
respondence between writing and speech we tend to overlook the different
ways they embody contextualized meaning.

The written dimension of al-Ala, as a definable corpus, is deployed by par-
ticipants in the tradition as an icon of the tradition as a whole. This is possible
because of two factors: the written word, and especially the poetic written
word, already bears a certain value load in Arabic-speaking society; and writ-
ing itself is not merely the freezing of speech upon the page, but an integra-
tive process of communication whose value load depends upon the context
in which the communication is encountered (and to a lesser extent that in
which it was created), just as the spoken word does. We will now move beyond
the iconic function of the al-Ala texts to examine the sociolinguistics of the
text, aspects of the sociolinguistic phenomena that surround this corpus. Here
we are less concerned with the denotative meanings of the text than with the
ways in which the written texts of al-Ala, through the integrative function of
writing, index their own complex relationship with the oral processes that
helped to form them.

Chapter 3 described the canon of written texts that help to define the con-
tents of al-Ala, and outlined the complex and multilinear history of this cor-
pus. The basic assumption within that discussion was that each manuscript
available for study today represents the performed tradition of a particular
time. Thus far we have taken for granted that al-Jami‘T and al-H&’ik (and the
other, unnamed compilers whose work has come to be attributed to al-Ha'ik)
sought to capture the actual repertoire of their day. This assumption was nec-
essary in order to construct an intelligible argument about the relationships
among these manuscript streams. If the written text bore little or no rela-
tionship to the performed tradition, we would find little basis for uncovering
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an historical trajectory encoded in the structure and contents of the various
written versions.

However, the discussion also made clear that none of these manuscripts
(nor indeed the modern printed canon) is an entirely faithful rendering of the
performed tradition: the conventions used in these anthologies (arrangement
in rhyming lines of two or more segments, identified by type of song/poetic
structure) increase the distance between the written and the sung text by
reducing the complex nuances of song to the orthographically simpler (and
more highly valued) structures of poetry. This distance extends further in
many of the Kunnas al-Haik manuscripts when marginalia indicate a sung text
by giving only the first few words of the san‘a, usually followed by an expres-
tions assume that the reader is already familiar with the text indicated. They
also imply that there is no difference at all between the earlier text presented
by the anthologist and the one referenced for use in the new context by the
marginal note, nor indeed between that referenced by the marginal note and
that understood by the reader. We will discover in §2 below that, if the modern
tradition is any indication, the reliability of such assumptions is questionable.
Of particular interest is the conceptual slippage that occurs when an (incom-
plete) text-representation of one san‘ is evoked in shorthand in order to indi-
cate a different, similarly imperfect representation of another san‘a. It suggests
that the written version of the tradition has been considered secondary to the
performed tradition, a supplement or annotation that is not itself expected to
be completely accurate.

Conventions like these rely upon the integrative capacity of writing, which
disengages it from the voice and thereby allows the written word to signify
much more than the denotative meaning. The fit between the spoken and the
written renditions of al-Ala, between san‘a-as-sung and san‘a-as-written, is
much looser than for poetry or prose text. In this way the Ala anthologies, by
integrating the acts of singing and reading, require the performed tradition in
order to be completely understood. These texts therefore imply a great deal
more than appears on the page, in both their denotations and in the thematic-
interpretive frames which they may index (as discussed in §4). Moreover,
because these written words represent in a distinctive way the integration of
a musically performed communication (having characteristics never found
on the page) with the act of reading, they are capable of encoding within

3 Sometimes, a manuscript will even use this device in the case of a main-body text that has
already appeared in an earlier mizan. For example, see in Bennana'’s edition of Dawudiyya
144 (1999) the renderings of san‘a #3 on page 191, #28 on page 207, and #42 on p. 211.
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themselves traces of the oral processes which surround and inform them, in
contrast to collections of Arabic poetry as such, which are expected to reflect
the poems precisely as they might be spoken.

These are the fundamental insights that will be explored in the present
chapter, touching on several features of the written texts of al-Ala that lie
at the intersection of the voice and the pen. These include the traces of oral
processes that may be found within the written text, the role of oral context
in shaping the meaning of the text, and the deployment of various linguistic
registers and their representation in the written text. We shall begin, however,
by discussing in some detail the pragmatic relationship that exists between the
san‘a-as-written and the san‘a-as-sung.

1 Text-As-Written, Text-As-Performed

Because the verbal dimension of al-Ala appears on the page as poetry, abstract-
ed from its performed context, it is tempting to assume that the written text
is in some way primary within the boundaries of the tradition. This is chiefly
because members of literate societies tend to naturalize the written word,
privileging it wherever possible over the spoken. The relative permanence of
writing when compared to speech creates an illusion of finality and authority
that literate folk find difficult to contest. Written language thus tends to be-
come the model against which the spoken version of a given text is measured.

Yet the written corpus of al-Ala is in no way the basis from which the per-
formed tradition is derived. On the contrary the source (the author in a sense)
is the performance, which is primary and provides the model that the written
text is meant to evoke. This is not a case of written text intended to capture or
embody the spoken word. Rather, the spoken/performed text in a sense dwells
within the written version. A participant in the Ala tradition must be able to
derive the performance from the written text, even though what appears on
the page bears only a very general resemblance to what must be sung.

A sense of the distance that the Ala musician must traverse from the written
to the performed text can be gleaned from looking at certain details of the
tradition. In a few cases, the san‘a-as-sung departs substantially from the ver-
sion found on the page. More generally, every san@-as-sung places the written
text in a particular relationship to a melodic line and the musical rhythm that
animates it, and the impact of this juxtaposition can reshape the text in a num-
ber of ways. Therefore after a brief discussion of sana’i“-as-sung that differ from
their written counterparts, we will turn to larger factors in the relationship of
the performed tradition to the written one.
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11 Performed Texts that Differ Substantially from their Written Versions
An unknown number of sana’i“as-sung depart in significant, meaningful
ways from the corresponding written texts, which illustrates well the dynamic
aspect of the interplay of orality and literacy in al-Ala. It is virtually impossible
to enumerate them without a thorough, sana-by-san‘a study with an expert
in the tradition. I have not encountered any examples of this phenomenon
in Ramal al-Maya, but as it happens, the very first san‘a that I learned in the
tradition, Ana gad ‘aya sabri has precisely this characteristic. The text of this
“tawsth zajal” may be found on page 202 of MW, in mizan Quddam al-Rasd (top
of Figure 7). This san‘a does not appear in IJ, but IM cites it in a footnote on
page 167, noting cryptically that it is “circulating now.”
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FIGURE 7  Ana qad ‘aya sabriin MW and D144
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The MW version in translation:

My patience has worn thin and my body has withered away
While you, the desire of my heart live well in good health
To the Judge of Love I appeal to judge between us

All the people bear witness together in the town and the country
Against one who has done wrong tous  and is content with the distance (between us)

The text of this tawsih zajal differs in performance in that the fourth line is
always sung this way:

All the people bear witness together
against one who did wrong, did wrong

The reason for this change is not obvious from the printed text itself. (It does
not significantly affect the poetic meter, it disrupts the rhyme scheme, and
does not add anything new to the semantic meaning of the poem.)

A clue to this puzzle may be found in the manuscript versions of this san‘a.
The earliest version is found in the Benniina edition of D144 (bottom of Figure
7, Bennuina #405, Quddam al-Hijaz al-Kabir, p. 396), but formed differently,
with the qufl as a single line of three segments. It appears also in the same
format and mizan in Wazzani (though not in Valderrama, nor in Ragiwaq). The
modern Aumasiyya has a melodic structure of / aaaba /, that is, the fourth line
is the tagtiya, sung to a melody distinct from the first three and the last. (The
phrase ()Ua eﬁau«i}p falls in the tagtiya using melody “b”.) Neither of these two
written versions contains all the material of this san‘a as it is performed. But
the qufl in the Kunndas manuscript version contains most of the san‘a as it is
currently sung, though not precisely in the same form (it leaves out repetition
of the phrase \: J’J‘ using the “a” melody at the beginning of line 5), and
most important, the layout on the page does not reflect the melodic structure
as clearly as does the modern printed version. The san‘a-as-sung therefore lies
between these two versions: its text matches more closely the older version,
but its melodic structure is reflected in the modern one.

Fittingly, the last piece of the puzzle comes from the al-Jami‘ corpus. Ana
gad ‘aya sabri appears in all the al-Jami‘t manuscripts: the three discussed in
Chapter 3, as well as a partial manuscript containing only Nibat ar-Rasd de-
posited at the Museum of Andalusian Music. Figure 8 presents, on the left, the
Belmalith manuscript version and on the right, that of the partial manuscript.
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In all four al-Jami‘ cases, this san‘a appears in Quddam ar-Rasd, just as it does
in MW. Moreover, although laid out on the page like the version in MW (closely
reflecting the modern melodic structure), the al-Jami‘l manuscript version
contains the text as it is sung today, (including repetition of the phrase v J:«

5) not that rendered in MW! The san‘a-as-sung therefore appears to be an
orally-preserved rendition that was captured in writing as early as 1788, which
seems to have been reshaped on the page to resemble more closely the sung

version.
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FIGURE 8  al-Jami7manuscript versions of Ana qad ‘aya sabri. The san‘a begins on line 11 in the
Belmalth manuscript on the left below the large “san‘a tawsih” heading, and on line

11 of the Museum of Andalusian Music manuscript on the right.
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In the process of this revision and adaptation to the modern canon, a slightly
different poem (which may never have been sung in this form) came to be
transmitted and placed in one of the anthologies, perhaps merely because it
was found in a poetic diwan that is now lost. Variations of this kind might be
more common than my study of Ramal al-Maya indicates, but obviously they
cannot be uncovered from the printed text alone. Nevertheless this example
illustrates well the complex interplay of oral and written processes that have
formed the modern Moroccan Andalusian music.

1.2 Augmentation and Alteration of the Written Text in Performance

A much more common, in fact universal, way in which the sana-as-sung dif-
fers from the written version stems from the way that performance demands
changes in the text and its pronunciation. That the parameters of the musical
setting can alter the text as written is not surprising, of course. The central
argument of this book stands upon the idea that writing is much more than
a representation of speech. However it is worthwhile to consider some of the
specific ways that the san‘-as-written in fact reduces the contents of the tra-
dition to a simplified and socially valued form. The online resource presents
a selection of eleven sana’‘ of various formats as a convenient reference for
the discussion that follows; Figure 8 summarizes their basic characteristics.
These sana’i‘ provide at least one sample of each type of text (mawzun, tawsih,
zajal and barwala; sugl and non-sugl), with all five mayazin represented: Ex-
ample 1 Salla ya ibad da’im ‘ala asrafi [-wara (Basit #3) is a mawzun sugl text
in the poetic meter fawil; example 2 Rubba laylin zafirtu bi-l-badri (Basit #4) is
a tawsth sugl; example 3 Ya ‘asigin (Basit #24) is a zajal (or tawsih, according
to IM and MW) $ugl; example 4 Garami mujaddad (Basit #23) is also zajal (or
tawsth, according to IM and MW) but not sug/; example 5 is the same basic text
as example 3 Ya Gasiqgin, but taken from Mizan Qa'im wa-Nisf (#12), and is also
a zajal (or tawsth, according to IM and MW), but not $ug! in this case; example
6 Ajallu ma yudkar (Btayhi #1) is a zajal (or tawsih, according to IM and MW)
and sugl; example 7 Lud bi-n-nabi Muhammadin kahfi l-wara (Btayhi #10) is
mawzun in kamil and sugl; example 8 Qad tala Sawqt li-n-nabt Muhammadi
(Darj #1) is mawzun in kamil and not sugl; example 9 Nahnu fi hadrati r-rasul
Julusun (Darj X) is also mawzin, in hafif, and not sugl; example 10 Tal Sawqt
la-mgamak ya hadr (Darj #10) is barwala sugl; and example 11 Madhu n-nabi
fthi fa’ida (Quddam #26) is tawsih and not sugl. Taken together, these sana’*
represent a cross-section of the categories and rhythmic possibilities present
in Ramal al-Maya.
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TABLE 3 Examples of san@’i-as-sung
Example San‘a Mizan San‘a Sugl Type of sana
1 Salla ya ibad... Basit mawszun v masgul within the line
2 Rubba laylin... Basit tawsih v masgul within the line
3 Ya ‘asigin... Basit zajal/tawsth masgul within the line
4 Garamimujaddad... Basit zajal/tawsth ~— —
5 Ya asigin... Qaim zajal/tawsth v/ —
wa-Nisf
6 Ajallu ma yudkar ~ Btayhi zajal/tawsth masgul within the line
and between two lines
7 Lud bi-n-nab.. Btayhi mawzun v masgul within the line
and between two lines
8 Qad tala sawgqt... Darj mawzun — —
9 Nahnu fi hadrati..  Darj mawziun — —
10 Ta sawgt... Darj barwala 4 masgul within the line
and before it
11 Madhu n-nabi... Quddam  tawsih — —
1.2a The Uses of Taratin

The most striking difference between the san‘a-as-written and the san‘a-as-
sung is the presence in many sana’i‘ of taratin, a quality referred to nowadays
as sugl (“a work (of art)”).* The sana@’‘ in the sample were chosen to present

4 The phenomenon of nonsense syllables in the singing of muwassahat was remarked upon in

Dar at-tiraz by Ibn Sana’ al-Mulk, who regarded it as a device that allowed the text to fill out

the melody (ed. Jawdat al-Rikabi, Damascus: Dar al-Fikr, 1977, p. 50). There would, of course,

have been more specifically stylistic considerations involved as well: Ibn Sana’ al-Mulk seems
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both $ugl and non-sugl san@’i‘ in each category.> About half (6 of 1) of the
san‘a examples are Sugl, but this is somewhat out of proportion to the tradition
as a whole, because san@’i with taratin are the majority by far, amounting to
perhaps 70% of all sana’‘in the modern tradition.®

Taratin may function in several different ways as performative elements
within a sugl. In most cases, taratin appear enmeshed within the poetic line,
a function I am calling here masgul (“Ssugl-ed”) within the line. These can be
as simple as a few syllables like 4G na na inserted between the hemistiches of
within the line can be as complex as extended passages that break up the po-
etic text. For example #1 Salli ya ibad... features passages of ha na na, tiri tay
and ya la la. Similar passages run through the many verses in #7. The ha na na
and ya la la passages that saturate the first hemistich of #2 Rubba laylin... are a
particularly complex example. Taratin can also introduce a line of poetry (“be-
fore the line”), as with the taratin phrase ha na na that introduces each verse
in example #10. Many sana’i‘ have very substantial passages of taratin, that
become in effect miniature strophes or movements unto themselves. These
may fall between two lines of verse (masgil between two lines), as with the five
bars of 4d na na... that fall at the end of the selection in #2) or be enmeshed
between phrases of poetic text (masgil within the line, as with the phrases of
ha na na that dominate the ‘ajuz of the same san‘a).

(Note that although I'have translated taratin as “nonsense syllables,” like jazz-
style scat singing not all these syllables are without lexical meaning. The words
sabil and sidi appear in the taratin associated with the barwala #10 Tal Sawq...
Moroccans commonly use sabil, meaning “way, path or road” in the expression

ft sabil Allah (“in the Way of Allah”), which could be freely translated as “out
of the kindness of (one’s) heart.” Sidr is an honorific, roughly corresponding to
“Mr.” or “sir,” though it can also indicate that the person so addressed is a sayyid,
a descendent of the Prophet Muhammad. Examples 1 Salltiya ibad... and 7 Lud
bi-n-nabt... both contain the tardatin expression tiri tay. Tir could be heard as the
Moroccan word for “bird,” and tay as tayy, “hiding.” Indeed, I have even heard
Ala musicians express a similar opinion on these syllables. However, to reach
for some denotative sense for such expressions would be a mistake. They are
expressive, illocutionary utterances only. Like the phrase ya layli heard widely

to regard their presence as distinguishing muwassahat from songs based upon classical verse.
(Reynolds, 2006)

5 I[know of no barawil without taratin.

6 Curiously, in Ramal al-Maya Mizan ad-Darj has the lowest concentration of sugl sana’‘ 7 of
24 (29%). Mizan al-Btayhi has the highest, with 16 of 18 (89%).
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in Egyptian popular song, such “word-like” taratin are not meant to indicate
anything beyond their own use. Their “meaning” is entirely contained in the
act of performing them.)

1.2b Repetition and Division of Verbal Expressions

The sung repertoire also departs from the written version in the way it re-
peats and divides verbal expressions. Example #5 Ya Gsigin repeats the sadr
of each of the first three lines three times each, before going on to the @juz.
Example #7 Lud bi-n-nabi... repeats the sadr twice and the ‘@uz twice with
taratin, and then the whole structure once again, before repeating the ‘@juz
yet again intermixed with taratin, thus repeating the sadr a total of four times
and the ‘ajuz five times for each verse of poetry. Sentences may be divided
between words, as in #6 Ajallu ma yudkar, where the first two of the three seg-
ments that make up the poetic line are each broken in the middle by taratin
between words; and in #1 Salli ya ibad..., where the hemistich is broken into
shorter segments that are repeated. Even individual words are sometimes bro-
ken and the parts repeated, as in #6, where the name of the Prophet is sung:
Muhammadu ... hammadu. Example #2 Rubba laylin... splits each of the words
rubba, laylin and zafirtu in two and repeats the first part; and the word [-badri
is broken, with the second part repeated. (Note that this breaking of individual
words may not respect the formal boundaries between syllables: ru... rubba,
instead of rub... rubba; and badri dri....)

Proof that all of the departures from the written text discussed thus far are
artistic licenses of the composer, and not general rules of composition for the
entire tradition, comes from the opposite case of a poetic text sung unaltered
by any of them, as examples 4, 8 and g show. In all three cases, the melody car-
ries the poetic text without recourse to repetitions, divisions or taratin.

1.2¢C Syllables and the Rhythmic System

In addition to the textual manipulations already mentioned, which concern
phrasing aimed primarily at augmenting the text to fit a melody, the pronun-
ciation of individual text items may be altered in several ways by their rela-
tionship to the rhythmic system within which they are sung. Words may be
truncated in order to fit a particular space in the rhythm. In line three of #1
Madhu n-nabi... we find the phrase masaka $-subbaka. The second word of this
phrase, as-subbaka, contains two closed syllables (as- and sub), a long vowel
(ba) and an open syllable (ka), all four of which are sung in the brief span of
one rhythmic pulse and a half. As a result, the second syllable is completely
elided: as-baka. (Of course this elision is not reflected at all in the written ver-
sion of this san‘a.) Similar elision of syllables (especially of first-syllable short
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vowels) may be found throughout most barawil, since this practice fits well
with a similar feature of Moroccan spoken Arabic. (Notice the reduction of ya
$afi* to ya-§fiin the ninth and nineteenth bars of #10 Ta/ sawgq..., and similarly
the reduction of yawmi z-ziham to yawmi-zham in the eleventh and twenty-
first bars.)

In addition, long vowels are not always pronounced long when sung. A
long vowel in the text may fall on a weak pulse within the rhythm, so that it
becomes reduced to the value of a short vowel, as with the syllable (i at the
beginning of #1 Sallii ya ‘ibad.... (Notice that the word is repeated beginning at
the end of the eighth bar, where both sal and /i fall on accented pulses and are
sung as long syllables.) In the same sana, the syllable da (of da’im) at the end
of the fourth and eleventh bars is similarly shortened; and likewise the syllable
ra (of garami) at the end of the second line of #3 Ya ‘asigin, and several other
syllables throughout these examples. Apart from being reduced in the length
it is held within the melody, a long vowel may be rendered as a short-sounding
one. This is especially common with the particle fi, whose vowel functions in
many places as a short / i /, just as when preceding the definite article (viz. fi al-
kitab — fi l-kitab). In the same way, the word rig becomes [rig/ at the beginning
of the second line of #11 Madhu n-nabi..., probably because it has been placed
on an unstressed beat.

Closed syllables can suffer a similar fate, being demoted from weight-bear-
ing long syllables to unstressed, unaccented ones in performance, as with the
syllable dil at the end of the fifth bar of #4 Garami mujaddad, muh (> muhtar)
at the end of the seventh and eighth bars of #6 Ajallu ma yudkar, and others.
Conversely, an open syllable bearing only a short vowel can be held as long or
longer than a long one, thereby acquiring added weight, as with the syllable za
(> zafir) at the beginning of the third bar of #2 Rubba laylin..., the particle wa in
the second and third bars of the second half of the same example, the syllable
i (> ila) in the fifth bar of Nahnu fi hadrati..., and others.

Musical accent does not correspond perfectly with syllabic length or stress
either, since accented beats can sometimes correspond with unstressed syl-
lables (or unstressed parts of syllables). For example, the third accented pulse
of the third bar of #1 Sallii ya ibad... corresponds with the relatively weak end
and closing consonant /_d/ of the syllable bad. Once again, this phenomenon
appears in several places in these examples.

Nevertheless, despite such deviations from the metrical and phonetic rules
of formal Arabic poetic expression, which are found throughout these exam-
ples, closed syllables and long vowels generally correspond with stressed beats
and are usually held to their full relative value. And by the same token, weak
pulses are commonly reserved for short, open syllables or the weak closing
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consonants of closed syllables. The exceptions noted above are just that: de-
partures, as much from the usual rules in melodic composition as from those
of verbal-poetic expression. Were this not the case—were we to find most
long syllables sung short and unaccented, and most short syllables accented
or sung long—the resulting verbal expression would sound quite awkward at
least, and would perhaps be unrecognizable as Arabic in many places. Thus,
although musical composition in al-Ala certainly may take considerable lib-
erties with written text when adapting it to a melody (liberties that do not
always jibe with the usual poetic licenses), there are limits which cannot be
exceeded without rendering the text incomprehensible. The middle ground
we find here, the san@-as-sung, represents a negotiation (probably completely
unconscious) among three sets of rules: those of Arabic/poetic expression,
those of comprehensible speech (whether poetic or not), and those governing
musical composition.”

The foregoing is not intended as an exhaustive study of the musical-metrical
relationships that shape the way the written texts fit with the sung repertoire.
Rather the aim here is merely to illustrate the distance that lies between the
two, and to give some sense of the degree of expertise that would be needed
to derive the san‘a-as-sung from the text as found in an anthology. Of course, a
true expert in the tradition will have committed the text to memory already—
repetitions, breaks and taratin together as a complete whole—through the
oral-rote memorization technique described in HST that is the standard teach-
ing method in al-Ma‘had al-Watani and in the fine-tuning of performace prac-
tice in professional jawg situations.® A singer looking at the written text surely
does not extrapolate from that text to derive the san‘a-as-sung. Rather, he or
she uses what is found on the page as mnemonic device, in order to retrieve
the san@-as-sung and perhaps to remind him- or herself of larger structural
details, such as the order of verses, specific rhyming words and so on.

7 Such transformations of text in sung performance are of course far from unique to al-Ala,
even if many of the specifics are conditioned by the stylistic features of this tradition. One
is hard pressed to find any song-genre in the Arabic-speaking world, whether “classical” or
colloquial, that is not shaped by these considerations. Even the great Umm Kulthoum, re-
knowned for her splendid diction, was not immune to the occasional elision of a syllable for
the sake of the melody.

8 On which, see HST, Chapter 4.
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2 Traces of Orality in the Written Corpus

The evidence in Chapter 3 revealed that some of the poetry in the modern can-
on could not be accounted for by the manuscripts. At each stage in the process,
beginning with the earliest Kunnas manuscripts and ending with the modern
canon, some sana’i‘fell away from the written corpus and others were inserted
from sources outside the known manuscript traditions. Of course, we cannot
know whether any of these sana’i* were to be found in manuscript collections
that either have not survived or have not yet been discovered. Alternate manu-
script anthologies, were they to be found, might shed some light on the origins
of the material that entered the Ala stream at later points in the process.

Yet the primary sources of the Ala texts were not written but orally per-
formed and transmitted materials. More precisely, whatever written docu-
ments may have provided poetic raw materials for various composers (poets’
dawawin, thematic collections of muwassahat or azjal, encyclopedic works
like the Agani, etc.), the vector for the selection of these raw materials, for their
arrangement, enhancement or reduction, was the performed tradition. Thus
the demands of oral presentation and the processes associated with oral trans-
mission have been central to the formation and propagation of the written
texts that now comprise the modern canon.

If we examine the modern anthologies carefully, it is possible to find traces
in the Ala texts of the oral processes that have formed them. These traces may
be found both in the form of the texts themselves, and in their contents, as
well. In the former case, the written texts vary in specific ways that strongly
suggest that the demands of composition for oral presentation have played a
role in shaping the versions we find in the written corpus. These are the sub-
ject of the present section. Section 4 explores the use of san‘a texts in specific
performance contexts that feed back upon the meaningful content, allowing
some images and expressions to take on meanings beyond those inherent
in the text, as when imagery borrowed from classical love poetry evokes the
Prophet Muhammad in Nabat Ramal al-Maya.

2.1 Reduction of Texts in Composition

One of the chief ways that the demands of oral presentation have shaped the
poetry of al-Ala has been through reduction of a source text to fit the param-
eters of the performed tradition.® We can see this most clearly in poems known

9 Selecting small portions of a larger poem for use in a song is a very old practice in the Arabic-
speaking world. Itis amply attested, for example, in the Kitab al-Agant, but everywhere songs
and singing performances are dealt with in classical Arabic literature.
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to derive from old Andalusi poets: muwassahat and azjal that have been altered
in the san‘a-composition process. Although Andalusi muwassahat commonly
had several strophes, rarely do we find any san‘a in al-Ala of more than two
strophes, the norm being only one. For example, the san‘a Basit #1 (the same
text being found as Quddam #1) has been identified by Bennuina (1999, p. 270)
as being the fourth dawr of a muwassah by Ibn Sa‘id al-Miknasi (d. 870/1465 or
872/1467).1° Curiously, this poem appears as a suba‘tyya in Basit Ramal al-Maya
only in IJ. IM and MW place it as the first san@ in Quddam Ramal al-Maya, MW
presenting it as a humasiyya (i.e.: without the two-line matla°).

Similarly, Basit #19 is the matla‘ and first dawr of muwassah by the famous
Sevillan poet, Abti Bakr Muhammad Ibn Zuhr (al-Hafid) (d. 595/1198-99).1 This
san‘a appears in Ramal al-Maya only in IM and Ambirka's edition, though the
text has been used in other nuabat since the late 18t century, at least, since it
appears in D144.12 In addition, the matla“of this poem also appears in D144 as a
separate san‘a in Basit al-Istihlal #2 (Bennuna #52, p. 160) and in IM (Btayhi ar-
Rasd, p. 160). Performing this two-line version seems to have been one of two
performance options for this text in Btayhi ar-Rasd, as IJ and MW both present
the full suba‘iyya in that mizan.

Thus reduction of an existing text to fit the performance practice of al-Ala
(i.e.: in general, limiting sana@’i to one dawr or two to four lines of mawziin
verse) amounted to an editing process by which the composer chose only the
verses or strophe that suited him, and sometimes did not even respect the
formal structure of the source poem. A similar example drawn from Ramal
al-Maya, Btayhi #7, shows that san@’i‘ in the Ala repertoire need not follow
the internal structural boundaries of the original as found in the diwan of the
author. Figure g shows this san‘a as presented in IJ.

10 See Ithaf ilam an-nas bi-jamal ahbar hadirat Miknas by Mulay ‘Abd ar-Rahman Ibn
Zaydan

1 #22 in Fawzi Sa‘d Tsa’s Ibn Zuhr (al-Hafid) was$ah al-Andalus (1983).

12 See Bennuna (1999), #157, pp. 233, 278 and 417. This text appears in several other mayazin
in the various modern anthologies: I]—Qa'Tm wa-Nisf ar-Rasd (p. 159), Btayhi ar-Rasd
(p. 168) and Btayhi Garibat al-Husayn (p. 199); IM—Btayhi ar-Rasd (p. 160) and Btayhi
Garibat al-Husayn (p. 129); and MW—Btayhi ar-Rasd (p. 191) and Btayhi Garibat al-
Husayn (p. 225). See also the annotation to this san in Part II.
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FIGURE 9  Btayhi#7 as found in IJ.

Forms appear to you in eyes that wander the night
Turn (to him), if he appears in your shining sky.
The celestial sphere turns for you

and illuminates and shines.
The suns and full moons

because of you set and rise.
Read the meaning of the lines

which I compose about you.

Do not leave out a single one of the lines (about you), for I know.
What is the meaning of the moon  which wanders the night for you?

This is part of a zajal by the Andalusi poet and mystic Ab I-Hasan ‘Al1 b. ‘Abd
Allah an-Numayri as-Sustari (d. 667/1269). This version of the san‘a comprises
the second dawr of the poem, but in fact it actually begins with the qufl of the
previous dawr.® In other words, what was intended by the poet to be formally
connected to the first strophe is here presented as prelude to the second. This
san‘a appears in all three canonical anthologies, but as a suba‘yya only in IJ.
Benmissa informs me that, although this text is no longer sung as a suba‘yya,
such a performance is not impossible, since the matla‘ simply would use the
melody of the qufl'* Indeed, Benmusa himself has used this suba‘yya as an
example in academic discussion. This san‘a as a humasiyya represents a re-
duction of the original zajal to one dawr (gusn and qufl), and as a suba‘yya it

vy =

13 Zajal #38, Sahha ‘indi [-habar, in Nagsar's edition of Diwan as-Sustari, p. 165.
14 Interview, 1/2/2006. This text also appears as a humasiyya in Basit al-Isbahan in all three
anthologies: IM p. 95, IJ p. 64 and MW p. 56.
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represents a reduction which responds to the performance practices of al-Ala
but disregards the formal parameters of the source text.

These and other similar examples show that, at least within al-Ala, the de-
mands of musical composition and presentation at times have carried more
weight than formal or semantic characteristics of the poetry. Composers of
these sana’i probably made use of written materials, but the form of the san‘a
as we find it today has been conditioned by the requirements of oral presen-
tation. Given that these reductions have not been shaped randomly but ac-
cording to the expectations of Ala performance, liberties like these taken with
an established text need not be viewed merely as indifference on the part of
the composer or performer to details of the source text, but instead as serving
a practical function, as well: oral performance in the specific musico-poetic
context of al-Ala.

2.2 Text Variations in Different Parts of the Tradition
Another indication of mixed oral influences on the strophic poetry in al-Ala
is the persistence of different versions of the same poem in different parts of
the tradition. Several sana’i appear at least twice in the repertoire, and many
of them show differences in structure, spelling or vocalization among the dif-
ferent versions. Most of these variations are in keeping with common poetic
licenses, such as rendering ta’ marbita as fatha at the end of a hemistich in
one version but not in the other. Some may have come about in the process of
assembling and editing the modern edition, as seems to have happened with
many of the text variations found in MW, where orthography and vowelling
are problematic in many cases. Most variations between similar texts used in
different parts of the tradition are trivial, but some of them are interesting.
We saw in the example of Basit #1/Quddam #1 that a san@ may have a two-
line matla‘in one anthology but not another. But a san‘a that appears in more
than one mizan in the tradition may vary in this way, even within the same
anthology. The san‘a Bakir ila sadinin is found with matla‘ in two places in
each of the three canonical anthologies (mizan Basit al-Maya and mizan Qa'Im
wa-Nisf al-‘Ussaq) and agra‘(“bald,” meaning without matla‘) as the humasiyya
Ya sahi kam da araka sahi in mizan Qa'im wa-Nisf ‘Iraq al-‘Ajam in all three
anthologies.) As with the zajal by a$-Sustari described above, the related texts
of these sana’i have been shaped in each case according to the performance
context.

15 See, respectively: MW pp. 82, 340, 312; I] pp. 81, 321, 297; IM pp. 71, 353, 253.
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Figure 10 illustrates a different kind of textual variation. It presents the three
printed versions of the san‘a, Ya mudir... from mizan Darj al-Isbahan: the top
image is from MW, the middle from IJ and the bottom from IM.16 We see three
rather different versions of the first line: MW (from al-Jami‘1) addresses the cup
bearer in the plural, while I] and IM (al-Ha’ik) gives the singular; IM adds a cup
(uw{) for serving up the intoxicating power (\._}-\) In the third line, IJ and

IM offer night images: a shining star (‘\..L,U ,_A) or a star of the Pleiades ( /,4’-

b J._J ; but MW turns to daylight with the shining sun (L.al\ u..r“) instead. The
variations in this example probably cannot be attributed simply to differences
between the al-Ha’ik and al-JamiT corpuses, since IM alone presents a cup in
line one, and MW shares the verbal noun 4s\b (“rising, ascent”) with IJ, against

M’s \-:*f (or perhaps \.:.fa , as sometimes rendered; in either case: for 9\.:,'?, “slow,
light”) in line three.
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FIGURE 10 Three printed versions of Ya mudir... from Darj al-Isbahan
Several variant readings of one san‘@ may survive in more than one place
within the Moroccan Ala corpus. There are even cases of textual variations of

the same text within the same anthology, some of them small, others affecting

16 p.76, p. 79, and p. 111, respectively.
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meaning. Ya mudir... (Figure 10) also appears in Quddam Garibat al-Husayn in
all three canonical anthologies. Only in IM are both occurrences of this text
identical. In both IJ and MW, small but curious differences appear between
the two versions, and some of the variants fall in the second segment of the
third line, the same segment that varies the most among the three versions in
Darj al-Isbahan. MW and IJ agree in Quddam Garibat al-Husayn on A\ L
L J_A\ )_5'- “O rising of the Pleiades”), which neither presents in the other
version. IJ also gives <l for J,; in the first segment of this line in Garibat
al-Husayn, which is not attested anywhere else; and MW features qu!/ for qulu
in the Darj al-Isbahan version, agreeing finally with the other two anthologies
in this regard.

If we turn to manuscript versions of this text, we find that D144 presents yet
another version of this segment: Lll .o U3\ (“O light of the illuminated
sun”)—sharing features with IM and MW. Similar versions and variations of
this segment may be found in Zwitin'” and Ragiwaq.'® (This text is not found
in Wazzani or Valderrama, further complicating the picture.) It is risky to infer
from these versions that a single written source text existed at some point, ex-
cept perhaps that D144 probably would lie closest to it chronologically (since it
is the oldest of the manuscripts). The relative stability of the rest of the poem
suggests some kind of literate intervention into the process, but could all these
variations have come about as a result of changes taking place solely within a
single chain of written transmission? Possibly, but this does not seem likely,
especially when we consider that some of these variations appear even within
one and the same anthology. It is more probable that most or all of these varia-
tions in the written versions of this text came about primarily through small
differences in local renditions that gradually found their way first into manu-
script and then into printed versions of the Ala corpus. That so many of these
variations have survived in what are different versions of essentially the same
text attests ot the value placed upon authenticity as marked by faithfulness to
the received tradition—both oral and written: authors/compilers of the an-
thologies, both manuscript and printed, have tended to retain variant versions
of such texts as they are performed, rather than try to “fix” them.

Figure 11 shows the three occurrences of the san‘a Sajani qumari in MW 19
In the last line of the third version, C)Ll\ u; has become C)L—U Ss
Note that the change not only represents a small semantic shift, but it al-
ters both the meter and the rhyme scheme, thus forcing the qufl here to be

17 PP- 54 and 67.

18 p.27only.

19 Top: Qa'tm wa-Nisf al-Istihlal p. 158; middle: Darj al-Hijaz al-Kabir p. 268; bottom: Qa'im
wa-Nisf Iraq al-Ajam p. 314.
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rendered in pausal form if the pattern is to be preserved. Numerous similar

examples could be adduced.
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FIGURE 11  Sajani qumari in MW,

2.3 Orthographic Variants that Signal Orality

The modern canon also preserves traces of orality in the form of lexical items
spelled as they are pronounced in Moroccan colloquial Arabic. Figure 10
shows one example in the first segment of the second line in the version from
MW, the noun {} L7 (“Pleiades”) is spelled \}/ (phonetic shift from / 0 /to /¢ |
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very typical of Moroccan darija). Occasionally, I] and IM also present shifts of
this kind toward Moroccan colloquial pronunciation in otherwise Classical or
Andalusi Arabic verses, though they seem to be more common in MW than
in the other two modern anthologies; Ibn Jallin and Ibn Mansar were more
careful in following formal Arabic orthography and pronunciation. 20 A striking
exception in the case of IM is the expression }kL,a for 4\ 4 (“it has no/
there is none”) in the second hemistich of both Qaim wa-Nisf #11 and Quddam
#22 (both tawsih), in the IM versions only. The only reasonable explanation for
such eruptions of Moroccan pronunciation into these texts is that they reflect
the rendering of these sana’ on the page based upon memorized versions of
the oral-performed repertoire, rather than written versions.

One variety of san‘a by its nature reflects a similar influence of oral processes
on the tradition’s texts: the barwala. As was shown in Chapter 3 §4, the barwala
appears to have been incorporated into the tradition mainly from oral sources,
probably because its colloquial language was not considered fit to be preserved
by the written word. These poems, though they are written in a poetic register
that tempers their colloquial characteristics, still contain a number of patently
colloquial expressions, such as d\ “one who"—Quddam #11),21 u\._x"’ (“inthe
names of’—Quddam #5), and ‘y—& (just...”—Darj #3 and #5). The language of
these sana’ias it is rendered in the modern anthologies attests to their oral ori-
gins, though later in this chapter we will come to see how they represent, not
a pure colloquial register, but a colloquial poetic one. (Similarly, the preserva-
tion of Andalusi colloquial expression in the poems of al-Ala does not directly
reflect oral processes affecting the formation of the corpus.)

The actual variations in these diverse examples offer no great insights for
the current discussion, since the three songbooks draw from different manu-
scripts and an unknown number of informal document resources. What mat-
ters is that these different readings coexist. A recurring theme in scholarly
discussions on literacy and orality is the idea that literacy makes possible a
more analytical and reflective relationship to language. Because of this, literate
transmission, especially in print, tends to iron out heterogeneities in text: suc-
cessive written renditions of a text tend to bring to light problematic passages
and variant readings that eventually get reconciled with one another. This is
less frequently so in the case of so-called “traditional texts” (which usually

20  This feature of MW extends even to sana’i‘ descriptions. For example, the anthologist (or
perhaps his editor) renders the poetic meter Ei>llsometimes as &i\| (e.g. Basit #4, p. 25
of MW) and sometimes as ci=ll (e.g. Btayhi #11, p. 38), a confusion that reflects the same
phonetic shift in spoken Moroccan Arabic as above with C -

21 Incidentally, this construction is not unknown in Egyptian poetry, and perhaps other dia-
lects, as well.
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means “oral tradition”) when they are committed to writing. Slippage survives;
irregularities sometimes persist because they touch upon some valued aspect
of the text or of the social-cultural context in which it is used.

This last point is precisely the case with al-Ala, whose written texts are
meant to represent the tradition for iconic and secondary referential purposes.
The Ala canon thus shows at least one characteristic of “oral-traditional” texts:
the survival of text variants like those mentioned above suggests that preserv-
ing them serves some dimension of the tradition which is more highly valued
than the uniformity and consistency that often evolves through print literacy.
That value has to do, of course, with the nature of an asil performance, which
is faithful to the san‘a-as-sung. Although the written representation is impre-
cise in the sense of not matching the oral one in every detail, still it carries
value as a representation capturing enough of what is considered essential in
performance to speak unequivocally as the tradition. Where variants and oral
eruptions have already been preserved, these tend to benefit from resistance
to change. Just as with an asil performance, variations and departures from
formal Arabic in the printed versions are not regarded as imperfections but
as valued evidence of authentic Andalusi heritage. Again we see that the
literary content of al-Ala is not simply the text, but rather the text within its
(perceived-as-historically) performed context, and that the oral and written
aspects of the tradition are socially situated in contrasting ways and evoke
different value sets.

2.4 Poetic Intertextuality
One of the characteristic features of the Ala corpus s repetition of a given poetic
image or specific phrase in several places. This feature is most pronounced, of
course, in those nubat that are clearly focused upon a single theme. In al-Maya,
for example, the expression :\:.ia\\ w.cf“ (“the evening sun”) and variations on it
like jﬁ\ w.cf” (“the westering sun”) appear in fifteen or more sana’’, in most
cases at or near the beginning of the san‘a. This comes as no surprise. In the
course of a hundred or so songs of which the majority contain some reference
to sunset, repetition of this kind is to be expected. It is largely a function of the
lexical possibilities of the language. Similarly, in Ramal al-Maya references to
the Prophet Muhammad and his various attributes appear everywhere, and
since one of his principal roles in Islamic religious and mystical discourses is
as an intercessor (Safi®) with Allah for his community on the Day of Judgment,
this word and others from the same root (safi¢, ifaca) are found in many sana’
in this nitba.

Yet there are some repetitions that do not result from either lexical or
thematic limits, but from deliberate choices: poetic borrowings and modular
phrases. Poetic borrowing involves multiple uses of particular hemistiches
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and even whole verses in different settings. They appear to be more than mere
occasional interpolations of familiar phrases and collocations, but instead
descend to the level of composition itself, being carefully interwoven into
the structure of the poem. Because we have almost no information on either
composers or the circumstances of composition for the vast majority of sana’i
in al-Ala, it is difficult to speculate about the processes surrounding the incor-
poration of much of the poetic material in the tradition. This repertoire may
have depended in part upon poems preserved in informal notes kept by com-
posers, or in partial anthologies. But much of the raw textual material from
which sana’i were assembled may have been held as well in memorized form
among musician-composers who were familiar with large portions of the nitba
tradition and were steeped in its lyrical-poetic aesthetic.

One complex example will illustrate the point: al-Qa’im wa-Nisf #4 (Ya tura
bi-llahya tura). The last three hemistiches of this san‘a in the MW version (and
in the IJ version, with some alterations) are virtually identical with passages
from another san‘a, Anta ahla mina l-muna (a tawsih sugl in Qa'im wa-Nisf
al-Isbahan).22 Here is the text of this second san‘a, with the hemistiches in
question in red:
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You sweeter than desire
and sweeter than sweet water

You are better than every good thing

which is pleasing to the soul
You do not see (my) heart turn

from your speech and be pleased [ by another]
That time of (my) life has passed

my longing and my thought have become stable
O my desires, I have no remedy

but encountering you, you who are my goal

22 MW p. 61. This text also appears in Btayhi Garibat al-Husayn, MW: muqtadab sugl, p. 227.
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Notice that the red hemistiches that link these two texts can only be read here
as gazal, a love song that celebrates the theme of constancy. However, in the
Ramal al-Maya version, they become a cry of longing for a moment (the after-
life?) when the lover will be reunited, not with an object of physical-emotional
ardor, but with the spiritual presence of the Prophet Muhammad. The com-
plexity of these hemistiches, their integration into the rhetorical structure of
both poems, and the implied change of gender of the addressee suggest that
the passages in question are intentional incorporations from pre-existing
poetic material that were selected for use by the two composers.

That Qa'im wa-Nisf #4 is a composite of this sort becomes even more
obvious in the way it echoes another san‘a from Ramal al-Maya, Darj #1 (Qad
tala sawqt li-n-nabi...). Compare the imagery in the third line of the former
with the ‘@juz of the third line in the latter. In both cases, the persona of the
poem is visiting the Prophet’s tomb in Medina and pressing his cheek to it. The
precise phrasing differs slightly between the two, though MW and IM use the
same verb in each case ( ¢y —s, versus ).A-C« in IJ), making the echo even more
resonant. Tellingly, the three manuscript versions of Qa’im wa-Nisf #4 (in Piro,
Belmalih and Ri32y: this san‘a is one of the few that derives exclusively from
the al-Jami‘1 corpus) all use @_,a as well, so that the version in IJ appears to
be anomalous in this regard. Finally, Qa’Tm wa-Nisf #4 actually contains the
phrase tala Sawgt, which is also a direct echo of Darj #1.

Qa’tm wa-Nisf #4 thus contains two formulations of motifs that link it di-
rectly to two other, quite diverse sana’‘ in the tradition. We cannot be sure,
of course, whether this san‘a represents a later borrowing of parts of the
other two, or whether perhaps any of these quoted elements predates all three
sana’, merely surviving today in three secondary uses. It may be significant
that one of these three poems, Darj #1, does not appear in any manuscript I
have examined, nor in IM, even though it is nowadays widely recognized and
frequently performed. As argued in Chapter 3, mizan ad-darj derives from
orally-preserved material, much of it almost certainly used exclusively in the
religious brotherhoods long before incorporation of the mizan. It may be that
Qa'1m wa-Nisf #4 was composed relatively late, and specifically for Ramal al-
Maya, using at least some poetic elements that had circulated for some time
in the zawaya. This conclusion is supported by one other connection: Darj #10
begins with the phrase é}i Jb, the same phrase that appears in Qa'Tm wa-
Nisf #4 and at the beginning of Darj #1. Darj #10 appears only in the al-Jami‘T
manuscripts (in Btayhi Ramal al-Maya),?3 so it may be a later composition, as
well, perhaps also drawing upon phraseology circulating in the brotherhoods.

23 See Chapter 3 §3.3 on the historical relationship between mizan ad-darj and mizan
al-btayht.



104 CHAPTER 4

The significance of the complex intertextual web surrounding these four
san@i‘ is that at least some of the poems from unknown poets in al-Ala are
composite texts. Their precise origins and mode of composition remain ob-
scure, and will remain so unless more evidence comes to light. But given the
intermingling of oral and literary processes within the tradition we cannot
exclude the possibility that they were assembled by borrowing components of
pre-existing poems that were preserved in memorized form and transmitted
orally. This state of affairs may well have continued for a long time before the

—)(

final incorporation of these four sana’i‘into the modern anthologies.?*

3 Performance Options and Written Text

Yet another way that the written corpus preserves traces of oral processes can
be observed in the diverse versions of a given text that have survived in both
printed and manuscript sources. There we find modular phrases reverberating
throughout the different versions. When reading through the poems preserved
in the Ala anthologies, we occasionally come across short phrases that reap-
pear in several distinct locations. Unlike the poetic borrowings just described,
which are substantial in length and integrated into the semantic structure of
the poem, modular phrases have the appearance of serving more like inter-
changeable parts. Perhaps some examples were inserted during the process
of san‘a composition, drawn from the poetic repertoire of the nuba that
embodied what was customarily sung and provided raw materials for assem-
bling new compositions. In other cases, modular phrases may actually have
been employed inadvertently when a phrase was forgotten in the moment of
performance and another called upon to fill the bill. The expression -2 fﬂJUo
mentioned in the last section may be one example of such a modular phrase,
though there is no other evidence that this particular phrase has been pressed
into service in this way.

A better example is the variant phrase C)UJ Ss¢ [ mentioned in §2.2
above in connection with the san‘a Sajam qumari, as found in Qa’1m wa-Nisf
‘Iraq al-‘Ajam in MW. Virtually the same phrase occurs in Ramal al-Maya as the

24  There are clear echoes here of the idea of oral formulaic composition elaborated by
Milman Parry and Albert Lord for the Homeric and Serbian oral epic corpuses, although
we should be chary about making too close an analogy. Although performance clearly
has influenced the form and content of the tradition, al-Ala is not a genre of epic poetry
that evolved through generations of improvised oral performances, but an art music form
whose songs certainly were composed prior to performance. But see also the summation
of the work of James Monroe and Michael Zwettler in HST Chapter 8 §2.3.
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beginning of the last line of Q@’Tm wa-Nisf #1: CM\ / éb/" Sse o (and in
this san‘a in the Wazzani and Valderrama marginalia); and this latter phrase
also appears at the beginning of a san‘a in the margin of the eighth san‘a of
Btayhi Ramal al-Maya in Wazzant. So this element has been used in least three
distinct locations in the tradition. How did this phrase find its way into one
version of Sajani qumari, but not the others?

Exactly when and how this change might have taken place is an especially
difficult question to answer because this text has a rather complicated history.
The three versions in Figure 11 are from MW, but the earliest appearance of this
san‘a is in D144 (Benniina #435), where it is found in three different mayazin:
Qa’im wa-Nisf ar-Rasd, Qa’im wa-Nisf al-Hijaz al-Masriql and Qa’Im wa-Nisf
as-Sika. These versions have l)@\ 5:5{ at the beginning of the last line. Among
the later Kunnas manuscripts, this text does not appear in Wazzani or Valder-
rama, but it is found in Ragiwaqg (Quddam al-Maya and Qa’im wa-Nisf Garibat
al-Husayn) with the variant phrase found in MW, 7| $se 5. Zuw1t1n s ver-
sion of the Kunnas has this text in Qa 1m wa-Nisf a Istlhlal (C))\.\\ *—*’v‘) and
Qa’1m wa-Nisf Iraq al-‘Ajam (C)M\ ). 1] gives C))\l\ g_,;- in the same three
locations as in MW. IM has the text only in Qa’im wa- lef al-Istihlal and Qa1m
wa-Nisf ‘Iraq al-‘Ajam, both with C}U\ ;,5- Among the al-Jami‘1 manuscripts,
the san‘a appears only in R1327 in Qa’'Tm wa-lef al-Hijaz al-Kabir, with 50
C)M:\. This complicated set of instances shows that the text has not belonged
to a consistent set of mayazin since its earliest uses: although the rhythm has
nearly always been al-qa’im wa-nisf;?® it has appeared in seven different nubat
(not counting as-Sika in D144, which may have contributed san@’i‘ to Garibat
al-Husayn).

The simplest explanation for this state of affairs is to view all the different
variations on this text and their mizan settings (eleven combinations altogeth-
er) as performance options that were realized in various local settings. The
earliest option (C)JLE\ g/_,;{ , the only one used in D144) reflects the tradition that
al-Ha’ik learned and wrote down, and therefore exemplifies late eighteenth-
century Tetuan, since this was his home town and probably where he received
his earliest instruction in the niba tradition. Ragiwagq, being unique in placing
the text in al-Maya and Garibat al-Husayn, and departing textually by using
C})\./\\ &;.Q U~ therefore represents a different performance tradition, writ-
ten down later than D144 but perhaps performed contemporaneously with
it. Zwitin is somewhat distinct from both D144 and Ragiwagq, reflecting two
different performance options: one with o (like D144) and the other with 'y

25  Except for one appearance in Quddam al-Maya; but al-quddam and al-qa’im wa-nisf are
triple meters, which may explain the connection.
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(not attested elsewhere). This represents a third performance tradition that
recognized variant readings for two ) instances of this text. The version that
dominates the modern canon, 7 o.} (found exclusively in IM and IJ, and in
two of the three instances in MW) embodies yet a fourth performance option
that is not attested in any of the manuscripts, but may derive from a misread-
ing of g_,él since the rasm in a Maghrlbl hand mlght look very similar. A final
optlon, that realized by MW (using .. ué- and .8y (y» in two different places)
may be related in some way to that of Ragiwaq (perhaps via the al-Jami1
corpus), since it allows the same reading of the hemistich (though in only one
version of three, and in a different mizan).

The idea of performance options captures well the circumstances that sur-
round complicated sets of relationships, like those connected to §ajdm‘ qumari,
that show substantial variations when used in different mizan settings. It has
several merits. First, it emphasizes the primacy of the performed tradition
over the written one and thereby suggests a mechanism for how a text like this
can have retained a multivocal character: text variants depend less upon care-
ful transcription from one copy of a manuscript to another than upon what
was considered an acceptable rendition in a given locale at a given historical
moment. Because al-Ala today is the amalgamation of more than one nitha
stream, multiple distinct versions of individual sana’‘ texts are not only pos-
sible, but they are to be expected. Second, this approach highlights the role of
social context in conditioning the history of the text, since it defines the text as
more than an abstracted, written rendition. It becomes a micro-tradition that
is socially situated and culturally informed with a character that is analogous
to the larger performed tradition. In this view, each surviving instance of a vari-
ant reading potentially represents both a locally valid option for performing
that text and the end result of a subtle negotiation over what is or could be
considered asil in each mizan setting. Such informal negotiations have been,
I believe, very important in forming the corpus we find today; and of course,
they probably took place entirely in the domain of oral tradition.

Finally, viewing webs of textual variations like these as indicating perfor-
mance options points back to the question of value. It focuses on the tradition
as an assemblage of socially meaningful communicative acts. The written text
does not simply reference a collection of signifiers, nor does it only stand in for
a particular utterance, but in addition it also indexes a given speech act. We
go now beyond the text as socially meaningful iconic representation to deal-
ing with linguistic value by implicating it more specifically within the social
frame. The case of the unstable hemistich in Sajani qumari illustrates well
how referential meaning sits side-by-side with other _meanings that are con-
text dependent. The two surviving Varlants—c)fd.\ J and C}M\ Sog —are
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semantically equivalent; there is little basis for distinguishing between them in
Saussurian terms. What determines their use is not semantic meaning alone,?6
but equally the ways in which the alternative options index (or at least, sus-
tain) authenticity of performance, traditions of suitable lexical repertoires,
and other similar considerations that are socially meaningful and therefore
value-laden.

4 Themes and Contextualized Meaning

Another phenomenon that points toward evidence of the role orality has
played in shaping the Ala corpus may be found in the presence in some nizbat
of a specific theme running through the poetry. Nubat al-Maya is one well-
known example, in which all but a handful of the sana’ contain images of
sunset. This nuiba is the clearest case among all the nibat of thematic unity in
the poetry that also corresponds with the therapeutic attributes of the musical
mode, al-maya traditionally being associated with sunset. Ramal al-Maya also
shows an overarching thematic unity, which usually is described as praise of
the Prophet Muhammad (madih). In fact, this nitba might be described more
accurately as embodying a religious theme, which does emphasize madih,
but which also includes invocations of Allah and expressions of mystical
experience that do not necessarily relate to the Prophet. This religious theme
operates only on the level of semantic meaning, since none of the four tubu*
found in Ramal al-Maya carries any particular religious significance. Crucial
to understanding the thematic character of Ramal al-Maya is recognizing how
the texts of many sana’i‘ employ images and figures (drawn from love poetry
especially) to evoke the Prophet. In some cases, only the overarching thematic
structure of the nuba itself makes this evocation possible.??

The thematic unity of the modern Ramal al-Maya is held to have originated
prior to al-Ha’ik. The Moroccan scholar Muhammad al-Fasi attributes it to Abit
1-‘Abbas al-Fasi (d. 1164/1752). However, it is difficult to accept this oral tradi-
tion at face value, since in D144 neither Ramal al-Maya nor al-Husayn shows
the degree of focus on the Prophet that the modern version of this nitba does.
Even a cursory glance through the poems in Part IT shows how thoroughly

26  Nor indeed prosodic or metrical considerations: Since c)&/&\ i,.; and é}&}\ E5e. u; differ
in Arabic metrical form, the presence of the latter represents a shift away from a classical
Arabic meter (al-mutagarib in this case) towards one based upon syllabic stress. More-
over, the latter version’s demand that é‘)&}\ be marked as mansub disrupts the internal
rhyme scheme.

27 For detailed discussions of these two characteristics, see Davila (2012b and 2014).
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this theme now permeates the niaba. Of the 125 sana’‘ in the three canoni-
cal anthologies, at least 100 (>80%) refer directly to the Prophet, either by
name (Muhammad, Ahmad or Ibn ‘Abd Allah) or by one of his attributes (the
Prophet, the Messenger, the Chosen One, the Guide, the Intercessor, et al.). The
tables in Supplements 1a and 1b map out clearly how widely these terms and
images are distributed across the five mayazin. In contrast, Bennuna reckons
as madih only 54 sana’i‘ total in D144, and of those only 16 appear in either
Ramal al-Maya or al-Husayn (12% of the 139 texts in these two nabat). Most of
the madih texts counted by Benntina lie scattered in the other nubat.?8

The remaining 20% of sana’i‘in the modern Ramal al-Maya that do not make
direct reference to the Prophet are interesting for the various ways their sub-
ject matter and language relate to the larger themes of the nitha. Some invoke
the Prophet indirectly. A very good example is the san‘a Basit #29/Quddam #4
(Fr halati [-budi...), which comprises two verses attributed to the famous Iraqi
Sufi Ahmad ar-Rifaf (d. 578/1182). It refers to an event that is supposed to have
taken place when ar-Rifa visited the Prophet’s tomb in Medina, accompanied
by another great Sufi figure, ‘Abd al-Qadir al-Jilani (d. 561/1166). It is said that
on this occasion the Prophet extended his hand from the tomb for ar-RifaT to
kiss. However, neither the Prophet’s name nor any of his attributes appears in
the two lines of verse, so this san‘a invokes him without actually mentioning
him. (It is likely, however, that an audience of Sufi initiates would understand
the reference at once.)

Other sana’i‘ in Ramal al-Maya evoke the Prophet via allusion to places or
people in his life. Qa'Tm wa-Nisf #4 (Ya tura bi-llah ya tura ...) mentions “the
house and the sanctuary” (the Ka‘ba and the Haram in Mecca), so that the
beloved in the second line must refer to Muhammad. Yet apart from these
references, the imagery in this poem derives from gazal: the yearning medita-
tions of the lover and the idea of love as a sickness that is only remedied by
the appearance of the beloved, in this case implying the Prophet Muhammad.
Darj #17 (Hawa data [-hal...) is especially interesting in this regard because ref-
erences to Zamzam and Mt. Arafat clearly indicate that the setting is Mecca,
and the Prophet himself (Ahmad) is mentioned, as well. Yet some of the love-
imagery at the beginning of the poem is expressed in the feminine (\ALo 3 \.@,>,
U:M) personifying the Ka‘ba as the beloved. In this case the linkage of gazal
and prophetic madih works in the other direction: the direct references to
Mecca and the Prophet allow us to read the opening imagery metaphorically.

In some cases the connection to the Prophet is even less explicit than
in Qa'Im wa-Nisf #4, and yet still unambiguous. A case in point is Basit #13
(Wa-hayri man tati...). These two lines from the Egyptian mystic Ahmad

28 See the index of madih texts in Benntina (1999), pp. 561-563.
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al-Hadrawi cannot be understood as referring to anyone else but Muhammad,
even if taken out of their niba context: only the Prophet would be blessed
by Allah in the ways mentioned in the text, and in addition the poem makes
oblique reference to letters the Prophet sent to foreign kings. Similarly, in Is-
lamic discourses, only the Prophet could be considered the “best of mortals,”
as in Basit #10 (A-la salli giyaman wa-quudan).

This use of the language of love poetry for religious themes has a long history.
Annemarie Schimmel finds that, although gasa’id were composed in praise of
the Prophet during his lifetime, prophetic praise did not come into its own as
a genre until the early 5% /uth century, incorporating the language of earlier
rhymed-prose panegyrics for descriptions of the Prophet’s personal and spiri-
tual qualities.2? Mystical poetry, on the other hand, emerged in the late 2d/8th
and early 37/9th centuries, first with the use of existing poems as instruction
materials among Sufis, and later through poems by mystics employing themes
borrowed from the ‘Udri gazal’ expression of an all-consuming love in which
the lover alternates between the bliss of union and the despair of separation.30
It is here that the imagery and rhetorical figures of love poetry began to be
extended to religious themes that laid the foundation for the theme of the
modern Ramal al-Maya. Significantly, both these streams reached their full
flowering in the 7% /13" century, as evidenced by the mystic poets Ibn al-Farid
(d. 632/1235), Ibn al-‘Arabi (d. 637/1240) and as-Sustari (d. 667/1269), and the
great panegyrist of the Prophet, Muhammad b. Sa‘id al-Busiri (d. ca. 697/1298).
Many of the sana’i‘ that make direct reference to the Prophet also deploy such
love imagery. A common rhetorical device is to link him with an image long
associated with both madih and gazal, the full moon. The object of praise
(whether beloved or hero) as a shining object in the sky is a very old theme in
Arabic poetry®! that reached full expression with the muhdat poets of Abbasid
times, as for example Aba Nuwas (d. 198/814), who made extensive use of sun
and moon imagery in this way.32

Thus Basit numbers 5, 7, 8, 20 and 24 all describe Muhammad in terms of
the moon, and similar examples are found in the other four mayazin as well. It
is this convention of presenting Muhammad as the full moon that allows the
first segment of Btayhi #14 to evoke him. Without this thematic convention

29 1985, p.181. Suzanne Pinckney Stetkevych (2010), however, discusses the panegyric on the
Prophet as an extension of the old Arab panegyric gasida, though with influences from
later Shiite odes to the Prophet’s family and from Sufi devotional poetry that she argues
encouraged a greater sense of lyricism, which reached a peak with al-Basiri’s Mantle Ode.

30 Sperl (1996) pp. 67-68.

31 See Bauer (1998) pp. 218-219.

32 See Bauer’s catalog of these in Aba Nuwas’ poetry, pp. 212-213, 218-227.
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this poem, which is rich in mystical imagery, could well be understood as refer-
ring to a mystical state that has nothing to do with Muhammad.

Another device is the image of the ban-tree (moringa), classically used to
describe the physique of the beloved, which in Ramal al-Maya becomes a
trope for the Prophet’s upright bearing. This image appears in three sana’’
Basit #18 (Rihu [-hizam), Quddam #32 (Wa min dalika-l-wadi ta‘attarta ya saba)
and Quddam #34 (Ma nurid gayr qurbak). Basit #18 is interesting in this regard
because it contains both the moon and the ban-tree in a context that does not
mention Muhammad by name or attribute, and so the larger sense of the san‘a
could evoke Allah just as easily as it does the Prophet. Yet the invocation of the
full moon in the context of Ramal al-Maya summons him nonetheless. On the
other hand, Quddam #32 uses the ban-tree image but makes no direct or indi-
rect reference to Muhammad or Allah at all. Instead we find reference to “the
story of the ban-tree”, the perfumed east wind (the messenger of the beloved
in ‘Udr1 gazal) and a city. Only Quddam #34 among these sana’i‘ mentions the
Prophet by name or attribute. In the other two cases, reference to the Prophet
Muhammad can only be inferred because other sana’i‘ combine this metaphor
with direct references to him.

This latter example points to the importance of the performance context
in conditioning the meaning understood from the imagery in Ramal al-Maya.
The nuba contains a few sana’i that, were they removed from this particu-
lar context, would not refer to the Prophet at all. Some, such as Quddam #13
(Sabirna ‘ala-l-hijrani hatta dana-l-waslu), Quddam #32 and Qa’1m wa-Nisf #8
(Law laka ma himtu wajda), deploy classical devices from love poetry without
even a hint that the real subject is the Prophet Muhammad. QaTm wa-Nisf
#8 especially would seem to contain images antithetical to Prophetic praise
or longing: the beloved slays the persona of the poem with false accusation
(really, more like coquettish banter), and withdraws his or her love in the man-
ner so often evoked in gazal poetry. Would the Prophet of Islam behave in
such a way toward a believer longing to see him? Likewise with Darj #14 (Zidnt
bi-farti l-hubbi fika tahayyuran), two lines that could be mystical in intent, but
not necessarily so if taken from their Ramal al-Maya setting. Two other cases,
the related barawil Darj #3 (Miru [-hubbi ahraj) and #5 (La sahadtu nahtaj),
employ erotic imagery to evoke a deep love of the Prophet, without explicitly
tying it to him. Another interesting text in this regard is Quddam #37 (Rawn-
aqa hadihi [-‘asiyya). The first half of this san‘a by itself is common to all the
sources, leading to the conclusion that Ibn Jallin added the second strophe in
order to more clearly focus this san‘a as madih. And we can see why: the first
strophe contains sunset imagery bereft of any obvious mystical or Prophetic
references. This text seems far more appropriate to al-Maya, and indeed it did
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belong to al-Maya before al-Ha’ik, as evidenced by its presence in that nitba in
al-Bu‘asamt’s Iqad as-sumi‘ (p. 133). One wonders how this text arrived in the
modern Ramal al-Maya, but Ibn Jallan’s addition shows clearly that only the
context of this particular nizba marks this strophe as madih.

Ramal al-Maya also contains several sana’‘ by mystical poets that make
oblique reference to the Prophet, often in the figure of the (full) moon. These
are among the most beautiful and complex poems in the Ala corpus, but their
presence in Ramal al-Maya signifies a mystical-devotional aspect of the niiba.
Btayhi contains a series of poems attributed to a$-Sustari, and two of them deal
with the persona’s relationship to an unnamed, beloved presence, which could
be a visitation from the Prophet, but might as easily be read as a divine visita-
tion. Numbers 7 (Wa-taliuhu laka suwar) and 14 (Zarani badri) make reference
to the moon (badr), which other poems in the nitha connect explicitly with the
Prophet. In this way, these two sana’i‘ use the context of the nuba to imply the
Prophet without naming him, but the mystical, sometimes paradoxical imag-
ery in these san@’i‘ (e.g. #14, line 3: “duality” becoming concealed in “unity” at
dawn) goes beyond madih.

The same is true with Darj #6 (Ma lahat lana [-anwar) as well, which evokes
a shining face, a blessing of water and a captivating presence without any ex-
plicit references to the Prophet. Similarly, Basit #19 (Ma li-l-muwallah..., from
a muwassah by Ibn Zuhr al-I$bili, who died in 595/1198-99) vividly describes
mystical intoxication and longing for a beloved evoked by perfumes and natu-
ral imagery without any direct allusion that would introduce the Prophet into
the scene. Yet another example is Darj #18 (Ayyu ‘aglin yabga ...) by Ahmad b.
‘Abd al-Hayy al-Halab1 (d. 1120/1708), which is rich in mystical imagery but con-
tains no specific indications at all of the Prophet (nor of Allah, either). On the
other hand, Basit #4 (Rubba laylin..., part of a muwassah by Ibn al-Hatib) uses
imagery borrowed from gazal—the watcher (ar-raqib) and union (saml)—to
describe a session of mystics but also invokes the Prophet by incorporating the
full moon. Poems like these invoke the practices and tropes of mysticism and
the religious brotherhoods, but they depend upon the larger context of the
nutba to tie their meanings specifically to the Prophet.

The use of imagery borrowed from love poetry in its various phases illus-
trates well the degree to which interpretation of Ala texts (and consequently
the composition of the corpus itself) can be shaped by performed context.
Taken by themselves, abstracted from the performer-audience encounter, such
images belong to poetic conventions that were elaborated within the mystical
and praise poetry genres between the gt and 13t centuries, but they depend
upon integration within Ramal al-Maya’s thematic structure to realize their
full semantic potential to index the Prophet. Moreover because the content of
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al-Ala is first and foremost sana’i“-as-sung, that integration has been condi-
tioned fundamentally by the demands of oral performance, the encounter
between performer and audience, whose conventions determine not only the
format, time and circumstances of presentation, but also the precise verbal-
semantic context in which the audience is presented with these images so that
they may be read as belonging to the madih tradition. Individually, some of
these images wander far from the aim of praising the Prophet; others will be
understood in mystical terms because of the conventions they embody or the
fantastical imagery they contain.3® What ties them all firmly to the Prophet is
their being encountered in a performance context which presents an unbro-
ken succession of sana’i, most of which do directly refer to Muhammad, em-
phatically establishing an aural/oral context for interpreting the other, more
ambiguous images.34 Oral presentation thus is crucial not only to the form of
the san‘a settings for these images, but also to their interpretation within the
rhetorical-semantic frame of Nubat Ramal al-Maya.

5 Linguistic Registers in Al-Ala

One of the more interesting ways that oral processes have left their mark on
the written version of al-Ala is the diversity of poetic idioms that the literary
aspect of al-Ala preserves. Chapter 3 §2.3 discussed the various san formats
and included the observation that the terminology commonly used to describe
and classify these formats was not adequate to the task, or at least not used
consistently enough by participants in the tradition to allow a rigorous set
of categories to emerge from it. It is not unusual at all to find a san‘a labeled
tawsth in one of the canonical anthologies but zajal one or more of the others.
Moreover, the three anthologies do not follow a predictable pattern in agreeing
or disagreeing on the various types of sana’‘. The attentive reader may have no-
ticed this phenomenon in §1.2 above, in the paragraph enumerating the san‘a
examples: 3, 4, 5 and 6 are described differently among the three canonical
anthologies. Still more, sometimes a strophic san‘a that is labeled tawsih or za-
jal in one anthology is identified only by poetic meter in another. For example
Basit #9 (Dikri wa-awradi) is labeled tawsth in I] and MW, but Sugl mudari‘in

33  See the summary of themes and images in Ramal al-Maya in Supplement 1.

34  Asa parallel example we might note the presence in Ramal al-Maya of a poetic theme I
call “tribal ethos”. Supplement 1a shows that this is not as numerically pervasive as gazal
imagery, but it is interesting for the degree to which some instances rely upon performed
context for the generation of meaning. See the discussion of Quddam #15 in the Introduc-
tion to Part 11.
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IM (a designation that indicates poetic meter and performance practice but
could apply to almost any type of sana). Likewise Basit #11 (Ya ma‘Sara [-fugra)
is labeled zajal by IJ but sugl mudari‘by IM and MW. The same holds true for
multiple occurrences of a particular text in different parts of the tradition:
san‘a texts can change labels between nitbat or even between mayazin within
the same nuba. Anta ahla mina [-muna, mentioned earlier in connection with
poetic borrowing, is a good example, being labeled variously as tawsih (MW, in
Qa1m wa-Nisf al-Isbahan), zaja/ (IJ in Q2'Im wa-Nisf al-Isbahan), sugl mugta-
dib (1] and MW, in Btayhi Garibat al-Husayn) or tawsih majzi al-hafif (IM, in
both locations).

I have avoided making judgments about the use of these labels in specific
cases. When speaking of particular texts, it is convenient to identify them as
they are identified within the canon, and there is some value in respecting the
categories as used within the tradition. Nevertheless some account should be
taken of the problematic boundaries among the varieties of strophic poems in
the tradition, which can illuminate the complexities of linguistic expression
and variation that characterize the Ala tradition. Collectively, the varieties of
linguistic variation found in al-Ala encompass a range of linguistic registers
and suggest the complex, value-laden processes that have governed the inter-
face between orality and literacy in al-Ala.

5.1 The Significance of Linguistic Registers in Al-Ala
Register can be defined as:

a variety of language or a level of usage, as determined by degree of formal-
ity and choice of vocabulary, pronunciation, and syntax, according to the
communicative purpose, social context, and social status of the user.3

The idea of a linguistic register implicates social realities in the communi-
cative act, making a fundamental connection between culturally-defined,
context-driven communicative acts and the deployment of varieties of linguis-
tic expression. In the background of this definition, unstated but necessarily
entailed in it, are the various ways in which communicative acts are assigned
importance within the social context. Put another way, the concept of linguis-
tic register offers a way to talk about the relationship of linguistic value in the
narrowest sense of lexical meaning to the larger view of value as meaning as-
signed to action, because in the end it is the valued character of particular
varieties of language that summon their deployment through assessment of

35 New Oxford American Dictionary, online edition, v. 1.0.1. Apple Computer, Inc., 2005.
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a given situation and the language appropriate for use in it. This approach is
equally useful whether one deals with spoken or written language. Since both
are culturally-implicated forms, linguistic register may reflect the value con-
tent inherent in either.

One aspect of the muwassah and zajal that has preoccupied Western schol-
arship is the fact that these poetic genres preserve nonstandard idioms: col-
loquial Andalusi Arabic in the zajal and the harja of the muwassah, or some-
times fragments of Romance expressions or Hebrew verses in the harja. Not
only do these strophic poems incorporate these other registers of language
(whereas classical Arabic garid resisted intrusions of nonstandard expression),
but these poems even preserve these idioms in writing, revealing in a striking
way the significance of linguistic register to the medieval Arab-Andalusi poetic
enterprise.

Al-Ala has inherited this legacy of multiple linguistic registers, and indeed,
has expanded upon it. Being one of the chief contexts in which Andalusi-style
strophic poetry is kept alive and current as an element in public culture, its
survival shows that value can attach to deploying diverse linguistic registers
within a single poetic-musical tradition, even when the value content of the
tradition shifts over time, as has happened with al-Ala. Looking at this phe-
nomenon in a slightly different way, we might go so far as to say that al-Ala
preserves evidence of the linguistic options available to erudite composers and
musicians in Morocco over the past four or five centuries, the era in which
most if not all the sana’i‘ presently in use probably were composed.

Significantly, all the registers dealt with here are self-consciously poetic idi-
oms. The formal register found in most garid and in some muwassah poems
in the corpus differs from that found in Arabic prose works, and even from
rhymed prose (saj). The distinction is not to be found only in the prosody: syn-
tax is formed so as to allow rhyme and meter to emerge; imagery and semantic
content frequently draw upon conventions that derive specifically from usage
marked as “poetic”; and thematic and rhetorical import often are based not
upon a necessarily clear and unambiguous set of semantic referents, but upon
oblique or indirect references and associations between a thing indicated and
a thing implied.

In the same way, neither the Andalusi colloquial nor the Moroccan darija
found in the Ala corpus represent the way people actually speak outside the
poetic context. These registers, too, are dependent upon conventions and
modes of expression that signal the text as poetic and not conversational.
This is important because even some scholars have tended to assign the zajal
and the barwala unambiguously to “colloquial” without observing the evident
distance between what people say in cafes and at home and what poets and
musicians create.
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The poetic-performed content of al-Ala represents an amalgamation of
song forms, each of which has a considerable history behind it. The Andalusi
strophic forms emerged about a millennium ago, and the mawzun or garid
form is even older. The diverse origins of these poetic texts raise the question
of what brought about the melding of these registers we find in the tradition
today. The development of the tradition has a culturally-informed history of its
own, but the tradition’s maintenance today depends less upon the historical
conditions that surround particular san‘a types than upon the value enacted
by their performance. Thus there is good reason to discuss the Ala corpus syn-
chronically as a whole, received tradition that speaks in a multivocal way to its
audience. Such an approach allows us to recognize the tradition as a socially-
situated phenomenon, specific to its present context in Morocco. A discussion
of the linguistic registers in al-Ala points toward a more subtle understanding
of the mixed-oral character of the tradition, and therefore harmonizes with
the emphasis on orality and literacy that we have employed to describe al-Ala
as a poetic-musical tradition.

Non-formal or colloquial poetic expression in al-Ala may manifest as sys-
tematic use of lexical items or grammatical structures in non-standard ways,
especially in barawil. Far more significant is the loss of grammatical markers
(irab) or the presence of such rhyme-oriented features as conversion of short
fatha or ta’ marbita to alif at the end of a hemistich. In a few places, we find
non-standard lexical items or pronunciation reflected in the orthography; once
again this is most common in barawil, but is not limited to this song form (e.g.
the expression }))\.:\; in Quddam #22 Kullu s-sarafi hazi r-rasil). Non-standard
usages and structures are probably more likely to originate from the point of
composition, since lexical-semantic considerations are most significant then.
The other features may erupt in performance, even in the midst of highly for-
mal poetry, usually as an “accent” that drops first-syllable short vowels or alters
consonants in a particular way, but also more generally as a mode of poetic-
musical expression that encourages the dropping of final vowels even when
metrical considerations in the poetry would make them significant, and that
governs the mapping of the poetic text onto the musical rhythm by means of
the melody.36

The transfer of such oral-colloquial elements within poetic-musical perfor-
mance to the written page has been conditioned by a variety of factors, includ-
ing the sensibility of the anthologist, his perception of the level of formality
intended in the san‘, his knowledge of and facility with the rules of formal

36 Such features are not, of course, unique to al-Ala, but obtain for vernacular sung poet-
ry from across the Arabic-speaking world. Some examples may be heard on the online
resource and were discussed in §1.2 of this chapter.
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poetic expression, the availability of collections of Andalusi strophic poetry
and the imperative to represent the texts of al-Ala as poetry, and above all,
perhaps, how the anthologist “hears” the san‘a-as-sung. From this complicated
cluster of conditions emerged the Moroccan Andalusian tawsih, zajal and bar-
wala.3

5.2 Linguistic Registers: Taws$ih and Zajal

A comprehensive study of the linguistic features of these two genres within
al-Ala lies beyond the scope of this work. The point here is to provide exam-
ples that illustrate the range of linguistic possibilities that dwell within these
two terms, and to point out some of the areas in which they overlap or share
characteristics. One useful way to describe these linguistic possibilities is by
degrees of constraint by the rules of prosody, a method which allows for some
flexibility in taking account of what is in fact a continuum of linguistic us-
ages, rather than a set of fixed and well-defined categories. This is the approach

—)(

taken in Part Il when analyzing the san@’i‘in Ramal al-Maya.

Areasonable place to begin would be with the first san ‘@ of Mizan al-Quddam
(Quddam #1, Hatimu r-rusli -karimu [-muntami), Quddam #2 (Wa-lladr law
wuzina l-halqu bihi) and Basit #4 (Rubba laylin zafirtu bi-l-badri). These three
represent Andalusian strophic poetry in al-Ala at its most linguistically formal.
Given the degree of constraint by the rules of formal language and poetics,
and the structure of the rhyme scheme /[aa] bbbaa/, it is difficult to see the
first two as anything other than tawsth (in the sense of being constructed like
a muwassah). And indeed, the first of the two is labeled as such in the two an-
thologies where it appears in this mizan, IM and MW. The same text exactly is
found as Basit #1—in IJ only—but labeled by its meter (bahr), ar-ramal, a clear
indication of degree of constraint. Quddam #:2 is identified only as ar-ramal, as
well. Though Basit #4 is constructed more like a model zajal, with a repeating
rhyme of only one line, /abbba/, its linguistic register is the most constrained
of the three by the rules of prosody. It is not surprising that this san‘a is labeled
tawsih by all sources.

A slightly less formal register may be found in Quddam #25 (Ya hayra
l-anam). This san‘a, labeled tawsih in all three canonical anthologies, bears a
number of non-fasth characteristics, including loss of the vowel from the sec-
ond person masculine possessive pronoun (K2, G)\L"&) of i‘rab from \3 and
¢ ., and of final vowels from the verbs Ji and tﬂ\ Also IJ vocalizes J 34+ for

37 The mawzin poetry tends to be consistent in adhering to the constraints of properly
formed poetry. There are exceptions, but most conform to traditionally accepted poetic

licenses.
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é 4+, in keeping with Moroccan pronunciation. Nevertheless, some i7ab are
preserved here, so the overall diction is still somewhat constrained.

Still less constrained is Basit #27 (Sayyida r-rusli ‘asiqtuhu ya kiram) as found
in IJ (the MW rendition is slightly different, with some lexical differences and
fewer colloquial features). The gusn of this version shoyvs a final pronoun
suffix vowel that, if dropped, fits the meter better (4—is ). In addition final
vowels are lost from the imperfect ( AR ‘5‘2-*-” ), and the final vowel is lost
from 4. as well. More surprising is the rendering of )\.@A-\a as )\@ﬂ which ap-
pears to be an eruption of colloquial Moroccan pronunc1at10n into the text.38
This kind of feature must derive from an orally-oriented source, most likely the
anthologist’s memory of the san‘a-as-sung. Curiously, despite this Ibn Jallan
(alone among the three anthologists) identifies this san ‘a simply by poetic me-
ter regardless of its strophic structure and colloquial features.

Other features indicating reduced constraint relate to the rendering of the
first-person imperfect. When preceded by wa-, the formally plural na- often
loses its vowel. Basit #24 shows this in the fourth line: Job )90 ( \}3 Jgv)9 ) for J ) 9039,
The intended meaning here is I say, not we say: the rest of the poem is rendered
in the first-person singular. The cause of this construction—not an unusual
feature of both Andalusi and Moroccan poetic register, which echoes the col-
loquial first-person singular prefix of Andalusi Arabic but easily masquerades
as the classical Arabic plural—is the presence of wa-, which complicates pro-
nunciation. Keeping the hamza of the fasith first-person singular in this context
is unlikely () J,,\)) because it would naturally reduce in performance to one of
two inapt constructions (the awkward K )93 wa-qiil, or else Jé )¢5, which lacks a
person-marker and would therefore drift toward sounding like the imperative
53)) Inserting O gives the construction both a person-marker that is recogniz-
able as signaling I and also a more fluid movement with the voice.

Not unusual, as well, is the use of either }3 (as found in MW and to some
extent in IM) or the metrically equivalent 4\ (in IJ) for 4\ after the verb J\e as
in this same hemistich. The phonetic shift represented by 4- Jis common in
barwala (i.e.: typically a Moroccan dialecticism) but is also attested in a few
azjal. (Precisely the same construction is found, for example, in Wazzani and
Valderrama in Basit Ramal al-Maya, in the 24 san‘a of this mizan.)

A final example, representing a further step away from constrained verse in
al-Ala, is Q2'Tm wa-Nisf #11. Although this san‘a exhibits several unconstrained
features, all three anthologists identify it simply by its poetic meter (“:£,
though in fact this poem is in ;). The departures from constrained diction
begin in the first hemistich, where _s,<2 has lost its i7ab (-i), and we find

38  Corriente’s Dictionary does not show this kind of reduction for Andalusi Arabic.
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o (“he possesses it”) has become either o -l (I]) or )J\D (IM and MW). 4l

in the ‘qjuz also has lost its irab (-un), and likewise }L in the third line.
IJ gives Al for d L (“there is no one”); but IM has }U;_,a—as noted earlier a
construction not attested by Corriente, but rather a colloquial contraction
based upon the anthologist’s orally-informed “hearing” of the san‘a.

Taken together, the varieties of unconstrained verse we find in Ramal al-
Maya, and in the Ala corpus as a whole, certainly are marked to varying degrees
as non-standard. Yet the distance between the linguistic registers apparent in
tawasih and azjal and that of the garid texts is fairly limited. We find few of the
grammatical characteristics noted for Andalusi Arabic by Corriente (1977); the
most common difference seems to be how consistently (7ab is used in non-
rhyme positions. This can be explained by the fact that the colloquial elements
found in al-Ala are part of a poetic idiom, which retains the syntactic flexibility
and allusive semiotic patterning that distinguish poetry from prose, and just
as important, strives to speak in an uncommon, beautiful way. Even though
it draws from expressive modes somewhat removed from the constraints of
grammar and prosody, this particular version of “Andalusi Arabic” seeks to
emulate its more constrained classical cousin through mimicking its elevated
sense of articulation and rhetorical sophistication. In addition in Ramal al-
Maya specifically (and in many other sana’‘scattered throughout the tradition
that refer to the Prophet), this poetic register encounters rhetorical language
derived from religious discourses and symbolism. It therefore draws much of
its lexicon and stock of images from a relatively limited repertoire, and thus
cannot avoid imitating many aspects of the more fasih register of language in
these areas.

5.3 Linguistic Registers: Barwala

The received wisdom on the barwala is that this type of san‘a uses Moroccan
colloquial Arabic. This would seem to imply that barawil reflect in some degree
the language as it is spoken by Moroccans. However, the linguistic evidence
offered by the barwala on this point is mixed. The chief complication lies in
the fact that a number of the dialectal features found in barawil are also found
in Andalusi colloquial Arabic exemplified in azjal (and in some tawasih). For
example a number of barawil (Darj #3 is one example) reduce 4 (“to him” or
“he has”) to 4 (IJ version) or }3 (as found in both the MW and manuscript ver-
sions3?). As noted in the last section, both of these orthographic conventions
are found in agjal and tawasih. By way of comparison, note Btayhi #13, a tawsih
found in all three canonical anthologies. Some versions represent this san‘a

39  This barwala is found in the appendix to Belmalih.
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using the same shift: the line rendered in IJ as ,—o\ 4y s being rendered
as ok }3 Y. *9 in the Wazzani and Valderrama manuscripts and as }3 u_»l
—2bin MW. ;.

In a similar shift, Btayhi #14, as represented in Valderrama, gives ]a- for ¢ s\.o-
or 4,.>- in the first line of the gusn. This san‘@ comes from a zajal by a3-Sustari,
and Nagsar's edition of Diwan as-Sustari gives this same rendering.#® We
should note, however, that this zajal derives from North African manuscripts of
the great Sufi’s poems. Although Nagsar considers its attribution to a$-Sustari
to be open to question, the text in any case derives from a non-Andalusi lin-
guistic environment. It would seem that, as with the question of zajal versus
tawsih, linguistic evidence alone does not provide a completely firm ground
for defining the barwala.* This ambiguity lies behind comments made to me
by Malik Benntina, to the effect that the barwala is essentially zajal. Benniina
sees virtually no distinction on a linguistic level between the two song forms.

Complicating this picture is the fact that when one looks objectively at
barawil it is not difficult to discern more than one linguistic register in play in
many of these poems. I have encountered native speakers of Moroccan collo-
quial Arabic who insisted that certain passages in barawil were classical Arabic
(at least, as rendered on the page). Apart from one or two renderings that re-
flect certain Moroccan habits of speech (such as dropping a short vowel in the
first syllable of a word, as in Mhammad for Muhammad, or mir for amir), many
verses of a sana like Quddam #11 are indistinguishable from formal Arabic,
especially when presented as unvocalized text, as is the case in IM.

This issue is perhaps magnified to some extent in Ramal al-Maya, where
the larger theme of the nuba leads to deployment of religious phrases that not
surprisingly depend on a more formal register of speech, and therefore appear
more constrained when viewed on the page, even if pronunciation might not
sound like it. Specifically Moroccan lexical items or usages intrude only rarely,
as in Quddam #5 (43\4’- “like him, his equal” in line one), so that the chief
manifestations of a less constrained, colloquial register in this barwala are the
occasional loss of ﬁrst-syllable short vowels (e.g. 4 }L~ for 2} ,\.u in line three,
lals for laks in line 5, 23 for (25 in line 9, and several others), the reduction
of dlpthongs to long vowels (e.g. JJ for J) inline 9), and contractions like f\)
for @-"\) and \55\.,4 for 6'\""

The colloquial nature of the barwala is a bit more pronounced in other
nubat, where they are not constrained by the elevated thematic of Ramal

40  p.356
41 Atleast insofar as the orthographic representation is concerned; the san‘a-as-sung is per-
haps another question altogether.
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al-Maya, and where Moroccan lexical items and constructions therefore ap-
pear somewhat more frequently. Nevertheless it is evident throughout the
corpus that, like the zajal/tawsih, this song form in al-Ala is not merely an in-
trusion of common speech into the tradition. Rather, the barwala represents a
poetic register of colloquial Moroccan that incorporates elements from more
constrained, classical Arabic poetry as such and therefore lies between that
and the mother tongue of households and shops. Striving for eloquence, not
utility, the barwala conforms to linguistic norms and poetic conventions that
distinguish it from everyday language (rhyme being the most obvious of these).

On the other hand, it is inaccurate to insist on too close an analogy between
the barwala and the zajal, as tempting as such a comparison might be. The two
types of song arose from different linguistic environments with different social
and cultural histories. The barwala is a sung-poetic form that would benefit
greatly from study and appreciation on its own merits, but as noted in Chapter
3 §3, it still carries some of the stigma that attaches to colloquial language gen-
erally, so that even North African scholars have tended to overlook it. We await
a scholar with the interest and dedication to linguistic detail in the barwala
that Corriente and others have brought to the Andalusi strophic forms.

Perhaps not surprisingly, given its oral origins, the barwala shows more vari-
ability among different versions within the canonical anthologies. When the
various versions of a given barwala are compared, it becomes apparent that
the oral processes of preservation behind these poems lie much closer in time
to the printed version than is true for the other types of sana’iin the tradition.
The effort to reproduce these orally-preserved poems on the printed page has
led to a great deal of irregularity in them, some of which appears to reflect the
problem of representing the spoken language of Morocco using the conven-
tions of poetry. A good example is Darj #3, in which the textual differences
between I] and MW are largely the result of different spelling approximations
used by the two anthologists: ‘s (I]) vs. e (MW) [the vowel here is /a/ ],o:; 1)
Vs. ;i; (MW) [reduction of the pronominal suffix -Au, as described above], J
:}..:3; (1) vs. J.:ku (MW) [the latter even inserts a prosthetic alif before ‘l[l!]*:
and 4.:\)_»/ (I]) vs. Wl | /= [again, the problem of rendering the schwa in Arabic
morphology]. Similar divergences in text do appear occasionally in azgjal and
tawasth in the anthologies, but they usually have some identifiable textual or
lexical basis. With the barwala it is evident that these changes have to do not
with differences in a source text, but with the problem of rendering the pro-
nunciation of a purely oral form of the language in formal script.

Itis possible, even likely, that the barwala as it is found in al-Ala today shares
a strong linguistic affinity with the poetic forms found in al-Malhiin, the Mo-
roccan colloquial ballad tradition. Clearly the barwala represents a relatively
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recent interpolation of oral-colloquial material into the canon, though wheth-
er under the influence of the religious brotherhoods (as may have been the
case with mizan ad-darj), or merely as a practical recognition in print of actual
performance practice, is difficult to determine. Probably both considerations
played a role.

5.4 Linguistic Register as an Analytical Tool for Al-Ala

The concept of linguistic register, as applied to the texts of Ramal al-Maya, is
meant to provide a scheme that can help distinguish various language varieties
operating in the corpus, without recourse to problematic Arabic terms that
are not used consistently, and therefore are impossible to distinguish in practi-
cal terms and tend to import aspects of linguistic ideology and valuation into
the discussion by focusing attention on allegedly fixed categories of language.
For example, tawsih, as used in al-Ala, cannot be adequately defined because
the term does not signify any specific set of formal or linguistic characteristics
that are not found in azjal, nor even a relative frequency of particular usages
(There are agjal that appear to be more constrained than some tawasih. This
is true both for the modern printed canon and for the manuscript traditions
that lie behind it.) Formal definitions defined by Stern and others falter when
confronted with the post-classical language used in both tawasih and azjal. As
Corriente has suggested, the two varieties of strophic poetry over time became
difficult to distinguish, except perhaps in terms of the number of colloquial-
isms employed. Similar problems arise with the supposedly “colloquial Moroc-
can” barwala, as we have seen.

In the corpus of Ala texts, we find a continuum of linguistic usages, few of
which are constrained completely by the rules of formal language, and none of
which falls completely within the colloquial register, if by colloquial we mean
“informal language as it is spoken.” At the same time, neither would it help to
reduce all these language varieties under one rubric, such as koiné, because no
single term can meaningfully encompass the range of linguistic registers found
in the tradition.

6 Linguistic Value in Al-Ala: Some Concluding Thoughts

The Moroccan Andalusian music has inherited the multivocality of the An-
dalusi poetic legacy, but its integration as a coherent expressive form was a
uniquely North African project that drew upon (and blended) the available
linguistic possibilities in a specifically North African manner. An instructive
comparison can be made between the modern niuiba and that described by
Ahmad at-Tifasi (d. 650/1253). At-Tifasi, writing in Tunisia but describing the



122 CHAPTER 4

performance practice in al-Andalus of his day, described a nawba that con-
sisted of a nasid, a sawt, a muwassah and then a zajal.#? The first two were non-
strophic, mawzuin poems in formal Arabic (the former having an instrumental
prelude), and the latter two were, of course strophic. Whereas this 13th-century
Andalusi nitba was based upon song types arranged in a specific order, moving
from formal Arabic, to the possibility of colloquial expression at the end of
the muwassah, to Andalusi colloquial Arabic in the zajal, the Moroccan nuba
freely mixes songs in these registers and adds others in Moroccan colloquial
verse, relying upon suite structure, rhythm and changes in tempo to create a
sense of progression. Thus the performed, musical dimension of the tradition
has served as one vehicle for integrating the various linguistic registers. The af-
fective, expressive power of music and the collective, interpersonal experience
of musical performance enable the crossing of boundaries and the blending
of categories. Music’s pliability within accepted norms opens up temporal-
emotional spaces for the deployment of multiple linguistic registers that might
not be possible otherwise.

In their review article, “Poetics and Performance as Critical Perspectives on
Language and Social Life” (1990) Richard Bauman and Charles L. Briggs argue
that oral performance is particularly susceptible to being reframed in new con-
texts that may not have been anticipated by the original performer, a process
they call recontextualization. They suggest several aspects of this phenomenon
that call the attention of the ethnographer and linguistic anthropologist,
including the role that authority plays (whether conceived as inborn or ac-
quired) in the reframing of the text. Recontextualization can involve emergent
structure (76), by which they mean that texts both shape and are shaped by
the contexts in which they are used. Such transformations may take place at
the level of ideology, wherein the new context affects meaning, but also at the
formal level, where the new context can affect speech styles and even grammar
and syntax.

Bauman’s and Briggs’' notion of emergent structure may explain how the
act of Ala performance has allowed the complex interaction of registers we
see today to evolve within the tradition. At-Tifast’s 13t"-century nitba combined
registers in a progression that nevertheless maintained a temporal distinction
between them: the more formal register always preceded the non-formal,
which began only in the farja at the end of the muwassah (a structured depar-
ture into colloquial language that was anticipated and indeed signaled by the
genre itself) and then continued uninterrupted in the zajal. At some point in

42 Thereference is found in Chapter 11 of al-Mut‘at al-asma‘fi ilm al-sama‘(p. 114 in al-Tanjt’s
1968 edition). See also the discussion in HST, Introduction §4.
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the development of the Andalusi musical heritage (possibly in North Africa,
though this cannot yet be proven) it became possible to mix and recombine
the registers of language available to the performer because the act of perform-
ing them in new contexts raised the possibility of reframing them.

The primacy of the oral-performed over the literary made this recontextu-
alization possible, in part because the actual processes involved were socially-
situated and therefore value-laden.*3 The point at which this intermingling in
performance became possible was also when the value content of the perfor-
mance had changed. The key element of this recontextualization and recombi-
nation probably lay in the altered social basis of the tradition among Andalusi
migrant communities in North Africa. Once the musical tradition had been re-
moved from its original, exclusively elite context and began to circulate among
a wider audience as a marker of Andalusi identity and heritage, the way was
open for the linguistic registers to commingle in ways that probably would not
have been considered appropriate before.** If this is true, it means that the
Moroccan nitba was a North African innovation not only in its modal-rhythmic
structure, but also in the way it allows linguistic registers to combine and be
recombined playfully and creatively. The Ala tradition became a vehicle for all
the linguistic possibilities available to musicians and composers in the North
African cultural milieu.

The foregoing in turn suggests a role for linguistic ideology in the formation
of the modern Moroccan nitha.*® Beliefs about the nature of language and the
significance attaching to the deployment of different registers are inescap-
able facets of language use, and these are most readily observed when lan-
guage forms come into contact. The interface among language forms within a
community—how particular forms are evaluated, combined and deployed—
is always shaped by the meaningful contexts of usage as much as (sometimes
even more than) by the semantic-referential content of the communication.
In the case of the linguistic varieties available to the composer and performer

43 A similar phenomenon may have lain behind the emergence of mixed-register
muwassahat in 10"-century al-Andalus. This notion, which emphasizes the oral aspect of
the muwassah, could bear upon the debate over the musical origins of this poetic genre:
performance (whether musical or otherwise) made the mixing of registers characteristic
of the muwassah possible.

44  Onthe changing social conditions of al-Ala in North Africa, see HST Chapter 3.

45  The notion of linguistic ideology has generated a sizable literature in linguistics and lin-
guistic anthropology. Kathryn A. Woolard’s introductory essay to the anthology Language
Ideologies: Theory and Practice (1998) provides an excellent overview of this scholarship.
Important works on the subject that have informed the present discussion include Silver-
stein (1979, 1985), Woolard (1985), Heath (1989) and Spitulnik (1998).
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of al-Ala, the creative mixing of registers performed today could only have
become possible when the ideological content of the colloquial register(s)
became valued enough (that is, when performance of the colloquial register
became socially important enough) that the colloquial could be assimilated
into a new social context that embraced both formal and colloquial in a new
value system that assigned importance to performing them together, cre-
atively, without the movement between them creating dissonance. This may
have begun before the final severing of cultural ties to Iberia at the end of the
15" century, but it could only have attained full realization within a cultural
context that attached significant value to the asi/ character of the Andalusi
colloquial, so that its deployment in song was raised to a level comparable with
that of the highly valued formal register of elite poetic-musical performance.*6

The barwala probably circulated among musicians of the nitba tradition in
the era of al-H&'ik at the end of the 18t century, and it may even have been
performed as part of the nuba at that time. Oral tradition today maintains that
it was performed that way in the zawaya, at least. However, as a Moroccan
song form composed in a less-constrained linguistic register, its performance
probably did not carry enough value to render it fit for inclusion in the written
anthologies, part of whose purpose was to encapsulate what was considered
asil at the time: those san@’i that were held to be associated with al-Andalus. It
was only when performing them became valued enough to be considered asi/
that they finally found their way into written anthologies in the 20t" century
with the addenda/marginalia associated with Rig27 and Belmalih. Because
they are later additions to these manuscripts, we really cannot say exactly
when the barawil (and mizan ad-darj) were added. Ri327 was copied in 1912,
and Belmalih is held to have been copied around 1902. The barwala (and dary)
additions probably entered some years or even decades later, since Piro (1911)
does not have them. Ambirka did not see fit to print them in 1935; nor did
Zwitin in 1972. Only in the late 1970s did these sana’‘ finally appear in print.
Although they had been part of the larger Ala performance for perhaps two
centuries, they only acquired value enough to be fully incorporated into the
written canon in the last quarter of the 20" century. A moment of change had
arrived in the value system surrounding al-Ala in which all the linguistic regis-
ters of the sana’i“as-sung had come to be valued as asi, so that including the

46 This was also when non-Arabic insertions in the zajal became de-valued: although the
audience at first may have included a few people who understood Romance, over time
this component of the audience shrank, and including it in the linguistic mix would only
amplify feelings of loss and separation which the Andalusi refugees especially no doubt
already experienced.



MIXED ORALITY: THE IMPACT OF THE VOICE ON THE PEN 125

barwala in the written facet of the tradition did not detract from the value-load
the written canon bears.

The foregoing study of linguistic value within the corpus of Ala texts brings
the discussion of value, the voice and the pen full circle. In addition to their
iconic function as emblems of the Moroccan Andalusian music, the canonical
anthologies also embody linguistic characteristics that engage in specific ways
with the social meanings attaching to the tradition. Not only does the Ala cor-
pus preserve traces of the oral processes that conditioned its creation (and still
surround its use), but the written texts also represent the integration of these
oral processes of performance and transmission into the cultural and historical
value system that surrounds and pervades the tradition. The traces of orality
found in them reveal the socially informed characteristics of literacy and the
written text, and thereby allow us to see that the intimate link between spoken
and written language is not merely that writing somehow “freezes” speech on
the page. Rather the Ala texts show us that the voice and the pen implicate
and compliment one another within the tradition and function thereby as an
integrated cultural system that should be understood for its value-laden char-
acteristcs. We cannot appreciate the economic, historical and social-cultural
dimensions of this poetic-musical tradition unless we also recognize the com-
plex, valued web of mixed orality that underlies it.
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Introduction: General Comments

This anthology embraces all the sanai‘ of Nubat Ramal al-Maya found in
the three print anthologies: Majmu‘ azgjal wa-tawasih wa-as‘ar al-musiga
l-andalusiyya al-magribiyya al-ma‘raf bi-l-Ha'ik by ‘Abd al-Latif Ibn Mansur
(IM), Al-turath al-‘arabt al-magribt fi -musiqa: musta‘malat nawbat at-tarab
al-andalust -magribi: $i, tawsth, azjal, barawil—dirasa wa-tansiq wa-tashih
Kunnas al-Ha’ik by 1dris Ibn Jallin (1) and Min wahy ar-rabab by ‘Abd al-Karim
ar-Rayis (MW). For the sake of completeness, those sana’‘ that appear in the
earlier print anthologies by Ambirka and Zwitin are noted, as well as those
that appear in the Dawudiyya (D144) manuscript. In many places, the annota-
tions refer to versions of these texts that appear in the al-Jami‘T manuscripts
consulted for this book, as well.

Although in form this work resembles a critical edition, it is distinct in con-
ception and purpose. Rather than attempting to arrive at definitive versions of
the “original” texts, the goal here is, first and foremost, to collate and document
as thoroughly as possible all the texts understood as associated with this nitba
today. In addition, through carefully comparing the variations found in the
print and manuscript versions, it presents evidence for the complex interac-
tions between oral and literary processes that have formed the textual canon.
A third purpose is to document the poetic themes and imagery that character-
ize this nuba and offer them in a form useful for students and scholars. These
poetic elements are discussed in this Introduction, individual cases are noted
in the annotations, and summary charts are provided in Supplement 1 to help
in finding specific examples. Finally, a second supplement provides informa-
tion on the poets who contributed verses to Ramal al-Maya.

There is, of course, an underlying contradiction inherent in this. As I have
discussed elsewhere, the true contents of al-Ala are the sana@’i-as-sung, not
the literary texts provided here.! What, then, is actually being documented?
The answer to this question is not simple. Fundamental to the argument in
the study that forms the first part of this book is the idea that this tradition
is both an oral and a literary one, and that each of these aspects serves a dis-
tinct social-cultural purpose. One role of the literary representation, I argue,
is and historically has been to provide practical boundaries for the tradition,
whether embodied in an informal version of the Kunnas al-Ha’ik used by a
muallim in training his students, or in a printed edition disseminated to the
general public. Even if a given san‘a was only available to the student orally

1 See Davila, 2013, especially Chapters 5 and 8.
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from the mu‘allim’s memory, its traditional association with the Kunnas gave
it authenticity. So if this book is intended as a statement of the contemporary
contents of Ramal al-Maya, it is with the understanding that it embraces a
number of oral-textual streams and a prolonged process of development that
produced the modern printed anthologies. Many texts have fallen out of use
over time, and others have been incorporated into the canon, as well. In gen-
eral, most scholars and most afficionados will recognize most or all of these
texts as authentic to the tradition.

Since it was necessary to have some sort of organization, I have chosen to
begin with IJ as the exemplar against which the other anthologies are com-
pared. This is because of IJ's more thorough vocalization and, in general, the
greater care Ibn Jalltin seems to have taken with the texts.2 Thus this anthology
uses the sequence of sana’i found in IJ as the basic structure. It also agrees,
broadly, with the sequence of sana’1* found in most of the Kunnas al-Ha’ik
manuscripts. When a san‘a appears in more than one print anthology, the page
numbers for all instances are given. The basic form of the san is that given by
IJ, with variations among the other anthologies noted.

In addition to the numerical sequence of each text in the mizan, the matla‘
to each san is provided, to help in comparing this anthology to more tradi-
tional Moroccan sources. When a san‘a appears as a suba‘yya in one instance
and as a aumasiyya in another, the matla“ of the subayya is given first, fol-
lowed by that of the humasiyya.

The order of sana’i‘ follows closely that of IJ, though there are a few sana’i
that appear in IM or MW but not IJ. These are inserted roughly where they
appear in these two anthologies. Where substantially the same text appears
in different mayazin, the locations are cross-referenced, with annotations and
significant text variations noted, as appropriate. In cases where a text is found
in D144, its number and page in Malik Benniina’s 1999 edition of this manu-
script are given.

In general, the texts and translations wherever possible begin with IJ as pri-
mary reference, with variations among the three anthologies presented in the
annotations. Sana’i‘found in IM alone (which is unvocalized) are not vocalized
here, unless the same text appears in D144, in which case that vocalization has
been consulted. For barawil generally, vocalizations follow as closely as pos-
sible what is found in the anthologies, though readers familiar with Moroccan
darija may notice in some places that the vocalizations drift toward a more
formal, constrained register of language less typical of vernacular poetry.

2 Even if he at times inserted verses and strophes that he admits were not typically found in
his sources, he invariably notes these additions and gives his reason for the addition (further
evidence of the quasi-oral foundations of the literary tradition).
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In most cases scansion is provided, but sometimes—where traditional met-
rical analysis is superfluous, as with barawil and some tawasih and azjal—only
one or two lines are presented as example. The scansion symbols are based
upon the system used in William Wright's A Grammar of the Arabic Language
and are read left-to-right:

— indicates a “long” (CV) or “closed” (CvC) syllable

- indicates an “open” (Cv) syllable

—indicates two open syllables that function like a closed syllable for
metrical purposes

< indicates a final short vowel, typically at the end of a hemistich, that
functions like a long one.

In several cases where a classical meter is attributed by the anthologist, I have
placed elements that depart significantly from the meter in parentheses.

Following each translation, an annotation provides further information on
the texts that will be of interest to the specialist in classical Arabic poetics.
Where a poet is associated with a text, biographical information and sources
for this person may be found in Supplement 2, which has its own bibliography
attached. References cited in the annotations may be found there.

Concerning Themes and Images

Aficionados describe Ramal al-Maya as devoted to al-madih an-nabawr, praise
of the Prophet Muhammad. And it is true that the great majority of the texts
do refer to him in one way or another, whether directly through his name
or one of his attribute-names, or indirectly by referring to objects, places or
events associated with him. However, careful study of the images found in the
nitba shows that it embodies a range of religious themes that embrace various
genres of poetry beyond madih as such. Indeed, much as Arabic-Islamic reli-
gious poetry generally, whether mystical or otherwise, borrowed freely from
the existing repertoire of poetic themes and imagery virtually from its incep-
tion, so too can Ramal al-Maya be seen as a repository of themes and imagery
from classical Arabic poetry—not all of them directly connected to madih by
any means—that have been thrust together in interesting ways here under the
rubric of al-madih an-nabawt.

In fact, Ramal al-Maya presents aficionados with a repertoire of poems that
preserve, not simply the literary legacy of al-Andalus, but a part of the rich-
ness of the larger Arabic poetic stream. This niba distills two major genres
of Arabic religious poetry, panegyric (madih) and mysticism, which in turn
find expression through specific images drawn most notably from love poetry
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(gazal). Taken individually, a number of these images may strike the reader
as curiously ambiguous. Some even seem to fly in the face of what one ex-
pects from praise of the Prophet, as such. But taken as a whole, the images and
themes running through Ramal al-Maya prove themselves both consistent and
intriguing, and it is precisely this context of the whole that tends to resolve
these ambiguities for the aficionado. The general feeling one derives from this
poetic corpus is one of pious reverence mixed with longing for a vision of the
Prophet Muhammad and hope for his intercession on the Day of Judgment.
This overall tone is enriched by the seeker’s ardent passion and more than a
touch of mystical contemplation, at times tending toward the fantastical.

Obviously, a touchstone for the development of the thematics of Ramal
al-Maya is the archetype for poems in praise of the Prophet, al-Kawakib ad-
durriyya fi madh hayr al-barriyya, better known today as the Qasidat al-burda,
the Mantle Ode of Muhammad b. Sa‘ld al-Busir1 (d. ca. 694/1294). One can
scarcely speak of a genre of al-madih an-nabawr without this monumental
work, which has so dramatically influenced pious reverence for Muhammad
ever since. And to be sure, al-Busiri contributes at least one verse to the very
last san‘a in the niiba, Quddam #39. Yet this comparative absence of al-Busiri
himself from this corpus is telling: there is little in Ramal al-Maya of a didactic
or overtly theological nature. Unlike the Mantle Ode, this nitba does not speak
at length of the sins of the soul, the need for repentance, or the dangers of the
world of the senses. These ideas are here, certainly, but there is almost no effort
to exhort the believer to do or believe anything about them.

Rather, the focus is on the personal experience of the believer. If we ignore
for a moment the obvious diversity of sources and styles within this corpus,
and instead try to think of the niutba as a coherent whole, we hear the voice of
a believer at times troubled by his spiritual weaknesses, but more interested in
tempering himself—with the help of his beloved Prophet—than with preach-
ing to others. His main appeal is to the Prophet himself, and to the believer to
take advantage of the spiritual support available to the one who praises and
blesses Muhammad. At times his thoughts turn in an almost nostalgic direc-
tion as he speaks in the terms of the ancient Arab ethos of generosity and even
evokes images that recall the rahil section of the old Arab gasida. At other
times, he dives into the sea of Sufism, projecting exotic images of initiatory
meaning that scarcely have anything to do with the Prophet at all. But again
and again he returns to panegyric in extolling the virtues of the Prophet, and
to the language of love to express his longing for the Prophet’s presence. Al-
though he is troubled by his mistakes, his ardor for the beauty and wisdom of
the Prophet give him hope.

Nevertheless this corpus of texts is diverse. It speaks with many voices and
does so using a range of poetic forms, genres and themes. It can be useful
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therefore to draw attention to some of the key images and themes that pervade
the naba and give it its distinctive character. A table cross-referencing these
will be found in Supplement 1a following Mizan al-Quddam. Supplement 1b
presents a table noting the locations of specific Arabic terms to aid readers
wanting to examine the thematic contents of this corpus at the level of lexical/
linguistic analysis.

A handful of sana’i present images of a sanctuary or refuge accompanied
by reference to an unnamed patron-like figure or someone to whom homage is
due, a clear evocation of the pre-Islamic Arab tribal ethos of patronage (often
with little direct reference to the Prophet). Some clearly identify the sanctuary
as either the Prophet’s tomb in Medina or al-Haram a$-Sarif in Mecca, as in the
anonymous poem Basit #25, which names the Prophet and mentions the well
of Zamzam and the precincts of the Ka'ba. But Quddam #18, also anonymous,
makes no reference to the Prophet. Quddam #15 is a particularly interesting
example because it derives from a git ‘@ (an occasional poem) said to have been
recited by the renowned poet and grammarian Abu I-Hasan ‘Al1 as-Sahawi (d.
Damascus 643/1245) on his deathbed. The Haram a$-Sarif might be inferred in
the two-line Ramal al-Mdya version, based upon several well-known ahadith,
which state that there is no fima, except for Allah and His Messenger (although
in fact in that context the word refers to a place of pasturage reserved for the
leader of the group, not to a sanctuary as understood in this case). However,
adding the remaining two lines of the gita (as reported in Wafayat al-ayan
wa-anba abna al-zaman of Ibn Khallikan—see the annotation for specific ref-
erence) steers the poem further afield:

They said, “Tomorrow we arrive at the houses of the sanctuary
and the party of riders will alight in their place.
‘And each one who spent the night in longing for them
will awaken delighted with the sight of them.’
I said, T have erred, so what am I do to?
How can I face them?’
They said, ‘Is pardon not their responsibility,
Especially when (a servant) begs them?’

Who are the “they” longed for in this poem, who are prepared to offer par-
don for errors? The Arabic pronoun hum refers specifically to people (not,
for example, the houses themselves perhaps construed metonymically). The
only answer is that “they” are the denizens (plural) of the sanctuary, and so
neither Muhammad nor Allah can be meant. Even more: in what sense are
the inhabitants of the Haram a$-Sarif responsible for pardoning? Possibly
as-Sahawl means here that “my errors/sins” are none of their business, that



134 PART TWO

their responsibility is to ignore the pilgrim’s sins and just provide the expected
hospitality. In any case this text originated as a poetic evocation of the ancient
tribal ethos of ird (“honor, dignity”) that obliged tribal elders to show generos-
ity (karam) and give protection to those who sought it from them. Certainly the
audience will hear a reference to Mecca (and therefore the Prophet) in the two
lines that comprise this san‘a, but the images themselves, stripped of context,
reference a religious theme only problematically—it is the context in which
they are encountered (for example, as-Sahaw1 lying on his deathbed, or in the
midst of a series of songs that repeatedly reference the Prophet) that removes
the ambiguity, allowing the audience to attach more “proximal” meanings (if
you will) to texts that may derive from the larger performance context of the
moment. Only the editing of the text and its insertion into the context of the
nuba (that is, the sana’i-as-sung) allow these two lines to be understood as
referencing the Prophet Muhammad.

Most of the 125 san@’i‘ in the nuba do evoke the Prophet himself in one way
or another, usually directly by using his name or (more commonly) one of his
various attribute-names. A good example is Basit #1 in IJ (also Quddam #1 in
IM and MW), which does not use the name, Muhammad, but does include four
of his most common attribute-names (the Seal of the Messengers, Ahmad, the
Guide and the Messenger). The seventh line of this very well-known san‘a

They are suns and full moons in the sky
while mankind are their stars in the dark before dawn

echoes a significant theme in the nitha: comparing the object of praise to an as-
tronomical object. However here the praise is directed at the Prophet’s lineage
(which is very much in keeping with a major theme of the Qasidat al-burda).
This line, and also the qufl from Basit #6

From his love he poured forth for me
a cup when I'was ill.
When it was firmly established in my heart
I quenched the burning thirst with it.

illustrate well the confluence in Ramal al-Maya of madih with other classi-
cal poetic genres. The poet of Basit #6 has woven gazal imagery and reference
to hamriyya into this panegyric. Such images are found in both mystical and
panegyric verse, but samriyya here in the context of al-madih an-nabawi is
interesting, as it is completely unknown in al-BusuT's Burda.

The nuiba also contains a number of images, and even entire sana’’, drawn
from Sufi mystical themes that on their face, without a larger poetic context,
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have little or nothing to do specifically with the Prophet himself. Sufi poets
frequently used a wide range of images and themes, ranging from gazal to
hamriyya and beyond. Much of this poetry associated with Ramal al-Maya pres-
ents fantastical or supernatural imagery, such as several poems attributed to the
great Andalusi mystic, a$-Sustari. Btayhi #7 is full of celestial images of clearly
initiatory significance: the sun, the full moon, the dawn, the universe itself:

The celestial sphere turns because of you

and illuminates and shines.
The suns and full moons

because of you set and rise

The meaning of these images is less important here than their presence and
the absence of the Prophet. Indeed the last line of Btayhi #14, also attributed
to a$-Sustar

Mention to me
the name of one who brings life to mortal remains

obviously must refer to Allah and not to Muhammad. A number of other ex-
amples appear throughout the niba.

In absolute numbers, by far the most common images in Ramal al-Maya
have been borrowed from love poetry. Certain gazal images in fact pervade
the nutba, sometimes in association with other genres, especially mystic/Sufi
verse (which historically came later and incorporated already-existing imagery
from gazal and other genres). And in a few cases, they are central to linking
many of these texts to the Prophet. A good example is the anonymous san‘a
Quddam #32:

From that valley I perfumed myself, O east wind.

I see each yearning one long for the great city.
Repeat the words of the ban-tree, indeed his words

pass my hearing sweetly, causing rapture.

In classical gazal verse, the east wind was the bearer of news of the beloved. In
Ramal al-Maya this idea retains its basic significance of evoking the beloved,
but this particular example shows that the connection to the Prophet must be
inferred in some cases. The love-poet saw the ban tree as comely, a figure of the
physique of the beloved, but here the tree becomes the beloved, speaking words
that enrapture the lover—a mixing of images worthy of the muhdat poets of
9th-century Baghdad. As with the east wind, this image is well understood as
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a thematic of love; the Prophet being the beloved must be assumed here, as
that is not explicit. This text thus illustrates one way that classical Arabic love
poetry has been distilled in Ramal al-Maya.

A more curious and interesting example of love-poetic convention evoked
in Ramal al-Maya may be found in al-Qa’im wa-Nisf #8. The third line of this
strophic poem presents a gazal-derived theme that would be strange indeed,
if applied to the Prophet:

O you who slay me with ( false) accusation
put an end to your flight.

This image of the beloved repeatedly wounding the lover with accusations is
a well-known theme in classical gazal verse, but to apply it to Muhammad as
seems to be the case here transforms the Prophet of Islam from a benevolent,
longed-for intercessor on behalf of the believer into an almost coquettish
figure tormenting the believer with lies. This san‘a text is a composite, the
anonymous composer having borrowed the qufl from a poem by the Andalusi
poet, Ibn al-Habbaz (d. before 776/1375?) but taken the gusn from an unknown
source. One wonders how a text like this has survived in a suite of songs osten-
sibly devoted to praise of the Prophet Muhammad.

Other significant themes deriving in one way or another from gazal verse
may be found in sana’i‘ like Basit #4, Basit #26 and al-Qa’im wa-Nisf #7. One
of these key themes, astronomical images, has already been mentioned in
connection with Sufi verse, but the idea is much older than the earliest mysti-
cal verse. In this regard, the noted Arabist Jaroslav Stetkevych (1993, 142-167)
outlines what he calls a “cosmic pastoral space” in the early Arab poetic evoca-
tion of the sky and the objects in it. Various bright objects in the sky, like the
Pleiades or Spica, appear in the pre- and early-Islamic Bedouin odes as vehicles
for expressing the poet’s longing and/or elegiac feelings toward his distant be-
loved, his passing the night in lonely surroundings, and so on.

Naturally the sun and moon, the predominant astronomical objects, have
always played a special role in the poet’s craft. Lichtenstddter (1932) finds such
images in the nasib sections of the oldest Arab gasida odes, in which the poet
ruminated on his lost beloved, and of course such images found their way into
gasa@’id devoted to love and amorous conquest. Bauer (1998, 218-219) maintains
that comparing the beauty of the face with either the sun or moon is one of the
most common poetic images across the Islamic world, and he also points out
that it is not confined to description of the beloved. Rather a shining face was
commonly also a sign of high birth and noble character in a hero or prince in
the panegyric gasida.
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Astronomical objects, especially the sun and moon, later came to serve
panegyrists in a more lyrical fashion at the hands of court poets during the
Umayyad period (39-133/660-750). At the same time, the political marginaliza-
tion of the holy cities of Arabia by the Umayyad state resulted in an absence
of political ambition and less interest in panegyric praise-poems directed to
powerful patrons there. Hamori (1990, 204) maintains that in this environ-
ment, love-poetry as such, without the multi-thematic structure of the gasida,
came into its own; and the Umayyad court poets appropriated this emergent
gazal genre.

However, it was mainly with the appearance of “courtly” love poetry under
the Abbasids, most prominently at the hands of al-Abbas b. al-Ahnaf (d. ca.
193/808), that gazal became fully independent of its roots in the gasida, even
if some of the most creative expressions of it came from the pens of men who
in fact made careers out of serving up generous helpings of colorful praise
to their patrons. Aba Tammam (d. 229/845) and al-Buhturi (d. 283/897), and
especially Aba Nuwas (d. 198/814), made extensive use of comparisons with
sun and moon in their efforts to evoke a heightened, almost hyperbolic sense
of amorousness. (See for example Bauer’s extensive catalogue of Abii Nuwas'’
solar and lunar references, especially pp. 212-213 and 218-227.)

By comparison, mystical verse was a relative latecomer as a genre that took
up the nasib-gazal thematics; the early examples of mystical uses of poetic
idiom date mainly to the early Abbasid era, and those that have survived usu-
ally reflect the gazal themes typical of the period. Homerin (1994) argues that,
except for al-Hallaj (d. 309/922), whose output was extraordinary in its size
and originality, the early Sufis of the 3r4/gth and 4t/10t? centuries produced
few original poems, but rather tended to appropriate images and themes from
existing poems as exemplars. Love, especially, suited the mystics well as a
metaphor for conveying their experience, and so Homerin finds a number of
mystic poets from the 374/9th to the 5t/11th centuries speaking the poetic lan-
guage of love, though at times turning it to their own devices through boldly
abstruse and convoluted rhetorical structures facilitated by the nature of
poetic diction.

Thus, we find two streams of astronomical images appearing in the early
classical Islamic period in the Arab Middle East. On one hand these images
were used in praise either of the beloved or a patron, and in mystical verse on
the other. To these we may add al-madih an-nabawt, which developed its own
lyrical qualities rather later. Suzanne Pinckney Stetkevych’s analysis (2010)
treats the praise poem devoted to the Prophet clearly as an extension of the
panegyric gasida that dates to pre-Islamic times, but the actual steps leading
from Kab Ibn Zuhayr's (d. 23/645) Banat Sudd, the original “mantle ode” in
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praise of and supplication to Muhammad, to al-Basiri in the 7th/13th century
are not well documented. Indeed, she is unable to identify literary sources for
much of the latter poem, apart from the Qur’an (Stetkevych 2010, 99).

Following in the footsteps of scholars like Zaki Mubarak and Mahmud ‘Ali
Makki, she sees the genre as being stimulated in part by the Shiite tradition
of poetry in praise of the Prophet’s family, which she says provided “poetic
precedents for the themes and motifs of medieval madih nabawt, but also the
elements of otherworldly supplication and intercession, and the heightened
emotive tone that characterize the medieval genre.” (Stetkevych 2010, 72) She
also maintains that Sufi devotional poetry played a role in encouraging a more
lyrical expression of devotion to the Prophet, reflecting an increased empha-
sis on personal piety and devotion in the classical Islamic era.? Interestingly,
she mentions the Christian conquest of al-Andalus as a significant stimulus in
the Islamic west for poems that both praise the Prophet and plead for divine
intervention against the infidel. Such poems are largely political in theme and
have left no mark at all upon Ramal al-Maya as we find it today. This is not sur-
prising, after all, because the contemporary Andalusian music tradition in Mo-
rocco belongs as much to North Africa in spirit and content as to al-Andalus.
Even ethnic Andalusi families in places like Tetouan and Fez, who provided
the initial social foundation for this tradition in North Africa, would eventually
have lost interest in appeals to Allah for help in defeating the Christian enemy:
dwelling upon this theme would only have reminded them of their defeat and
expulsion, of the fact that such help was not forthcoming.

Ultimately, al-Busiri’s Qasidat al-burda became the most important model
for all later poetic expressions of fealty to and love of Muhammad. Repeat-
edly commented upon, borrowed from, copied, and used in ritual fashion, the
Burda combines reflection, repentance, praise and supplication into an emo-
tionally powerful expression of pious devotion. Without question, then, the
Burda exerted an important formative influence on the texts that have found
their way into the Ramal al-Maya poetic corpus. And with regard specifically
to the gazal-related theme of astronomical imagery, lines 52-55 of the Burda in
fact provide a model for perhaps the most significant theme in the corpus: use
of various astronomical objects by way of evoking the Prophet’s beauty and
superiority to all others of mankind.

3 One might also see influence specifically from the so-called “Sunni revival” of the nth-13th
centuries, which may have encouraged more specifically Sunni-oriented expressions of de-
votion. For a good summation of this period, see Berkey 2003, chapter 20.
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Each miracle that other noble messengers have brought
Has reached them only through his light.
He is a bountiful sun; the others are its stars
Whose lights appear to mankind (only) at night.
Honored with the form of a prophet graced with noble nature,
In beauty wrapped, distinguished by his face.
Like a flower in complexion, the full moon in nobility
The sea in magnanimity, in intentions, beyond time. 55

Sun, moon, light — these are all images found in many places in the Ramal
al-Maya corpus, as in the trio of sana’imentioned earlier, which present these
images in typical ways. Basit #26, attributed to Aba Madyan, a Sufi poet and
religious scholar born near Seville who lived most of his life in North Africa
and the Middle East, ties the moon-image directly to Muhammad. The Prophet
is named, and his beauty (especially that of his face) is the moon, or moon-like,
in lines1and 5:

O Muhammad, O jewel of my necklace,
O full moon

Then I saw your full-moon face
when the veil was lifted.

Repeated associations of the Prophet with the moon like these have the effect
of rendering the moon as an emblem of the Prophet himself, so that for the
audience a direct mention of the Prophet is scarcely needed.*

Such is the case with al-Q&’im wa-Nisf #7, an anonymous text that links the
full moon directly to a figure that cannot be anyone but the Prophet, for the
person described is the “of the purest Arab stock” (min azka mudar, line 1) and
the “purest of mankind” (azka [-bashar, line 2). But the moon image is of par-
ticular interest also because it is linked here with light in lines 4 and 5:

He is the beauty of full moons

intercessor on the Day of Resurrection
One who has light

surpassing all light.

See the annotation to Basit #9 regarding the Light of Muhammad.

4 See especially the work of John Miles Foley (1995) on traditional referentiality. For a fuller
exposition of this argument see Davila 2013, Chapter 7, and 2012b.
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Other sana’i‘make use of the moon image metonymically, understood in the
context of Ramal al-Maya as referring to the Prophet, even if the immediate
context of the poem does not point directly there. Basit #4 is a good example
of this. The text was composed by the famous Andalusi literatus and political
figure, Lisan ad-Din Ibn al-Hatib (d. 776/1375). It is a well-constrained poem
that is nonetheless formed like a classic zajal (a bbb a) and presents a moment
from a Sufi mystical gathering. Line 1 puts forward a curious image:

Many a night I attained the full moon
while the stars of the sky did not know.

What does it mean? Clearly, this text bears initiatory significance and yet, it
does echo line 53 in al-BasirT’s ode. This would resonate with the more erudite
aficionados in the audience; perhaps it even is what the composer intended.
In any case, when performed alongside other sana’‘ that link the moon to
Muhammad, the effect is to evoke him for the listener as the full moon and
render the stars as figures of mankind.

When considered as a whole, moon-images are by far the most important in
Ramal al-Maya. They appear in all types of sana’i‘ (strophic and non-strophic;
classical, “Andalusi colloquial” and Moroccan darija) and in all five mayazin.
Even some barwala poems, such as Darj #5, cast the beloved’s presence or
beauty in terms of the moon. Viz. line 2:

He is the moon in the dark
my master, there is no remedy for loving him.

This line also brings out one final image that may be noted here as lying at the
nexus of gazal, al-madih an-nabawt and Sufi initiatory experience in Ramal
al-Maya: the lover wasting away from lovesickness.

The lover suffering from the pangs of love is likewise a very ancient theme in
Arabic poetry. The Bedouin bards used it, but it really came into its own with
the ‘Udhri love poets of late Umayyad and Abbasid times, who threw all cau-
tion to the wind in presenting the experience of love as a “cherished disaster”
(Hamori 1990, 205) for the lover who seeks union but remains nevertheless
at a distance from the beloved. He aches; he wastes away; he pleads with the
beloved to bestow one glace, one word, which even if given, only make his
suffering worse. The Umayyad and especially the Abbasid poets made ample
and colorful use of this theme; the Sufis adopted it also as an extension of
the love-metaphor to describe the state of the mystic in his separation from
the divine. (Lings 1990) Many of the texts of Ramal al-Maya deploy it, as
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well. The second and third lines of Basit #26 weave the love-sickness together
with wine-drinking, indicating the intoxication of love once again, both com-
mon devices among the Sufis:

Love has stirred up my passion
and love-pangs killed me.

You made me drunk upon my intoxication
from the delicious drink.

These are the more important poetic images and themes that are found
in Ramal al-Maya, and taken together they illustrate the fact that this niba
carries much more religious import than simply al-madih an-nabawt. That
genre shares the stage with Sufi mystical verse, and both borrow liberally from
hamriyya, madih, gazal and other themes in ways that mirror very well the his-
torical cross-fertilization of images and themes that is characteristic of Arabic
poetry of the middle ages generally.

Constraint

Given the problematic nature of the labels zajal and tawsih noted in Chapter 4
§5, I have found it worthwhile to consider the extent to which the formalities
of grammar, prosody and (to a lesser extent) orthography—especially those
most characteristic of poetic expression—have constrained the language in
these texts. These strophic texts exhibit a range of linguistic registers that do
not fit neatly into a binary schema of “formal” (or “classical”) vs. colloquial
Arabic. Texts labelled tawsih, which in principle should indicate a “classical”
register of language, frequently show grammatical and/or prosodic and/or dic-
tion features that otherwise would signal a more colloquial style of language
to the listener. In some cases, such tawsih texts appear less “formal” than some
others labelled zajal.

Rather than attempting to contrive a strict set of criteria for categoriza-
tion—at best a Pyrrhic effort, impossible at worst—I have opted merely to
take note of the most obvious departures from constraint. Broadly speaking
these involve, first of all, loss of final short vowels from nouns and verbs (ex-
cept at the end of a hemistich, i.e., where it most obviously serves a prosodic
purpose such as preserving the meter, which of course is an important type
of constraint upon poetic language), especially when the result is an expres-
sion stereotypically marked as colloqulal (such as the “throwing back” of the
final vowel of a pronominal suffix, as 6)\14’- for J\A or «\ or even }5 for 4
Other examples include loss of short vowels in unaccented syllables (e.g. )\@4.
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for J\.g,f,), conversion of dipthongs into long vowels (as ;ﬂi for i,_.afe), use
of some version of the first-person plural to indicate the singular (especially
when the short vowel is lost in construction, as J jl’\) for J )3\)), andythe intru-
sion of lexical items marked as colloquial, such as }k“\,a, or s for Jy\.

Of course, the varying rhyme scheme of the strophic forms is a given, and
therefore it has little to do with the issue of constraint as such. However,
throughout, tarsi* (whether as first-hemistich end rhyme, or the result of the
division of the line into three or more segments) is treated as contributing
to a sense of poetic constraint, as it is an elaboration on the fundamental re-
quirements of poetry as such that constrains the language and often shapes the
orthography of the text.

My comments on these issues of constraint are generally reserved for the
“Andalusi” strophic forms, as it is chiefly the shifting boundary between zajal
and tawsih that is at issue. Typically, the short garid texts that appear in this
corpus are very well constrained, in line with their composition in very formal
Arabic. Likewise, the Moroccan barwala is understood as colloquial, and where
they are found vocalized (in I] and MW) this reflects a very unconstrained reg-
ister of language. I have therefore not felt the need to comment in this regard
for these texts except in exceptional cases. In a similar vein, metrical consider-
ations, as such, do not figure into this discussion, since the metrical system(s)
of the Andalusi strophic forms have been shown to be problematic in many
cases and the subject of much scholarly discussion.

The Annotations

The annotations to the san@’i‘ given below cover a number of topics that are
discussed in detail in the introductory chapters. Their chief purpose is to pro-
vide the reader with analysis of each text within the boundaries of the larger
thesis of this book: that the written dimension of al-Ala serves an important
sociolinguistic function parallel with the sana’i-as-sung, while also preserving
evidence of the tradition’s mixed-oral character.

The main textual variants amongst the three printed anthologies are also
noted, as are significant departures from the most important manuscript
versions—Di144 and the al-Jami‘l manuscripts. In one or two places where it
seems instructive to do so, a comprehensive exposition of all versions of a text
in the various anthologies and manuscripts is provided.

The annotations also contain occasional elucidations on historical, geo-
graphic and literary references, imagery, and thematic elements meant to
complement the material found in the Supplements.

Where IJ provides a tab‘ for the san‘a, this is mentioned, as well.
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Translation Resources
The following works have been consulted in preparing these translations:

William Lane’s Arabic-English Lexicon; Reinhart Dozy’s Supplément aux dic-
tionnaires arabes; A. de Biberstein Kazimirski’s Dictionnaire arabe-frangais;
Hans Wehr’s Dictionary of Modern Written Arabic; Federico Corriente’s Diction-
ary of Andalusi Arabic, Gramdtica, métrica y texto del cancionero hispanodrabe
de Aban Quzmdn (Reflejo de la situacion lingiiistica de al-Andalus tras concluir
el periodo de las Taifas) and Poesia estrdfica (cejeles y/o muwassahat) atribuida
al mistico granadino as-Sustari; Richard S. Harrell’s Dictionary of Moroccan
Arabic; and Moha Ennaji's Grammar of Moroccan Arabic. In addition, I have
benefited in the more difficult and obscure passages from the insights of my
Moroccan informants, including Professor Mohamed Ezzahraouy and Profes-
sor ‘Abd al-Fattah Benmusa, as well as careful reading and comments by Bea-
trice Gruendler, Dwight Reynolds and Hilary Kilpatrick.
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I. MIZAN AL-BASIT

Basit#l—&;cmrb@\k}.ﬁ)\r;\l’ or: MJ)‘.«‘)\@:\.@)\M\ ho
also
Quddam1

IJ#1,p. 42
Benntina # 219, p. 270 (Basit al-Husayn)

Poet: Ibn Sa‘ld al-Miknasi
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The Seal of the Messengers of noble descent,

pure of origin, pure of soul.
The best one to whom the spirit of holiness

brought the Word of Allah, as a blessing.
Ahmad, the Guide, the Chosen, the Messenger,

the tree of majesty, the well-spring of honor.

Noble by birth [lit: stem or root], (by both) mother and father,
by (divine) gift and nature and forebears.
He is of the highest descent with regard to fathers,

and regarding offspring, the purest progeny.

The son of ‘Abd Allah, scion of the noble ones,

clothed in majesty, the most radiant garment.

They are suns and full moons in the sky,

147

and mankind are their stars in the dark before dawn.

Annotation

This san‘a is very well constrained by the rules of grammar and prosody, though

wit}} loss of i‘rab at the ends of the gusn lines, and the reduction of

JJY‘tO

J..ay\ in two places with resulting loss of irab, all acceptable poetic licenses.
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uru here is somewhat of a solecism L;"‘l being more correct; see Quddam #1),
but it preserves the internal rhyme. The degree of constraint is on the other
hand somewhat enhanced by the presence of tarsi*in the face of the expected
shifting rhyme scheme. The rules of ‘arad are violated only by two feet at the
end of line 6.

One small spelling/pronunciation lapse: }.ui for }{ , which is unique to IJ.
The matla“here appears only in IJ and IM (Quddam #1); neither MW nor D144
has it. Wazzani and Valderrama both have this as a suba‘yya written into the
margins of Basit, in tab‘ al-husayn. These two mss. begin Basit Ramal al-Maya
with a san‘a not found in the modern canon, which begins Hal dara zabya
l-hama an gad hama... (in tab‘ ramal al-maya).

Notable themes: Reference here to a number of common names/attributes
found throughout Ramal al-Maya (The Guide, The Chosen Messenger, etc.),
as well as to the Prophet’s noble ancestry symbolized by trees and wells. See
Annotation to Btayhi #4 concerning the Seal of the Messengers/Prophets.

The astronomical imagery in line 7 hearkens back to the nasib sections of
pre-Islamic gasa’id, in which the beloved or the object of praise might be por-
trayed as a shining object in the sky. But it is most immediately an echo of
al-BusirT's Qasidat al-burda, line 53:

é_ﬁ@ufwu;‘,jbﬂ}é B P N N2

He is a bountiful sun; the others are its stars
Whose lights appear to mankind at night.

They in this line refers to the other prophets and messengers. Whereas for al-
Busir, the other prophets reflect the light of Muhammad to mankind in the
dark, in this sana it is mankind in the dark that reflects the light of the Prophet
and his forebears together (both the stars and the planets shone by reflecting
the light of the sun in medieval cosmology).

IJ attributes this text to Abu l-Hasan ‘Al1 b. Sa‘id, the famous poet and an-
thologist, author of al-Mugrib fi hula al-Magrib (d. in Tunis, 685/1286). This
is certainly an error. These verses are found in Ithaf alam an-nas (v. 1, p. 314),
the fourth dawr of a muwassah by Abu 1-Abbas Ahmad b. Sa‘ld al-Miknasi (d.

872/1467).

1] gives the tab‘as al-husayn.
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Basit #2 — %2 S\ il gy b e

IM#1p. 37

Upon you, O Messenger of Allah, sincerest greetings,

and upon your family and the Companions, O best of those who are loved.
Your humble servant is standing by the glorious door,

so say “Welcome!” to the servant, O Messenger of Allah.

Annotation

This san‘a is unique to IM among all the antholgies and manuscripts. Given
that the text in IM is not vocalized, these otherwise mawzin verses must
depart from grammatical constraint by dropping the final fatha from e in
order to fit the meter } , sl properly. In other respects, this anonymous poem
is well constrained.

Notable themes: The Prophet here is evoked as beloved, along with his fam-
ily and the first generation of his followers, the Companions. The door here is
unique in Ramal al-Maya, referring perhaps either to the world of the Unseen
or to the Afterlife.
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Basit #3 — &)l A ke daslellho )

IJ#2p.42

MW #1p. 25

Bennuina # 222 p. 272 (Basit al-Husayn)
Zwitin #1 p. 13

Ambirka #1p. 7

— -

Bless ye all together, O ye people, the most noble of mortals.
And be content with the pious, noble ten.
Whenever we approach the Garden, a breeze from the dear ones
comes to us as a bearer of good news like musk and amber.

Annotation

Only the ‘ajuz of line 2 in either I] or MW comfortably fits the attributed meter
(P54 uLas) In addition to loss of i7ab in one place, the somewhat ragged
;,_,3\ o )és»y\ J..«:M mlxmg human and non-human plurals), and the
anomalous construction \y .2 together lend this san‘a a rather unconstrained
character on the page. The use of tarsi‘ameliorates this somewhat.
Line 1 according to MW, Ambirka and Zwitin (which is more commonly
sung, in the author’s experience) does not fit the meter much more comfortably:

DA AN L2 el fedbslel il

Bless ye always, O ye people, the most noble of mortals.
And be content with the pious, noble ten.

O I T P [ [CEEIICEPII e

IM places this in a footnote to his first san‘a in Basit Ramal al-Maya.

Notable themes: That news of the beloved is carried on the wind is a theme
found in classical gazal verse. Although the Prophet is not mentioned by name,
he is clearly referenced here as the “most noble of men”.
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The “noble ten” (usually referred to as :LA-\, EJSU\ "c_;...-” ) refers to the Compan-
ions of the Prophet named in two ahadit, related in the Sunan of at-Tirmidi
(#3647), the Sunan of Abt Dawud (Book 40, #4632) and the Sunan of Ibn Majah.
They were promised Paradise during their lifetimes: the four Rashidun caliphs
(given in order of their service as such), Talha b. ‘Ubayd Allah (d. 36/657), az-
Zubayr b. al-Awwam (d. 36/657), ‘Abd ar-Rahman b. ‘Awf (d. ca. 33/652), Sa‘d b.
AbiWaqgqas (d. 52/674), Abu ‘Ubayda b. al-Jarrah (d. 18/640), and Sa‘id b. Zayd
(d. 51/673).

IJ gives the tab“as ingilab ar-ramal.
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Basit #4 —)Aé\gbjléjésg) 0

IJ #3 p. 42

IM #2p.37

MW #3 p. 25

Benntina #274 pp. 307 (Basit Ramal al-Maya), 331 (Quddam Ramal al-Maya)
Zwitin #2 p.13

Ambirka #2 p. 7

Poet:  Lisan ad-Din Ibn al-Hatib/Abi l-Hasan a$-Sustari

~ e — —

M — — v — v — | v —

Many a night I attained the full moon
while the stars of the sky did not know.
May Allah preserve this night of ours and watch over.
Whatever union of ours it has brought together,
Let the time disregard it, and the watcher, too.
If only the flow of daylight did not happen.
May Allah judge in our favor against the dawn.

Annotation

The meter is a variation on al-hafif, as noted by Benntina, with occasional
lapses and the final foot of each hemistich reduced to two or three syllables.
Constructed like a model zajal but identified as tawsih, this strophic poem
of course features a shifting rhyme scheme, but in other respects, the text is
highly constrained, making use of tarsi* in matla“ and qufl, and showing no
departures from grammar or standard poetic licenses.

Ambirki gives (} for Yand L for )& .
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These verses are the matla“and first gusn (lines 1-5) of muwassah #1 in the 1969
edition of Diwan Lisan ad-Din Ibn al-Hattb as—SalchnZ, V. 2, p. 783. The @juz of
the third line in the Diwan reads: b2z 1y}l ey | &\ (“whatever union of love
[it has] brought together”). Benniina notes that the matla“ is borrowed from
the harja of a muwassah by ag-Sustari (Diwan as-Sustari, #36, pp. 159-161), itself
borrowed from a poem by Ibn Zaydin (Corriente, 1988).

Notable themes: Ibn al-Hatib (d. 776/1375) adapts the “watcher”, the desire
to prolong the night, and the beloved as astronomical object (here, the full
moon)—by his day all longstanding themes in gazal poetry — to a mystical
love theme, set in the context of a gathering of Sufi mystics. While the Prophet
himself is not mentioned, the moon is a standard symbol for him in Ramal
al-Maya. (On contextualized meaning, see Chapter 4 §4.)

Ibn Jallin notes: “Due to the lack of fittingness of this selection to madih,
I set in its place the appropriateness of Ya rasulu llahi ya badri”

IJ gives the tab® as ramal al-maya. This same text appears in this mizan
in Wazzani and Valderrama, but said to be performed in al-husayn. It also
appears in Basit ‘Iraq al-Ajam (IJ p. 292; IM p. 249; MW p. 307).
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Basit #5 —gg).ﬁg\l.ﬁ\\dfﬂ)\i

J#4p. 42

_u__|_v__|_ _u__|_u__ =
_v__l——v—lvv—
_v_—lv—v—lvv—
_V_—lv—v—lvv—

—v——|v=v—|-= e I

O Messenger of Allah, O my full moon.
O supreme in honor and rank.
The full moon shone from your face.
When it rose from the Hills of Wada,
It put the sun to shame in the light, like rays (at dawn).
If only, the Judgement of Men did not happen!
“Let my night endure,” whenever I see my dawn.

Annotation

The meter resembles _x23-. In other respects, the text is fully constrained by
grammical and orthographic rules, by accepted poetic licenses, and by the use
of tarsi*in the matla“and qufl. This degree of constraint makes the label tawsih
more plausible, even though the poem is constructed like a model zajal.

Line 3:¢13J\L L : Taniyyat al-Wada‘= a hill outside Medina where is was cus-
tomary to bid farewell ($35) to pilgrims departing for Mecca.

Notable themes: The object of praise (Muhammad) as full moon outshin-
ing the sun, and prolonging the night of (mystical) love, both echo classical
poetic themes. Here the Muhammad-moon rises over a specific locale near
Medina—a geographical link to the life of the poem’s subject—in this case
even outshining the dawn (and preferred to the dawn, which brings the poet’s
night of mystical union to a close). On references to the Light of Muhammad,
see Annotation to Basit #9.

Given Ibn Jallan’s note to the previous san‘, and the fact that this text
seems to be unique to IJ, one suspects that this text arrived from an outside
source—perhaps the Sama‘ wa-Madih tradition of the zawaya—rather like
the marginalia found in some Kunnas al-Ha’ik manuscripts.

IJ gives the tab“as ramal al-maya.
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Basit #6 —b\:ﬁ‘piu”:f

1] #5 p. 42-43

IM #3 pp. 37-38

MW #3 p. 25

Zwitin #3 p. 13

Ambirka #3 p. 8

Poet: Ahmad b. ‘Abd al-Hayy al-Halab1

~ =~ —

The bridegroom of the Day of Reckoning,
the key to the door of success.
One whom the clouds shaded.

163

It protected him from the heat of the open lands.

Muhammad, who possesses nobility
and genuine miracles.
From his love he poured forth for me
a cup, when I was ill.
When it was firmly established in my heart,
I quenched the burning thirst with it.

Annotation

IM reads 426~ (“his pool”) for £ inline 4.

Perhaps following Moroccan colloquial pronuciation, MW gives é.:nj« for f,\.:;.i
in line 5. Other than the expected rhyme scheme for this strophic poem, there

are no other notable departures from the constraints of formal verse. Indeed,

the use of tarsi*suggests a somewhat greater degree of constraint.

These verses are from a muwassah by al-Halabi, found in Anis al-mutrib

(p- 6), and in Iltigat ad-durar (v. 2, p. 302).

1] gives the fab“as ramal al-maya.
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Notable themes: The Day of Judgment is presented here as a wedding, with the
Prophet as the bridegroom—the honored male at the center of the ceremony.
He also figures here as the sagin, the wine-pourer figure common in hamriyya
verse and a link to the mystical “wine” of the Sufi experience. 42% in IM
refers to a pool of water which the believers will be given to drink from on the
Day of Judgment, related to al-Kawtar, the Fountain of Abundance. The clouds
refer to an incident recounted in the Sira of Ibn Ishaq/Ibn Hisam in which as a
child Muhammad joined a caravan which was observed by the Christian monk
Bahira to have a cloud following it, shading the young boy from the sun.
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Basit #7 — r\}gj\ C\? or il

IJ#6p.43
IM#4p.38
MW # 4 p. 26
Zwitin #4 p.13
Ambirka #4 p. 8

The crown of the noble ones, the one who brought the religion.
Effacer of the darkness, he leads me to guidance.
The best of mankind, his light illuminates.
The moon rises up. Its fame has become widespread.
One whose smoothing the path has helped religion.
The full moon, encountering him revives me.
Healer of illness, he pours for me (to drink) from his pool
Annotation

A humasiyya in IM, Ambirka and Zwitin.

IM third line: o, ¢ Lol 23; the fourth line: o4 2es (9..\,4 [strengthening his fame];

and the sixth line: @#»y)\.

MW sixth line: gé‘i:‘* Aoy

Ambirka and Zwitin give a different qufl:
dw\fx Arip
QUG o
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The full moon
has aroused my emotions
The one whose self is consumed
achieves the burning love of the lover.

Ambirka further gives the contemporary qufl in a footnote and notes that it is
more appropriate to madih.

IJ provides irab for the final syllable of the sadr in the matla‘ (which MW
does not). This is odd, because it disrupts both the tarsi* rhyme scheme and
pushes the meter away from the first hemistiches in the rest of the san, even
in the gufl. Of course, IM and MW are grammatically/orthographically accu-
rate with @..4 for IJ’s L;‘ In other respects, the text is well constrained by
traditional grammatlcal rules and licenses. All this, and the format of the text
(having a two-line matla“and qufl) make IJ’s attribution of “zajal muwassah” at
least somewhat understandable.

Notable themes: Muhammad as full moon, and bearing light, are common
images in this corpus, as is the Prophet as sagin, the wine-pourer of classical
hamriyya poetry, here the “wine” being the mystical waters of the Hereafter.
Likewise, the Prophet’s intercession and guidance, and his being the best of
mankind, also appear elsewhere; the Prophet as healer is not as common in
this nitba (see Supplement 1).

For more on the Light of Muhammad, see Annotation to Basit #9.

Line 7: 4.2 ¢ = a pool of water from which the believers will be given drink by
the Prophet on the Day of Judgment.

1] gives the tabas ramal al-maya.
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Basit #8 — oty - ol

J#7p.43

IM #8p. 38

MW # 7 pp. 26-27
Zwitin #7 p. 14
Ambirka #7 p. 9

—v——l—v——l—v—

O remarkable beauty, O best of mankind.
O beautiful face, O full moon.
O intercessor for mankind on the Day of Gathering.

Be my protector, (for) I have no other, O glorified one!
I am entering your sanctuary, O Muhammad.
Annotation

e _ LoE
Line 5 in MW: NP O AN (N

Iam inyour sanctuary, O my master, Muhammad
M quft: Wy Aea bl aetl dhedlggs

The last line in Zwitin: u\}\iﬂ\?@ Jl.\a G,

Ambirka gives J‘:\’ for \—.

Apart from the formatting of the text (which is unusual, even for one of the
Andalusi strophic poems) and some problematic metrical feet, this text is rela-
tively well constrained by the usual grammatical rules and licenses, a quality
that is enhanced by tarsi*in the qufl.

Notable themes: Mentioned by name, the Prophet is presented as the full
moon, as well as protector of the faithful and intercessor on their behalf. The
image of the Prophet’s sanctuary, meaning either the Haram a3-Sarif precincts
of the Ka‘aba, or perhaps his tomb in Medina, is an echo of the old Arab tribal
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ethos, in which the tribesman sought refuge with his kin patron-protectors. In
this and other sana’, the holy site replaces the tribal home. The listener may
infer this as deriving from several well-known ahadit, which show the Prophet
declaring Mecca to be a refuge for the believer—although the term used here
(é{- or L& in construct) is not used in these ahadit but in others to refer to
pasturage reserved for the use of the Prophet himself.

The Prophet’s career appears here as a complex negotiation between the
norms of the tribal ethos and his own vision of a religious allegiance that was to
transcend tribal identity. This theme, which is revisited in sana’‘such as Basit
#25, al-Qa’im wa-Nisf #2 and #13, and Darj #2, shows that this ancient ethos
still resonated for the anonymous poets or poet/composers who composed the
elements of this niutba centuries later (whether in al-Andalus or North Africa,
or perhaps both) and their audiences, if only as a familiar topos that invoked
ancient Arab tradition. See the Annotations to Basit #25 and al-Qa’im wa-Nisf
#2, which develop this theme in other ways.

IJ gives the tab“as ramal al-maya.
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Basit #9 — ($31) 5!y ($ =5

IJ #8 p. 43

IM #6 p. 38

MW #5 p. 26
Zwitin #5 pp. 13-14
Ambirka #5 p. 9

Poet: Ahmad b. ‘Abd al-Hayy al-Halabi/Abui l-Hasan as-Sustari

My remembrance and my devotions are for the wellspring of secrets.
Muhammad, the Guide, the Chosen One, the Select.
Our manifest Messenger, shining brilliantly with light.
My love-pangs, how sweet it is — my sincere felicity.
Bless the Guide, bless him, longingly.
Annotation

This san, like the other tawsih texts preceding it, is well constrained by the
accepted grammatical rules and licenses. The varying rhyme scheme of this
strophe is to be expected, but s\ breaks up the tarsi rhyme scheme, militat-
ing somewhat against the sense of constrained formality.

Ambirka reverses the ‘@juz of lines 2 and 3.

This san‘a shares its last line with Basit #11, in the same meter and also attribut-
ed to al-Halabi, but called there J’) . T have not been able to locate either text
in an outside source, but it is possible that they represent two strophes from
the same poem. But notice that these two sana’i share this with line 1 of Basit
#12, which comes from a poem attributed to a3-Sustari (Diwan p. 438, but likely
not authored by him, according Nassar). How does one explain this conver-
gence? If the attribution to al-Halabi is correct, did he himself borrow the line
from pseudo-as-Sustari, whether directly or indirectly (a$-Sustari having died
some four and a half centuries before al-Halab1)? This seems less likely, as it
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would be a rare example of strophic poetry in this tradition whose qufl actually
repeats text (and not just the rhyme scheme; at least one of a$-SustarT’s azjal
does this), The original song may have had a bona fide refrain (i.e., repetition of
both melody and text) in such a case. More likely, the attribution to al-Halabi is
due to other lines in the two san@’i“—or perhaps is specious altogether. Perhaps
this line is a modular element taken from a$-Sugtari and pressed into service in
these other two texts by one or more anonymous composers.

Notable themes: The idea of the “secret” or inner reality connects directly
to ideas found in Sufi literature, as do the ideas of love-pangs and longing,
in a different way. The Light of Muhammad is a common theme in al-madih
an-nabawi, proceeding from al-Busiri’s Mantle Ode, and before that, from
Quran 4174, with the mystical philosophy of illumination arising from the
famous Verse of Light (24:35) also in play, as well.

IJ gives the tab as ramal al-maya.
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Basit #10 — 134285 Lsl3 | glo V)

IJ#9p. 43

IM #6 p. 38
MW #6 p. 26
Zwitin #6 p. 14
Ambirka #6 p. 9

Poet: Ahmad b. ‘Abd al-Hayy al-Halab1

Give blessing indeed, standing and sitting

for the best of mortals, O ye who love.
Indeed, the lapses of sinners are effaced

by prayer for the exalted one!

Annotation

The second bayt:
MW:

L S R

Indeed, the lapses of sinners are effaced by prayer for the exalted guide!

IM:
dlblas £l bgsade M_ISL Y
Indeed, the lapses of sinners are effaced by prayer for him perpetually!
Ambirka:
s £l S NI
Indeed, the lapses of sinners are effaced by prayer for Muhammad!
Zwitin:

oellles s £ sl sl Je i)

Indeed, the lapses of sinners are effaced by prayer for the exalted guide!
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Zwitin also rejects ¥! throughout.

The textual variants across all the print anthologies strongly suggest the signifi-
cance of oral processes in the history of the preservation of this text.

Metrical and grammatical constraints are well respected in this san‘a.
Notable themes: Muhammad is the best of mankind, the Guide prayer for

whom erases sins; the seeker is described as a lover and calling down blessings
on him. All are common topoi of Ramal al-Maya.
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Basit #11 — \_}AL;W L

IJ #10 pp. 43-44

IM #8 p. 39

MW #8 p. 27

Zwitin #8 p. 14
Ambirka #8 pp. 9-10

Poet: Ahmad b. ‘Abd al-Hayy al-Halabi/Abu l-Hasan as-Sustari

O company of pious ascetics, O my good sirs, stand.

We seize (this moment of) remembrance strongly, so extol

Muhammad, the glad tidings, bless (him) and wish peace (upon him)
My friend, bless the best of creation.
Bless the guide. Bless him, longingly.

Annotation

Zwitin gives (\..T.J for)f'c_'é , and & X Jo for Pishl J:;-\Jp .
Ambirki gives | ;&% for)f's:.'é .

L \}53\ loses a short vowel and final hamza (e\j:.bj\) for the sake of pronuncia-
tion and the meter.

This san@ is a good example of one IJ labels as zajal, but whose language re-
mains relatively well constrained by the religious register in which it operates.
Indeed, the only obvious gesture at a more unconstrained register of colloquial
Arabic is the loss of the medial short vowel inw\ mentioned above (the loss of
the final hamza is not unusual in classical verse). In contrast, 4Je , which might
be expected to lose its final vowel, does not.

Concerning authorship, see the annotation for Basit #9.
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Notable themes: The Sufi circle, in a moment of dikr invocation—not of Allah
in this case but of the Prophet Muhammad, who appears here in name, but

also as good news, the Guide and the object of blessing.

IJ gives the tab as ramal al-maya.
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Basit #12 — Lg:\.éjuc\}x.a
and
Quddam #36

IJ#1p.44
Benntina # 14 p. 275 (Basit al-Husayn), p. 287 (Q@im wa-nisf al-Husayn), p. 305
(Quddam al-Husayn)

Poet: Ahmad b. ‘Abd al-Hayy al-Halabi /Abui I-Hasan as-Sustari

—_—— - —

_—— —

—— ~ —

~ e — —

vv—v|vv——||——uc ——

Bless the Guide. Bless him longingly.

My strength, and my guidance.  Truly, the Chosen One.

He is the aim of my desire. From his pool we are poured.

On the day when the people will be in the strong grip of adversity.
And “O Ahmad!” is called out. O intercessor for mankind!
Annotation

D144 gives ($3! sl for $5! +, and Eﬁ for/pi, and & A for 2l (On % ¢, see the
Annotation to al-Quddam #36.)

Bennuna attribues the poem to al-Halabi (p. 136 n. 342), but also attributes
the first two lines to a non-strophic poem by as-Sustari (see annotation to
Basit #9).

The rhyme scheme is not typical of poetic agjal, with all five lines rhyming
together and the gusn distinguished by tarsi, rather than end rhyme. Line 3
alters the metrical pattern, such as it is, and there are inconsistent feet there-
after. In other respects, however, this san‘a is well constrained by the rules of
poetic expression.

Notable themes: The Prophet is named as Ahmad, evoked as Guide, the Cho-
sen One, intercessor for mankind on Judgment Day, and as “Highly Praised”
(Ahmad), becomes the object of love and longing. The pool is the sacred water
that believers will drink from on the Day of Judgment.

IJ gives the tab“as ramal al-maya.
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Basit #13 — )9 ke Gbpe

IJ #12 p. 44

IM #9 p. 39

MW # g p. 27
Zwitin #9 p. 14
Ambirka #9 p. 10

Poet: aé—gayb Ahmad al-Hadrawi al-Makki a$-Safi‘

By the best of those to whose door come

the kings of men with humility and contrition.
May Allah bless him as long as the faint breeze

of the morning whispers and the nightingale sings

Annotation

MW and IM give C,we::" in line 2.
“~a = to whisper softly
=2 = to say “Amen”

The poem adheres well to the usual constraints of grammar and prosody.

Notable themes: The idea of the Prophet as receiving the contrition of kings is
unique in this niba, but the theme of natural phenomena as temporal marker
of the blessings of Allah upon the Prophet (marked by the adverb ) reappears
throughout Ramal al-Maya, drawing from the same theme in Qur'an (viz. 7:57,
30:46 and 48, et al.).

These are, evidently, al-Hadraw1’s most famous lines, because they are part
of the short selection that Ayyubi (p. 59) gives. More verses from the same
poem may be found in an-Nabahani (v. 2, p. 193). The orginal (?) version of
these verses may be found in al-Hadrawi's book, Nafahat ar-rida, p. 40 of the
1999 edition:

SISV Jtl 4L GRS
Sl G5y kYNl AL [

as long as the doves of the woods relate (ie: sing)...
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Basit #14 — ,\s

J#13p. 44

IM # 14 p. 40

MW # 10 p. 27
Ambirka #3 pp. 11-12

Poet:  al-Bura‘i (Ibn Jallin) / a$-Sustari (Ibn Mansiir)

~— —

~ — —

No peace have I except meeting the dear ones.

They are my masters,  those standing by the door.

My dear ones, my life has grown sweet because of them.
My life is better, and my affair has become (well) ordered.
There is fortune in seclusion with my sincere friend(s).
Annotation

Line 5: MW gives "o}\; and & (“my love”) for :,; 1] gives ":}l;, which is not
attested in any lexicon. This loss of a final vowel from f >~ may be the one de-
parture from constraint that leads MW (and Ambirka) fo call this text a zajal.
The only other such departure is the rhyme scheme, which is here more typical
of a model muwassah than a zajal.

This text does not appear in either Diwan as-Sustari or Sarh diwan al-Buraf.

Notable themes: “Seclusion” here refers to the practice of private gatherings
in the Sufi zawiya. The connection to al-madih an-nabawt here is tenuous at
best. The “masters” might be stretched to refer to the prophets, though the
context pretty clearly indicates that they are the seeker’s spiritual masters, the
so-called “Friends of God".

I] gives the tab“as al-hamdan.



\O.la...w{“

-

Lol 2o Jik

SIS e 131 Je s 5ok
TN e L S A g 2
j‘j)d}ﬂ\u\;ﬁyi«(\;\ b\\gfﬁ“b J}»;\OL



I. MIZAN AL-BASIT 193
Basit #15 — WJJ)\};&O%“))J\:

[J#14p. 44

IM #15 p. 41

MW #11 p. 28
Zwitin #14 p. 15
Ambirka #14 p. 12

Poet:  Sidi Ahmad al-‘Ariisi al-Magribi

Hasten to greet the blossoms of His garden
before death, and let not excuses distract you.
If the eye did not see His abundance, O regret,
or did not visit Him, then longing indeed is a (frequent) guest.

Annotation

)a\j here for )ai\j, a poetic license to preserve the meter, as allowed within the
constraints of classical verse. In other respects, grammatical and prosodic, the
text generally represents the more highly constrained end of the continuum.
Ambirka (footnote, p. 12): “These verses belong to Sidi Ahmad al-‘Arasi al-
Magribi, as Sid1 Yasuf an-Nabahani established in his collection, but with some

alteration [ A Ué;ﬁ]

Al-‘Aruist’s poetry does not appear in the al-Ha’ik manuscripts, including D144.

Line one here appears in Ayyubi (p. 73) and in an-Nabahani (v.2 pp. 171-172),
though the ‘ajuz is different:
s,

P PR OR o . PR S PR
Dl S Pl sl Je s Dol
... determined effort is a sword, so let not excuses distract you.

Notable themes: The saintly personages presented as the blossoms (literally
lights, though the former is the more logical) of Paradise do not necessarily
include the Prophet, although that might well be understood in performance
context.
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Basit #16 — 2 15.3\}15
also: eﬁ‘l i
Quddam #24

IJ#15p. 44

IM #10 p. 39

MW #12 p. 28
Zwitin #10 p. 14
Ambirka #10 p. 10

He is the glorified Prophet,

the Chosen One—what a perfect imam!
The black-eyed, the revered

one who was singled out from mankind.
One whose perfect face

is like a halo round the full (moon).
One who has brought us success,

may the Lord of mankind bless him
As long as a bird weeps in the foliage

and yearns longingly for the object of desire.

Annotation

Zwitin and Ambirka: \'\Nbﬁ L ats for’r\;‘w &5, o Ja;u» .

This is not the classical meter C)_.é\ but e )\ The basis of C)@\ is: UL&\.U

whereas > )l is: J\s.a_..m or uk\._)u (with J\w and u\»u possible in places).
This altered terminology is endemic throughout the printed anthologies,
which suggests that *» )| is simply called 7 J.@)\ in al-Ala. 1 have not found a
Moroccan expert who can explain this, either theoretically or historically.

IJ's vowelling here disrupts the meter in the first and eighth hemistiches.
MW’s vowellings ( d’M and «_,k) fix the meter (though they may or may not
more closely reflect the san‘a-as- sung). However, these represent departures
from the more constrained register IJ is obviously reaching for. Thus the prob-
lematic nature of this text leads to a negotiation between competing demands
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of prosody, reflecting parallel competing value loads inherent in the oral vs. lit-
erary uses of the text. The two anthologists who vocalize the text have resolved
this problem differently, reflecting their different assumptions about the uses
of their anthologies—Ibn Jallan clearly striving for a more diwan-like, iconic
representation; ar-Rayis aiming at a more practical, performance-oriented
handbook.

Note also the strophic nature of the text, which is not identified as either
zajal or tawsih (but nevertheless represents a significant departure from clas-
sical structural constraints) and the use of tarsi“in each line, which varies with
the end-rhyme scheme and evokes a more highly constrained, poetic register.

Notable themes: The beauty of the Prophet’s face is once again compared to
the appearance of the moon in the night sky, though with details rarely found
in the corpus. He is identified as the Chosen One, one of his more common
epithets in Ramal al-Maya. Also we again find the temporal condition as long
as tied to a natural event: the bird singing in the foliage, which echoes a theme
found in Nubat al-Maya, where the same bird appears as the harbinger of sun-
set in the context of a meditation on the approach of death.

IJ gives the tab‘as ramal al-maya.
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Basit #17 — Olisly o2) é
also
Darj #20

IJ #15 pp. 44-45
IM #11p. 39
MW #13 p. 28
Zwitin #11 p. 15
Ambirki #11 p. 11

Poet:  a$-Sustari (melody by Sidi ‘Abd al-Karim b. Zakir)

o [ L
(o) =l e =] (-=-)
e E T
In contentment and favor and lofty rank,
His character is the best, with (its) banner and glory.
The longing of the servant for the Prophet, the Messenger stirs
My Lord, bring (his) arrival close to one who laments the distance.
Perhaps the east wind brings me close to my aim.
Time in love of one whom we know  oppressed me.
I fasted from him for a time and made him my fast-breaking.
Annotation

IM gives Jiﬁ\ i “with lofty rank”) in the ‘ajuz of line 1, as in Darj #20 also.
gives - ty y ]

Both Zwitin and Ambirka present this as a humaséyya. Both give $ J)aﬁ Cla
for )aﬁ ada

This is the 6t dawr of the muwassah Qabla kawni z-zaman, which is found in
Diwan as$-Sustari, #30, pp- 145-147. The Diwan contains the following variants:
Line 3 ‘ajuz: g;.:-“ 3}53\) (“the longing of the servant increases”); line 6 ‘ajuz: ;y»
S ;)35 (“one whom you know”).

In terms of grammar and orthography, this san@ is relatively constrained
(with one accepted license—conversion of 1 to 1), though the complete
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suppression of irab for an indefinite accusative of time (Q\j\, rather than [)\j,
for \j\j\ ) has somewhat the flavor of the conversational, even if the metrical and
rhyming requirement is apparent. Moreover, as perhaps should be expected
for any text labelled é‘ ‘9, there are several significant departures from 2 ,\acl!
(whose basis is )b ). This text is mirrored in Darj #20, which is found only
in IM. That rendering is rather more orally marked. The clearly possessive qj
here is rendered , in unvocalized form there, indicating a reduction of ( to
kasra that suggests the anthologist (or some earlier manuscript version) work-
ing from the san‘a-as-sung.

Notable themes: Here the east wind, rather than being the bearer of tidings,
bears the lover to the beloved (Muhammad). He is named as both Messenger
and Prophet, and of course is longed after and credited with the favor of Allah,
high rank and noble character. The image of fasting is not common in Ramal
al-Maya.
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Basit #18 — r\_'}-\ é

IM #12 p. 40
Benniuina # 226 p. 274 (Basit al-Husayn)

——v—|=-=v—-]-=

Rl (SRS I

——e— == ]--
v—v—”v—v—l——

——v—||v—v—|——

The scent of the desert violet when you pass by the ban tree,

Recite the greeting from me to the king.
Salute the abodes and whoever lives in them.
Turn away many times and arouse those in repose.
The timorous gazelle dwells in my heart’s blood.
The full moon has aroused sorrows in me.
He decrees a burning thirst for the lover who is wasting away.
Annotation

IM also places this text as a humasiyya in Btayhi al-Maya, pp. 361-362. This san‘a
appears as a humasiyya in Btayhi al-Istihlal I in D144, as well.

Benniina gives several variant readings in Basit al-Husayn:

Line 2: gwupkgﬂ r)k;!\!}\/
Recite the greeting from me upon the king,
Line3: Sbll(>
Line 7: L}m\j;fi\ r\é‘)lgafé
He decrees burning thirst for the thrall who is wasting away

rbl\ here is a reduction and colloquialization of u’[}‘—\ noted by Lane in his
Lexicon. Other departures from constraint include the meter (problematic as
often as not for the Andalusi strophic sana’i‘) and )| », which has a rather in-
formal quality, having dropped not only the tanwin but the accusative marker
altogether. Otherwise, the text remains rather more constrained than some
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others in the corpus, and the use of tarsi* that varies along with the end rhyme
enhances the sense of poetic diction inherent in the text.

Notable themes: The gazelle, the ban tree and the lover wasting away, full of
sorrows and/or thirsting for the beloved, come right out of the gazal poetry of
the classical period. As elsewhere, the Prophet is referenced only through the
image of the full moon.

This text is found in Wazzani and Valderrama.
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Basit #19 — 4, s

IM #13 p. 40
Benniuina #157 pp. 278—279 (Basit al-Husayn)
Ambirka #12 p. 1

Poet: Abu Bakr Muhammad Ibn Zuhr al-I$bili

__v__”__Vv_v_”_vv__

What is the matter with the crazy man?
He recovers not from his drunkenness.
0O, what a drunkard!
From something other than wine
I am dejected (with) longing
which laments the homeland.

Can our days in al-Haljj and our nights be brought back
When the musk of Darina  is received from the scented breeze?
Or does the beauty of the joyful place nearly revive us?

A garden, which is cast in shade
by tall, comely trees
with leafy branches.
And water flows,
with a swimmer and one immersed
among the fruit of the fragrant plants

Annotation
%‘ was a park or greenspace in Seville during the Islamic era.

L.,\> = Darina, on the eastern shore of Arabia, known as a port for perfumes
and musk.
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These verses form the matla‘ and first dawr of Ibn Zuhr's muwassah #22 in
‘Isa (p. 192), and they are an extremely popular text in al-Ala, being found as
suba‘iyya in IJ, Basit ar-Rasd (p. 168); in MW, Btayhi ar-Rasd (p. 191); and in D144
Qa’im wa-nisf al-Maya (p. 233) and Btayhi ar-Rasd (p. 417). The matla“is also
found separately in D144, #52 in Basit al-Istihlal II (p. 160); and in IM, Btayhi
ar-Rasd (p. 160). And it is found as a fumasiyya in IJ, Qa’im wa-nisf ar-Rasd (p.
159) and Btayhi Garibat al-Husayn (p. 199); and as just the first two lines of the
gusn in Btayhi Garibat al-Husayn in MW (p. 225).

Variants: IM in Ramal al-Maya is very close to the version found in Fawzi
‘Isa’s Ibn Zuhr (al-Hafid) wussah al-Andalus; the only different item is also a
variant Isa finds in one of his sources.

Line 1in MW and IJ (Btayhi ar-Rasd):

2
- b AN i
How is it that I am crazy

and do not recover from my bewilderment
a passion intoxicated?

None of these variants appears in the sources ‘Isa cites; IM is the same (given
that both are unvocalized), but D144:

A NN
Line 2 in MW, IJ and Ambirka:
WALE SO R
From some thing other than wine

I am dejected with longing
a stranger to the homeland

Tsa: 5,20 sl
O, what a longing, dejected one!

Again, IM is closer to the diwan, and none of the variants in MW or IJ is found
in Isa’s sources. D144:

RIRA RN SACSI F

I lament...
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Line 4: I] gives: J\.aNA )\ which Tsa finds in Ibn Khaldun.
MW, Ambirkd and Di44: 3 )

Line 5:1J: QK: o} ly; Isa, Ambirkii and Di44: 3&: aly
MW: bz
Line 6: IJ: 4| (a misprint or copyist error") Isa gives: y¢

(but does ﬁnd U9 in one of his sources); MW: 0\73‘9\ d)}‘ (“verdant”); 1J:
u\..a‘ﬁ 33 v+ (“splendor”); Ambirka and Dig4: u\..b) Iy (“bursting into leaf,
luxuriant”)

Line7: MW: (\p o for (\9) Ambirka: (‘\9 and IJ: ou)\ d’u‘ “from gath-
ering the fragrant plants” ~

This san‘a, with its tri-segmented lines, makes extensive use of tarst, which
enhances the sense of poetic formality or constraint, even though the first seg-
ments of the matla“and qufl do not rhyme completely. Grammatically, the text
is almost fully constrained in its use of {7ab (though inconsistently for segment
ends, due to rhyme and metrical considerations). The meter, such as it is, is
based upon the number of syllables in each segment (5 - 7 - 5) but it is very
consistent throughout and probably links to stress deriving from the melody.
Thus this muwassah by one of the masters of the Andalusi genre retains a high
level of constraint within the boundaries of the poetic register.

Notable themes: The intoxicated mystic is known elsewhere in Ramal al-
Maya, as are images of gardens. Here we also find rare references to places
outside of the Hijaz, one in Seville and the other in Arabia. The latter provides
occasion for evoking indirectly the breeze bearing news of the beloved, though
hardly to be understood in quite the same way here, and certainly not as neces-
sarily indicating the Prophet. Indeed, there is little in this san‘a that links it to
the more common themes and images usually evoked in Ramal al-Maya, apart
from its general mystical tone and the vague evocation of a beloved companion.

This text is found in Wazzani and Valderrama with substantial variations.
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Basit #20 — 3Sw) 3 J 4 iall

IJ #17 p. 45

MW #14 pp. 28-29
Zwitin #15 p. 15.
Ambirka #15, p. 12

Poet:  Sidi Ahmad al-‘Ariisi al-Magribi

—_——— = = | == v —

~— N —

O ye people of Mecca, there is a moon for me in your locale,
righteous, sympathetic, urging the doing of good.
O choicest of messengers, O highest of mankind in honor,
sins and burdens have weighed heavy on my back.
Distressing misdeeds distract me from you.
I fear the Fire will burn me because of them.
So be my intercessor for missteps I committed before
and lapses, for indeed the Lord is oft-forgiving.

Annotation

Line 1: Tayba (indefinite and diptotic) = the Prophet’s city, ie: Mecca

These lines are said to be from the same gasida as #15 above, though these
verses are not found in either an-Nabahani or Ayyubi. As such, it represents a
similarly high level of constraint by the rules of grammar, prosody and poetic
diction.

Zwitin and Ambirka reverse lines 2 and 3

Notable themes: The Prophet as the moon, as most honorable/noble, righteous

and sympathetic of mankind, and as intercessor on behalf of the believer wor-
ried over his sins.
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)
Basit #21 — Cag Lo o ! dlelde Jo

IJ #18 p. 45

IM #17 p. 41

MW #15 p. 29
Zwitin #16 pp. 15-16
Ambirka #6 p. 12

Poet:  Sidi Ahmad al-‘Ariisi al-Magribi

May the god of the Throne bless you as long as

gray doves weep and blossoms spread in the Garden.
And your family, and your fortunate Companions

as long as a star shines, as long as heavy rain pours down.

Annotation

Line1, IJ: C,J;‘ (?) for g

P23 .
s W
FIP S

IM and Ambirki give: line 1, &£ (“give scent”) for & £l ; line 2, M2 (“the
stars of the night”); IM gives ;,45\ s (“your excellent (?) family”).

The line 2 in Zwitin is rather difficult to read and somewhat confused. It
appears to read:

She (9] gl Yo Lol fos 513 4T

And his family [?] and upon his [ ?] Companions
as long as a star shines and as long as heavy rain flows.

See Annotation to Basit #15—as with #20 above, this text exhibits similar levels
of constraint by the rules of grammar, prosody and diction. First line only ap-
pears in an-Nabahani and Ayyubi.

Notable themes: A common topos in this nitba is the temporal extension
(often using 4s ¢l ) of some blessing for the duration of a natural phenom-
enon, suggesting in effect that it continue until the end of the world. Two sets
of two are mentioned here. Blessing is also brought down on the Prophet’s
Companions and family, as well.

IJ gives the tab‘as hamdan.
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Basit #22 — rJT?WJ?o*WE
1] #19 p. 45

IM #18 p. 41

MW #16 p. 29

Bennna #232 p. 280

Zwitin #17 p. 16
Ambirka #17 p. 13

Poet:  Ibn al-Hatib

O Chosen One from before the creation of Adam,

when the locks to existence were not (yet) opened,
Let creatures long to praise you after

the Creator praised your noble qualities.
Annotation
Diwan, #645 v. 2, pp. 714-715.

See also: Nafh at-tib (1988), v. 5. p. 167.; and Durrat al-hijal v. 2, p. 274.

Zwitin begins first line: uﬂa.a» Ll

215

In addition to sound metrical structure and absence of grammatical or diction

features stereotypically marked dialectal, the use of tarsi“ adds to the formal

tone of this fully constrained text.

Notable themes: The Chosen One ( &Lﬂal\ or )\:.'é\) is a common attribute
of Muhammad in Ramal al-Maya, here coming from before creation—the
locks on creation being unique in this nuba. The Prophet’s noble qualities and
worthiness of praise are also mentoned. The praise from the Creator here is, of

course, an echo of the Prophet’s own name.
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Basit #23 —24& 215 49

IJ # 20 pp. 45-46
IM # 19 pp. 41-42
MW #17 p. 29
Zwitin #18 p. 16
Ambirka #8 p.13

My love is renewed
Possessing singular beauty
And longlasting glory

Possessing elevated rank
And inviolable Cave
The Guide, the Intercessor

Possessing upright stature
And exalted character
The Noble Guide

Possessing rosy cheeks
And kindling light
And pure speech

for Taha, the lauded.
and everlasting good fortune
he is Muhammad, the Prophet

and rare and marvelous form
and broad breast
he is Muhammad, the Prophet

and beautiful face
and imposing grandeur
he is Muhammad, the Prophet

wide-open eye
and eternal glory
he is Muhammad, the Prophet

217
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One who loves Muhammad comes into richness and sustenance

One ardent for Muhammad his life becomes enjoyable and praiseworthy
How does he seek and sing about Muhammad, the Prophet?
Annotation

i
MW, IM, Zwitin and Ambirki have only strophes 1, 2 and 5; all read ($3 for 53 at
the beginning of strophe 2.

Strophe 5 in MW:
K s “Se i .
Nos ala e W e
becomes happy, supported

Fd
i, P leo - s = s .
Xy ataellp EFSep

his life becomes wholesome and pleasant

2 > T~
Pl O U

how does he sing and recite

From strophe 5 in IM: J& J: s\ L2 (“he becomes happy with his life, and satisfied”)

. - 7 P

when he calls out and sings

Zwitin and Ambirka reverse the 34 and 4'* segments in the middle of strophe
2; and drop » from 4Z. in the final strophe. Ambirki also gives s for 3= in
the final strophe, as well.

This poem bears a distant similarity with a zajal or a muwassah, but in fact
it takes the form known as &w.\il\ , that is, built upon 3-line strophes with the
third rhyming in common, a form often used for didactic purposes in classical
literature. And in fact, the text being generally inflected within the bounds of
poetic licenses, and lacking many features stereotypically marked as dialectal,
there are few indications of the kind of less-constrained language that would
be typical of a zajal—save the loss of several final vowels in the mudari‘in the
last two lines—hence the attribution of tawsih in all but IJ. However, the metri-
cal system is as unconstrained as many strophic poems in this corpus.
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Line 1: Taha = the title of the 20" sitra of the Qur'an, deriving from the two mys-
tical letters 4b that begin it; here, though, an epithet of either the Prophet or
of Allah, according to the Moroccan Sufi Aba I-Abbas Ahmad b. Muhammad
b. al-Mahdi Ibn ‘Ajiba al-Hasani (b. 1160 or 1161/1746-7 d. 1224/1809) in his tafsir,
al-Bahr al-madid. It signifies, in one version, “purity” by itself; and in another, L
stands for _a\Ll (“the Pure One”) and » for ($5\¢)! (“the Guide”)—both epithets
of the Prophet, but also (and perhaps originally, since they are in the Qur'an)
of Allah. For a discussion of the symbol of light in strophe 4, see Annotation
to Basit #g.

IJ gives the tabas ramal al-maya.
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Basit #24 — il 43
also
Qa’im-wa-Nisf #12

IJ #21p. 46

IM #20 p. 42

MW #8 pp. 29-30
Benniina #2091 p. 318
Zwitin #19 p. 16
Ambirka #19 p. 16

O lovers of the best of mankind,
Taha the trustworthy stirred my love.

In every moment I send my greeting,
And I say to him, “O best of mankind

O you who captivated my mind and my sense
When will I see you?” Such are my hopes.
Annotation

Identified variously as zajal and tawsth, this san‘a is unusual in being a
sudastyya: the gusn is four lines long instead of three. Apart from metrical con-
siderations (which in any case are generally problematic among the Andalusi
strophic forms in al- Ala) less-constrained/non-standard featu}res of this sana
include: /na-/ as marker of first person singular imperfect (4 J j.g) —known
from Andalusi colloquial, as well as some varieties of relatively constrained
post-classical verse—and loss of first-syllable short vowel common in Mo-
roccan pronunciation, though not typical of Andalusi Arabic (see: Corriente,
1980); 44 (attested in Corriente, 2000); and loss of final vowels in perf. and

imperf. verbs J,.a)\ J}ru CA
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MW version:
VAT el
VN R
SIS [P <A -
%uT_;\&j A G

Note that this arrangement disturbs the rhyme scheme but has the virtue of
following the melodic structure: aaaba. '

Further dialectal features in this version: }3 Joi9, AS above, the long final /a/
being an echo of Andalu51/Moroccan dialectal reduction 45 AS - }5 Also, fur-
ther loss of final vowel - Jb

IM:
Bl it
et el
V2 W W
ALY L Y AL s
Sl
the full moon

And1say, O best of mankind O scion of the noble honored ones

(For) years long you are my desire
Zwitin:
// I -
dff SO (I e L)

srorh e ey Jﬁv{&
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Ambirkil’s text is almost identical to Zwitin (though arranged on the page
as MW), but gives 5\.« Yin place of JL!, which completely breaks with the
rhyme scheme. -

Notable themes: On Taha, see Annotation to Basit #23. The basic theme
here, the love of the seeker for the Prophet (evoked here only as the “best of
mankind”), his preoccupation with him, and his desire to be with him, are all
common topoi in Ramal al-Maya.

Found in Wazzani and Valderrama.

IJ gives the tab“as al-husayn.
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Basit #25 — r}\) J}\J\L

IJ # 22 p. 46

IM # 21 p. 42

MW #19 p. 30
Zwitin #20 p. 16
Ambirka #20 p. 14

Tie the saddle bags and decide, O camel caravan leader,

Before you regret, O man.
Don't you see Zamzam and the Ka‘ba of the Merciful?
Flee in these wastelands and fold them up in nearness.
Travel to the Chosen One, Muhammad, the Arab.
Annotation

MW: Z)@@sb& }j}bi}l‘f;i
and AWl Ol IE Gk

Several features of this version of the text represent departures from constraint,
including loss of some i{rab J };_’A_\ non-standard rendering of the impera-
tive (A J6Js, d)ia and even loss of a medial vowel ( jS\ for @j“ (The vo-
calizations in MW are somewhat closer to standard constraints.) Ambirka has
the correct 1mperat1ves M and )L Moreover, the text cannot be scanned as

Notable themes The image of the camel caravan (including images of
travel itself, the mounted riders, and arrival at the tribal encampment—here
presented as the saram in Mecca) hearkens back to the gasida of the ancient
poetic tradition. See the Annotations for Basit #8 and al-Q&’im wa-Nisf #2. For
a more problematic example, see al-Qa’im wa-Nif #13. The Prophet here is in-
voked through one of his more common attributes, the Chosen One.

IJ gives the tabas ramal al-maya.
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Basit #26 — ($4ass po-bog

IJ #23 p. 46

IM #22 p. 42

MW #20 p. 30
Bennuna #330 p. 343
Zwitin #21 p. 17
Ambirka #21 p. 14

Poet:  Abiu Madyan al-Gawt

et I B e

et I B e

(=) v = o] =l (== -

O Muhammad, O jewel of my necklace, O full moon.

Love has stirred up my ardor, and love-pangs ruin me.

You made me drunk upon my drunkenness  from the delightful drink.

Then you addressed me in the way we know, and I understood the speech.
Then I saw your full-Moon face when the veil was lifted.

I attained my desire, and my ultimate goal =~ and I reached what I desire.

I am madly in love with the pearl of majesty the crown of the noble prophets.

Annotation
IM is correct: Caad! = Mj))\p\s
MW: (3L, for t%\';\) in line 2.

Abt Madyan is responsible for several gasa’id, but none of the verses published
by Cornell (1996) is found in this san‘a, which is strophlc in form.

Apart from two instances of lost i7ab ( Jé and ¥p%- ) and three metrically
problematic feet, this text is relatively well constrained by @riid and grammar
(leaving aside the varying rhyme scheme of this strophic poem). The presence
of tarsi further enhances the constrained quality of the language. (‘}M .)as a
plural of J ).... ), though it may seem at first glace to be a convenient solecism
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or dialectalism, is in fact classical, attested in the Sihah of al-Jawhari—
d. 398/1008.)

Notable themes: This san‘a brings together images from almost the whole
repertoire of genres that appear as madih in Ramal al-Maya. From classical
gazal, we have the lover dying of the pains of love; from mystical verse we find
spiritual intoxication and the secret language of mystical communion, as well
as the idea of the veil that hides the seeker from the Reality; and from madih we
have the Prophet once again compared (twice) to the full moon, as well as the
metaphor of the crown (symbolizing the pinnacle, zenith or highest aspect).
Two unusual images—for Ramal al-Maya, anyway—compare the Prophet to
jewelry.

IJ gives the tab as ramal al-maya.
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Basit #27 — r\jgmy)\,\,,ﬂ

1] #24 pp. 46-47
IM #23 pp. 42-43

MW #21 pp. 30-31
Zwitin #22 p. 17
Ambirka #22 pp. 14-15

I became enamored of the master of the prophets, O noble ones,
and my happiness was firmly established.
Love of him filled me with ardent passion, and my reason was confounded,
and my passion became apparent.
The heart of one who loves, and craves (love) is quiet.
That is my aim.
I pass away in him, lovingly, and I do not cease
praising him publicly.
The Messenger alone among beauties captivates me,
the chosen Prophet.

Annotation

This san‘a, while constructed from language clearly marked as “poetic” (with
obviously constrained characteristics like meter, rhyme and tarsi), neverthe-
less departs from constraint in several significant ways. Several metrical feet
fall outside the foundation of ramal (u)f\c\e or Jc\.u all the more so because
in line 1 the scansion works better if the final vowels on W and pl\y are
dropped, which represent further departures { from the constraints of classmal
verse. Other non-standard affects include: L5M > d‘“"“ ab>asand )\.@5‘- 4l >
BIvr A (a combination of lost | #| from the verb, plus Moroccan dialectal
loss of the short vowel from the preposition  and loss of first-syllable short
vowel).
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MW: .
Line 3 }b)d}’é&,\/;m\j\.b
My heart flew to one who loves, and craved (love)
Line4 Y\ i 5] J))N}f\;:;@@f\
Ipass away in his love...

Ambirki line 1: Ciis for 2is; and line 4 sadr: Js )l Y s a> sy, Note that
Ambirkii marks the sukiin on £, as well. i

Notable themes: The lover not only loves, he loves so intensely that, on one
hand he achieves a certain happiness, but also his thinking is confused and he
experiences “passing away” as he aspires to a calm state of mind. All this shows
the confluence of the gazal and mystical genres well attested in Sufi poetry,
put to use in this case ostensibly for al-madih an-nabawi. Muhammad himself
is evoked through his common attributes of the Prophet, the Messenger and
the Chosen One.

1] gives the tabas ramal al-maya.
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Basit #28 — o et )2 po u_&

1] #25 p. 47
MW #22 p. 31
Ambirka #23 p. 15

Poet:  Ibn al-Hatib

Muhammad is the best of creatures, born with high character.

and he became the master over mankind, so the people relate stories of him
Before the Merciful brought him into being, He honored him,

and he pleases Him by interceeding on the Day of Manifesting.

Annotation

o2 )F\J \ o2 the Day of Manifesting (the Resurrection, when all that is hidden will
be made manifest).

MW and Ambirk: 4_:,6: J_{; 9 ;\;wb
[the Day of Congregation]

This san‘a is thoroughly constrained, including well-formed meter and the use
of tarsi’, which adds to the sense of an elevated register of language.

Notable themes: That the Prophet is superior to the rest of mankind in charac-
ter is a common madih theme of Ramal al-Maya, as are the ideas that he is the
intercessor with Allah on behalf of his community on the Day of Judgement.
That he existed in some sense and was blessed by the Divine before the actual
creation is less common in the corpus, but is found in one or two other sana’

IJ gives the tabas ramal al-maya.
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Basit #29 — Ll ol g sl A 3
also
Quddam #4

IM #24p. 43

Poet:  a$-Sayh al-‘Arif a3-Sarif ar-RifaT

In the state of separation, I was sending my spirit
to kiss the Earth for me, as my representative.
This is the chance for apparitions that appear,
so extend your right hand, that you favor my lip with it.

Annotation

Although IM does not vocalize this version of the text, metrical considerations
make clear that it should be vocalized as here, and that therefore the text is
fully constrained by grammar, orthography and prosody.

These verses appear in the book al-Burhan al-muayyad, attributed to the
poet (1971, p. 15).

Notable themes: Ahmad b. ‘Ali Abu I-“Abbas ar-Rifa (d. 577/1182) is said to
have visited the Prophet’s tomb in Medina, and the Prophet extended his hand
for Ahmad to kiss, a miracle allegedly witnessed by ‘Abd al-Qadir al-Jilani (d.
561/1166).

IJ gives the tab“as ramal al-maya.
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al-Q@im wa-Nisf #1 — 3Ll Sl L anl

IJ#1p. 47

IM #1p. 43

MW #1p. 32
Zwitin #1 p. 17
Ambirka #1 p. 16

-~ —— — —

By Allah, O camel driver
If you pass through Iraq
Say at the encounter:
“I came to you a foreigner
O Ibn ‘Abd Allah
and I desire my aim.”
He who loves one
of the beautiful ones is open, content
and something wished for comes (to him).

Annotation
The following two lines were added as a matla‘ by Ibn Jalliin in his anthology,

making this a san‘a suba‘yya; none of the other printed anthologies has these
verses.

Sl dgesey ladeis
;’,»’,, i -7 T
b gl Ay

I came to you, asking
O best of the creations of Allah
though I am a sinner



242 II. MIZAN AL-QA’IM WA-NISF

He who strives to praise
the beautiful ones is at peace,
and something wished for comes (to him).

Several departures from constrained, formal verse: single line segments in the
gusn; no metrical pattern in the gusn (though an inkling of one in the qufl);
transfer of final short vowel of pronoun suffix onto the verb (d.fp- from 2éZor)
(MW presents G)cva- w1th additional loss of root hamza); loss of irab from
C}M\ > C)M\ and ; -‘é ; and loss of final radical from L;)U\ < Gy,

Notable themes. e conceit of the camel caravan crossing the desert oc-
curs in several san@’i‘ in Ramal al-Maya (though what Iraq has to do with the
Prophet is not clear). Here the Prophet is mentioned by his lagab, and it is
implied that he satisfies the wishes of those who seek him.

This text is found in the margins of both Wazzani and Valderrama.

IJ gives the tab“as ramal al-maya.
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al-Q&’im wa-Nisf #2 — byl 2L atl Ju,\

IJ #2p. 47

IM #2p. 44

MW #2 p. 32

Bennuna #294 p. 319-320
Zwitin #2 p.17

Ambirka #2 p. 16

Poet: Ibn Sa‘ld al-Miknasi

St e R e R

O Messenger of Allah, O sea of fulfillment.
O Intercessor for the rightly-guided and the transgressor.
I have been an intemperate person,
and my sins are without number.
My hand is not empty of you, and it is enough
for my hand to adhere to the Highly Praised.
Be my rescuer, do not blame me
for the ugly impurity which I have brought about.
For the noble Arabs shelter generously
those who ask them for help, whether obedient, or wrongdoing.

Annotation

A
A

Line 3: MW gives in the sadr J.!-(\ (“was not empty”), which fits the meter
more properly:

[~~~ -for[----]
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Ambirka gives 4&~| for .\.?Y\: in the ‘ajuz of line 3. The qufl in Ambirka:

Sllgdpatoas  LgkeliYess
forwhich I tremble

T B R O oY ) <

one seeking help (whether) he comes doing good or ill.

Bennntina notes (p. 319 n. 1049) that this is the 7th dawr from the muwassah
“Ya ‘arib al-hayy...” by Ibn Sa‘ld al-Miknas1. However, I do not find this text in
the sources for him. This text also appears in Basit ‘Iraq al-Ajam (IJ p. 293, MW
p- 307).

While clearly strophic in format (and therefore bearing a varying rhyme
scheme), this san‘a is highly constrained in other respects, including the use of
tarst* (and allowing for accepted licenses, such as the loss of the hamza from

.63\, and even though d*—"\y loses its damma due to metrical considerations).

Notable themes The Prophet is here referred to with two of his spiritual at-
tributes: a2, the intercessor, and ,\,?\ highly praised. Interestingly, here he is
credited with interceding even for the sinful—and the poet/persona confesses
his sins freely. Elsewhere in this corpus, the latter title sometimes stands alone,
acting as an actual name alongside Muhammad; the former never does.

The final line contains an echo of the the ancient Arab tribal code of ird, a
kind of noble generosity that included the ideals of firm action and willingness
to aid those in need (karam), combined with a certain detached reserve.! The
poem thus draws upon a very old theme reaching back into the Jahiliyya, with
the Prophet here in the role of tribal protector transformed into the spiritual
protector of humanity.

IJ gives the tabas ramal al-maya.

1 The classic work on the subject is Bichr Fares’ L'honneur chez les Arabes avant l'Islam (1932),
but see also the entries for ird and sarafin The Encyclopaedia of Islam, New Edition.
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al-Q@’im wa-Nisf #3 — d.x:.mbl o &9’;\ ibja,
also
al-Quddam #9

IJ #3 p. 47

IM #3 p. 44

MW #3 p. 32
Zwitin #3 p. 18
Ambirka #3 p. 16

Poet:  Abu ‘Abd Allah Muhammad b. Rasid al-Bagdadi al-Watar1

v v v -V | v —w —

v v v |-V | v — W —

v v — v -V | v —w —

By your light, you make guidance clear to one who is rightly-guided.

May the peace of Allah be upon you, O lodestar [or: banner] of guidance.
Your station is praised, and you are Muhammad.

and the praised, supreme Lord named you Ahmad.

Annotation

Ibn Jallan attributes these lines to al-Bagdadi al-Watari, however, I do not find
them in other sources. This text, with a more traditional arrangement of the
lines, appears as Mizan al-Quddam #og.

This text is fully inflected, and the meter is correctly formed, however each
line comprises only one satr. Combining them in the traditional way would
produce two lines rhyming on da (as Zwitin and Ambirku do), but they are
arranged as separate lines on the page because this mirrors the melodic struc-
ture: aaba. So in fact, only the unconventional presentation in print leads this
san‘a away from the constraints of classical prosody.

Notable themes: Note the tajnis here, in which two of the Prophet’s names de-
riving from the verb J.& are treated as both names and attributes: Muhammad
(= “praiseworthy” or “highly praised”) and Ahmad (= “most praised”). On the
Light of Muhammad see Annotation to Basit #9. In addition, there is the very
interesting word ), which originally meant a track or a mountain used as a
guide in the desert, but also came to mean either a banner around which men
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rallied or a guide-star. Either of the later meanings is possible here, but the
latter would be more in line with the recurring theme in Ramal al-Maya of
comparing the Prophet to a shining celestial object, especially given the refer-
ence to the Light of Muhammad in line 1.

IJ gives the tab“as ramal al-maya.
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al-Q@’im wa-Nisf #4 — Sy Ll S5

1] #4 pp. 47-48
IM #4p. 45

MW #4 p. 33
Zwitin #4 p.18
Ambirka #4 p. 17

What do you think, by Allah, tell me! Is an allotted meeting near?
We observe the House and the Sanctuary and greet the beloved
I rub my cheek in the dust saying, “Answer!”
My longing for what I desire grows long from my craving and thinking
O my desire, I have no remedy but encountering you, O my goal!
Annotation

This is not the meter u.ul\ which is rare, and whose basis is ( u«)o\.u J\pb
but rather the more common _x23-!, whose basis is J\,.a...w ))\p\e In terms of
grammar and prosody, this text is somewhat constrained, though with loss or
conversion of i@b on some words (. /” y) ‘))\E\B < 9\2\3, OIAY), and the loss of two
final hamzas (Wl and y3—the former somewhat more problematic from the
point of view of grammatical constraint because it masks the case; the latter
clearly a common poetic license). These probably are the reasons why MW
describes this san‘a as zajal.

MW version:
el 3 J§ 6}—)3\:;’“:&5}—)3\1
Al e
—EE, L '@
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” { z o i
355950 SdlEE b
- LS . .
ERITC ] hsdlegldl
That do you think, by Allah, tell me! How much is my lot for meeting?
We observe the House and the Sanctuary — and greet the beloved
I'rub my cheek in the dust and say, “Wonderful.”
My longing for a desire grows long from my craving and thinking
O my desires, I have no remedy but encountering you, O my goal!

Zwitin is close to MW, but with some variation and one orthographic depar-
ture:

cellhss MENEE Sl LS sy

We see...  How close is a chance for meeting?

%

S SdldAdb CELBCIAG Gw 25,y
I'rub my gray hair

IS O R WP A A

Ambirka is similar to both Zwitin and MW, but with the following variants:
C"J;andwﬂforéﬁi;and&ﬁg&}dﬁ}in ‘ajuz of line 3; andgg»\;a;and‘}‘for
Llin sadr of line 5. )

Note that the last three hemistiches in the MW version (and in the IJ ver-
sion, with some alterations) are identical with passages from Anta ahla mina
[-muna (Q@im wa-Nisf al-Isbahan [MW: tawsih $ugl, p. 61] and Btayhi Garibat
al-Husayn [MW: mugqtadab sugl, p. 227]), which can only be read as a love song!
Also, the imagery and phraseology in the third and fourth lines is very reminis-
cent of Qad tala Sawqt li-n-nabt... (Darj #1). Here it seems we have at least two
sets of “modular” imagery/phrasing that have served some anonymous poet-
composer(s) well. This illustrates as well the confluence of gazal and madih
genres in Rgmal al-Maya—topics discussed in Chapter 4.

Line 4 @j () vs. @3} (MW): the former is modern usage. Kazimirski alone
of the modern lexicographers offers both vowellings. Corriente (2002) cites
only the latter as Andalusi usage.

Line 4 also contains a tajnis on :9'3 both &—p, a place in Mecca associated
with the Hajj rites, and 5+ (“fate, destiny”), as well as an echo of b= in the
next line.
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Similarly, in line 3 ;.)L%\S\ certainly means “dust,” and the first association here
is with the image from gazal poetry of the lover rubbing his cheek in the dust
out of longing for the beloved. However, a cognate word, 47 means a plot of
land where a person is buried, i.e.: a tomb (and in fact this word has entered
Turkish as tiirbe, with exactly this meaning). This echoes with the imagery of
the Hajj rites, as well—suggesting “rubbing my cheek in the dust on the tomb’,
ie, of the Prophet espec1ally when we look at the use of this imagery in Darj
#1, where u\JbJ\ becomes 4 ).), with much the same phrasing.

Notable themes: Images of the Hajj, including visting the Prophet’s tomb in
Medina, along with the longing of the seeker/lover for his beloved.

IJ gives the tab‘ as ramal al-maya.
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al-Qa’im wa-Nisf #5 — f"\p)UV;JJJéu\,

IJ #5p. 48

IM #8 p. 46

MW #5p. 33

Zwitin #6 p.18

Ambirkua #7 p. 18 (first and last lines only)

Poet: IM, IJ: “The first two lines are by Miulay ‘Ali aé-Sarif”

—_—— = =~ — —_— = v =

—_— = =~ — —_~ = v =

—_— —

—_——— — [~ — —~ — | ==

—~ — [ v =

If it were said: You visited (the Prophet’s tomb), with what did you return?
O most generous of mankind, what shall I say?
Say: We saw the beloved, truly.
He granted us the grace of encounter.
The Chosen One turned to us
offering every desire and request.
He returned our greeting publicly.
O happiness of him who addressed the Messenger!
And he said, “Welcome the coming of my Lord.
Stand and seize the joy of Revelation.”
Say: We return (from our visit) with every good thing,
and the branch and the roots join together.

Annotation

This poem, according to a footnote in IM, was recited by Milay ‘Ali as-Sarif
(brother of the Alawite sultan Mulay Isma‘l, d. 138/1727). According to
Ambirkg, it was the first and last lines of this san‘a only. Bennuna maintains it
belongs to the Sufi Sidi Ahmad al-Badawi (b. in Fez but d. in Egypt 675/1276).
These verses are indeed used in the repertoire of the Saduliyya Sufi order, and
may be found in Diwan qasa’id as-Saduliyya, #7 p. 58.
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Notable themes: The Prophet named as both Messenger (Js«}!) and Chosen
One (dﬂaﬂal\); and the visiting of the Prophet’s tomb, and his appearance to the
seeker. Note also the image of root and branch, referring to the believers-as-
branches coming from the Prophet-root, but perhaps also a tajnis on jurispru-
dence ( 4ad! )42, meaning its theoretical bases—deriving from the Prophet
via Quran, hadit, etc.,—as opposed to ‘/m/ 3 ‘/'43\, the ramifications, i.e., the
practical application, whether in law or in the person of the seeker).

1] gives the tabas ramal al-maya.
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al-Q&’im wa-Nisf #6 — 1,48 Jor J60_&

IJ #6 p. 48

IM #5 p. 45

MW #6 p. 33
Zwitin #5 p.18
Ambirka #5 p. 17

Muhammad is sublime in stature
among mankind. For the duration of time,
his rank is preferred.
One who surpasses mankind altogether,
the Hasimi, how excellent an imam,
the most perfect full moon.
He is my request, in this world and the other.
He is my aim, and he is the goal,
and he is the one hoped for.
On the [Day of ] Congregation, he will intercede,
the master of mediation.
He is the intercessor; his intercession is accepted.
My Lord gave him a beautiful form.

Annotation

Variations in MW: segment 2 ’r\ﬁ \“’(ﬂ 605“,\.@3\ and segment 5 r\»;j\ (” d:,;\ (“the

Arab, how magnanimous”).
IM: Line 1 substitutes sl> for aal>, and line 3 ($3s.22s for $.2s.

Zwitin: segment 2 like MW; sl> for aal>; segment 5: r\n:@j\‘r’{ &1Q\; segment
uzaUa.r«\C?.ﬂ\G'nﬂ\}a);segmentlzzll:?-‘byqj. i

Ambirkit: segments 2 and 5 like MW; o> like IM; segment 12: )4\,:3.—\ ol Y olbel.
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The poem uses tarsi‘extensively in both gusn and qufl, and it is well constrained
by the rules of grammar and poetic licenses (albeit that it has a strophic rhyme
scheme and that the gusn is composed of triple-segmented lines). However in
terms of prosody, the text generally escapes metrical classification. It cannot
be, as IM suggests, ).é\ J\,&\u ); rather, at best some passages answer to
7~ I\ J‘“‘"‘“‘ though not consistently by any means. (This confusion of ‘» )\
for CJ.@J\ is endemic in the al-Ala anthologies.)

Notable themes: The Prophet surpasses the rest of mankind in every re-
spect, not just in his spiritual rank, but in his full-moon-like majesty and beau-
tiful outward form. He is sought after, and is here known by two of his many
epithets: the Hasimite (an unusual reference to his ancestry) and the more
common Intercessor on the Day of Judgment.

IJ gives the tab‘ as ramal al-maya.
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al-Qa’im wa-Nisf #7 —_fJ\ v

IJ #7 p. 48

IM #6 p. 45

MW #7 p. 34
Ambirka #6 p. 17

~——— — _—_——— — ~—— — ~——— —

N — o — ~——— — ~—— — ~— = —

- ——— — ~— — — ~— o — —_—_—— =~ —
M v — ~— — =

~— o — ~— —~ — -~ —— — = -~ —— — =

I fell in love with the moon  from the purest Arab stock.
And T am not to blame for what I desire.
He is the purest of mankind  and the best of the best,
and the ocean of knowledge  and the reliever of sorrows

Noble in life, of supreme effect,
reviver of the signs of truth by (his) arrival.
He is the beauty of full moons, intercessor on the Day of Resurrection.
One who has light surpassing all light,

imam of the godfearing and the best of the worlds.
Annotation:

Variations in MW: 2
Line 1: _) )\ J_.b }L_.t u«j J}
Line 2: ,J s Jsﬁ- -9 (“remover”)
Line 3: r}w) S5
This latter variant is of course correct according to the root of the word.

Ambirki shares the variants in MW, with the addition of segment 6: A3 »>
(“the best of the best”).

This poem makes extensive use of tarst, the IJ version being laid out as here
with four segments to the line to emphasize this. MW, in contrast, presents it
with just two hemistiches, more in line with the classical format. It does not
have a classical meter, but most segments are based on one metrical unit of five
syllables: = — — « — | (with | - =~ ~ — | and | =~ — — - — | as alternatives), except
that some segments (especially the ends of lines 2, 3 and 5) add an extra syl-
lable: | = — — =« —| . In other respects, the text is very well constrained.
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Notable themes: As elsewhere in the corpus, the Prophet-beloved is a full
moon, this time of pure Arab heritage, and the Intercessor on the Day of Judg-
ment. Here again he is the perfect prayer-leader and the best of creation, and
he bears a light that is linked to the divinity through the Qur’an (see Annota-
tion to Basit #9).

IJ gives the tab“as ramal al-maya.
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al-Qa’im wa-Nisf #8 — ey e 4Y )

IJ #8p. 48

IM#7p. 45

MW # 8 p. 34

Bennuna # 190 pp. 252, 282, 450

Poet:  qufl from Ibn al-Habbaz

But for you, I would not love, passionately,  nor would I be enamored of najd.

Nor would I pass through any land without making you (my) aim
O you who slay me with (false) accusation, put an end to your flight.
I vowed, O my friend, an oath to fast a month and ten days

On the day I see you, O my beloved on my breast.
Annotation

IJ gives &)k for E)% in line 4—a misprint or perhaps a colloquial “hearing” of
the text.

IM gives only the first two lines; MW gives only the qufl. Benniina finds the
qufl here is the harja from a muwassah (Ya man ‘adda wa-ta‘adda) by Ibn al-
Habbaz (See: Jays at-tawsih, p. 95).

This san‘a (tawsih) appears in al-Qa’im wa-Nisf Ramal al-Maya in Wazzani
(the 10th san‘a, pp. 84-85), and in Valderrama (Sugl p. 29). Curious that this
poem—a composit, and clearly not mono-rhymed—should be called sug/, as
it is in Valderrama, since in the Kunnas manuscripts this term is otherwise re-
served for garid poems. The various sections of this poem seem to have found
a complex path into their present locations in Ramal al-Maya. On the complex
intertextual relationships behind this san‘a, see Chapter 3 §3.2.

Apart from the expected varying rhyme scheme of this strophic poem, the
text is in other respects well constrained by the rules of grammar, orthography
and prosody.



270 II. MIZAN AL-QA’IM WA-NISF

Notable themes: In another context, there would be little in this san‘a to
connect it to al-madih an-nabawi—it is gazal, first and last. Indeed, it is hard to
imagine the Beloved here being the Prophet, since he levels accusations at the
persona, and in the context of gazal verse, these accusations would typically
be read as false! See the discussion of contextualized meaning in Chapter 4 §4
and of this san‘a in Davila (2012b). Here we find also an interesting twist on the
longing-theme: the persona vows to fast after he sees the beloved.

Najd: I have left it untranslated here, as its meaning in this context is multi-
faceted. Possibly it is a reference from ‘Udri love poetry: When the poet Jamil
broke down at the Ka‘ba, it was because of a breeze from the Najd—the direc-
tion of Butayna—which lies to the east of the Hijaz, where Mecca is located.
Yet najd more generally refers to a highland of rough, desert terrain. Given the
context of traveling inherent in the second line, one could just as easily read it
as something like “badlands”. As with other aspects of this text, the context in
which it is encountered (Ramal al-Maya) encourages us to imagine the traveler
journeying across Najd toward Mecca, only the hope of finding his beloved
Prophet making the barren Najd attractive.

A month and ten days: The idea of 40 days has several resonances in Islamic
tradition. Among other things, a fertilized ovum is said in a number of ahadit
to develop in 40-day stages, and several ahadit also indicate that the Quran
should be recited in 40-day cycles. But the most obvious resonance here is that
the Prophet is said to have fasted for 40 days in the cave of Hira before the first
verses of the Qur'an were revealed to him (just as Jesus is said to have fasted 40
days in the desert and Moses spent 40 days on Mt. Sinai conversing with God).
Ibn Habbaz's qufl thus brings the only hint of religious implication (however
indirect) to this otherwise quite worldly poem.

“On my breast” This is a free translation of a phrase that literally means “be-
ween my lung and my neck’.

IJ gives the tab‘as ramal al-maya.
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al-Qa’im wa-Nisf #9 — s_.,.;é.\‘\“a’.' Yy

IJ #9 p. 48-49

IM #9 p. 46

MW #9 p. 34
Zwitin #7 p.18
Ambirka #8 p.18

e T P
el B (ST
—om s e -
_\./U—|\./\./——|—u— ||_VV__|__

_\./——|—\./——|—v— ||_u__|__

There is no beauty but his astonishing beauty, the lovers’ delight.
For love of him, O people, my tears pour forth flowing from my eyes.
I seek to visit him very soon; I'long (for him).

Longing for him burdens me (as) I compose poems of love,

about him, thoughts in turmoil.
None among the beautiful ones captures me but the Messenger,

the Chosen Prophet.

Annotation

MW gives: ‘\5\4:—, kfﬁ ,and d‘f}é

Zwitin gives _.£& for ‘_..‘é\ ;and (L; for 4l £;and 3l4e- Y\ for 315 and ) 5 ) for
3).

Amblrku gives ff for s\lf« and 3'a& for 3lue! (a misprint); and \J)J du\ for
o)))dw and JKJ(\.@' (“the thoughts enraptured”) for )Lé:uy\ié- i

This is }e)! trimeter (catalectic) except that the 2nd hemistich has been
severely curtailed: there are only two feet and the last foot is reduced to one
syllable in the first 3 lines, and two in the final two lines—[ jsk2= = to divide
in half, partition].

This san‘a bears tarsi* throughout. Departures from constrained verse include
loss of irab in non-final poisitions (J\? Sle, C})\l Jjo, é’é‘ ) and loss and/or
shift of vowel in pronominal suffix ( 4 dasda s 5, and 4l £ > as f«) Hence

this text has a rather unconstrained color to it, even though IM and others
label it tawsih.
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Notable themes: Longing for the Prophet, identified as )\:_BL-\, and his
beauty, and the desire to “visit him"—meaning his tomb. Weeping, composing

poems of love, thoughts in turmoil—all common tropes of gazal verse.

IJ gives the tab‘ as ramal al-maya.
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al-Qa@’im wa-Nisf #10 — féj\)b}\j\ w‘cﬂc\})\ﬁp [

IJ #10 p. 49

IM #10 p. 46

MW #10 p. 34

Zwitin #8 p. 19
Ambirka #9 p. 19
Benniina #238 p. 285

Bless the sun of prophecy and the morning (light).

Bless the full moon, illuminating and brilliant.
Bless him and remember him frequently,

until my blood and my ears are comforted.
Annotation
This san‘a is fully constrained, garid verse.
Zwitin: alters only the last word: CL«A for pelus.
Ambirka gives fﬁ\ for ;.
Notable themes: The Prophet becomes here, not only the full moon, as else-
where, but also the morning sun. Blessing him has spiritual benefits expressed
in quasi-physical symbolism. See Annotation to Basit #9 on the significance of

light.

IJ gives the tab“ as ingilab ar-ramal.
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al-Q@’im wa-Nisf #11 — J g )l )l PAl f
also:
Quddam #22

IJ #11p. 49

IM #11 p. 46-47
MW #11 p. 35
Bennuna #15 p.137
Zwitin #9 p. 19
Ambirka #11 p. 19

The Messenger has all honor.

None compares with this human being.
From love of him, my mind wanders

among the abodes in Tayba.
Leave me, my friend; by his (power) I master

the one who would blame me regarding the moon.
If winds blow from him in my direction,

I increase (even more) in longing for the one I desire.
O my people, if it found a wing,

surely my heart (would) fly to him.

Annotation

This is the classical meter I\ g;\.a.n/."..-»i «.;\","3"‘; ), though in the first hemistich
of the third bayt, the first foot has no short syllables.

Tayba = Mecca, the city of the Prophet.

Variants:

MW: )j\o for’aj\a-; and 4\ forlxib : and}@éé ; and%}c}o\i;and Slo o
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-2 e ”
IM: 3)l>fore)l>; and shlsford e /4 s ; and the last line in IM:

gl yd b popts )

But I am shorn of wings so is there any returning to him?

Zwitin: )l for O)\a- and }3 for 4\\ ; third segment Jf L}‘; 4 3 sixth segment:
Ppuin Sk, l> (y+; eighth segment: 3| & 3 3so2l3 s and uLa orforols .

Ambirki: )\>;and )L_\,e for 43 L in line 1; > o inline 3;and s\y; for a\;j\ ;and the
final line: J\Bﬂ\au\:& Ly C\""‘d/‘);\iu\"’u"

The text makes thorough use of tarst, but departures from constrained
verse include loss of irab (s, 4’444\—“ ‘d"‘})“ ), “throw back” of vowel from
pronomlnal suffix onto perfect verb (s )\o- <3 )\») and use of /na-/ as first-person
singular (J ,,aa) The relative soundness of the metrical structure shows that
these are not accidental but inherent in the text itself. IM and MW show other
departures into informal registers, such as further alteration of e )\A >4 )\a- and
)MA for d Le.

Notable themes: Aside from the Prophet’s honor and his incomparable na-
ture, the idea that he inspires an imaginary vision of Mecca is unusual in this
corpus, as is the image of the heart with wings. The Prophet as the moon and
the winds bearing news of the beloved are both more common and hearken
back to the gazal genre, as does the idea of being blamed for the sake of the be-
loved. Tayba (Mecca) makes a second appearance in the corpus (see Basit #20).

IJ gives the tab“as ramal al-maya.
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al-Q@’im wa-Nisf #12 — palle |

also
Basit #24

IJ #12p. 49

IM #12 p. 47

MW #12 p. 35
Bennuna # 291 p. 319

O lovers of

Taha the trustworthy
In every moment
And I say to him,

O you who captivated
When will I see you?”

Annotation

283

0

the best of mankind,
stirred my love.

I send my greeting,

“O best of mankind
my mind and my sense
Such are my hopes.

IJ adds a footnote to the last line: “The original [ S ¥ ] used was s )»\&‘
5\.«}“ [“When I saw these places’]. And in the same format [ \&) s &) He
then appends the following text to the san‘a given above:
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The cameldriver is a friend in the hardship of my affairs.

If wings blew (on the east wind) to the Chosen One, I would visit.
Certainly I am eager (to do it) and my tears gush forth.

If they are childish [?], I am determined and my people have low manners
I approach the water of Zamzam. Guide me!

On Taha, see Annotation to Basit #23 above.

See also Annotation to Basit #24. The MW and IM versions here in al-Qa’im
wa-Nisf show the same variants from IJ as in Basit #24.
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al-Qa’im wa-Nisf #13 — )\Ji\jél\\.lé ole= s

IJ #13 p. 49

IM #13 p. 47

MW #13 p. 35
Ambirka #12 p. 19-20

Poet:  Sidi Ahmad al-‘Araisi or al-Qadi ‘Iyad

Halt the camel, for this is the (home) land and the abode.
Lights shine on us from (the) loved ones.
Glad tidings! Glad tidings! Their domes shone out.
Set down here: indeed you have obtained what you desire and choose.

Annotation

Basit, with all four final feet reduced to two syllables. The text is fully con-
strained in most other respects, though the construction ;i\, &5\ 1 is some-
what less than fasih for the meaning. '

Ambirki: u for 03 .

Notable themes: The image of the camel caravan arriving at the tribal sanctu-
ary, here rendered with no clear linkage to t}}e Prophet, Mecca or Medina. For

e
a contrasting example, see Basit #25 (f}b J fL\ JZ) and its Annotation.

IJ attributes this text either to Sidi Ahmad al-‘Arast or to al-Qadi Tyad. How-
ever, | have not found these verses in sources for either man.
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al-Qa’im wa-Nisf #14 — ..,.},.L\)\) SN daw

IJ #14 p. 49-50

IM #14 p. 47

MW #14 p. 35
Bennuna # 556 p. 515
Zwitin #11 p. 19
Ambirka #13 p. 20

O the good fortune of the one who visits the Beloved,
and circumambulates (the Kaba) and calls out labbayk!
And begins to sing, urging the camel on
out of longing and love,
And his intention does not go wrong,
and he attains nearness.
And he attains whatever he aims at  according to his choice
And he kisses the black stone and throws his pebbles (at the Sayatin).

Annotation

2 with the
second hemistich severely curtailed, not_ 2 }3\ Jj‘\‘—" d‘)"\-"-f‘ The sana
makes thorough use of tarsi. However, two pronoun suffix vowels are “thrown
back” onto the noun in the 8t and 10th hemistiches, confounding ira@b and
lending a more colloquial tone to the qufL

The meter here is (mostly) ‘)\ g ( ) G AW )

Zwitin: 5th hemistich: . u,,.é Jcie 9 (“and an aim does not go wrong”); and
8th hemistich: )L_,a-u..c and gth hemistich: d_aw¥! [?] for 3, Y!; and 10tk
hemistich: )\?

Ambirki: 5t hemistich like Zwitin; 9t hemistich: | \_5,,'.\ ; and 10th hemistich:,\&!.
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Notable themes: Various images of the Hajj are presented here: traveling in a
camel caravan to Mecca, calling out labbayk Allahumma! (“Here I am at your
service, Allah!”), tawwaf (circumambulation), kissing the black stone of the
Ka‘ba, and the stoning of the Devils in the Valley of Mina (al-jimar are the
pebbles thrown at the three jamarat pillars in Mina near the end of the Hajj
rites, so called because they themselves were once made of piles of stones).
Here, however, the Beloved cannot be the Prophet, but Allah. It is difficult to
see how even performed context could possibly militate against that.

Line 4 here also echoes Quran 53:3:

%@u‘yggu%ga‘w

“And that there is nothing for man, except what he strives for.



Ill. Mizan al-Btayhi
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I11. MIZAN AL-BTAYHI
Btayhi #1 — ! é)a..al\ or: JKJ\.{ L J;\ he

IJ#1p. 50

IM #1p. 48

MW #1p. 36
Bennuna #300 p. 323
Zwitin #1 p. 19
Ambirka #1 p. 21

—_—_——— — = —_—_—— = — —_— =~ —

al-Mustafa, the Chosen,
the best of mankind,

among the whole (of mankind).

Like a pearl among stones,
a scion of the righteous,
his rank is uplifted.
The most sublime who is mentioned,
Muhammad, the Chosen,
reliever of sorrows
Bless (him), all who are present
every night and day
without reckoning.
It was true in the accounts
that by purity, punishment
is remitted.
O Master of the Means of Pardon,
the pool and the Fount of Abundance,
be intercessor for me.
In the Place of Congregation
protect me from the punishment of the Fire,
for truly, I love (you).

293
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Annotation

Two footnotes in IJ: 1) “The first two lines are from a composition which IJ put
together to make a suba‘yya. The melody is like that of the sixth and seventh
lines.” [This is perhaps belied by the two lines also being present in IM.]; 2) “It
usually happens that this zajal is interpolated between these lines.”

AR e T S LG,
I i L e Solass ANGLAY

My longing for your station with the Guide, has lasted
O intercessor for the community on the Day of Gathering.
O youwho are our deliverer and a guide in the Hereafter,
Peace from our Lord upon you, O Muhammad.

(In fact, these lines are from Darj #10, a barwala—an indication of the histori-
cal relationship between mizan ad-darj and mizan btayhi. See Chapter 3 §3.2.)

This san‘a displays a curious mixture of constrained and unconstrained
features. The metrics are very problematlc, and there is some loss of {rab and
final vowels in non-rhyming positions ( «A\’ JJ C})\..A\) and yet the text also
shows tarsi“across all line segments—a feature that signals an artful and more
constrained register of language.

MW has a humasiyya, and shows some minor variations in choice of cog-
nate words. D144 also rejects these first two lines, as do the three al-JamiT
manuscripts. Their presence in IM suggests a level of common influences be-
tween the two anthologists, and by implication, between the branches of the
tradition that they would seem to represent.

IM variants: 3

Line 1, second segment: )%Y\ 30> = “the best of the best”

Line 3, third segment: o3 Y| u£_=) = “pure of ancestry”

Line 4, first segment: )La}- \;\\

Line 5, second and third segments: ¢!l )\< CM\ o “...that by purity,
reward increases”

Line 7, second segment: Bl u\v\o d"’ “preserve me intact...

Zwitin and Ambirki present only the gusn, with some interesting similarities
and differences.
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Zwitin:
< \E Jedhe s el
ol )\é}&g{é JIERENWS
Sl kdles WG
by prayer punishment is remitted

Ambirka:

ol J@JJ—:LKQS )La'v-\;”)w
ol kdles WG

by the prayer sins are remitted

Notable themes: Name-attributes for Muhammad here include the two ver-
sions of the Chosen One ( L';lanal\ and J\:é\) and the Intercessor. As the best of
all mankind, he excels as a pearl surpasses common stones, and he is the mas-
ter of spiritual rewards on the Day of Judgment: protection from punishment,
the means of forgiveness, the pool (of spiritual water that the righteous will
drink from) and the Fountain of Abundance in Paradise (see: Qur'an sira 108).

IJ gives the tab“as “ingilab al-maya” (?).
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Btayhi #2 — & e dl &

IJ #2p. 50

IM #2 p. 48

MW #2 p. 36

Zwitin #3 p. 20

Ambirka #3 p. 21

Poet: Abu ‘Antara

v__|V\.,_|v__||\.,__|v__|_

* Metrically, this is similar to mutaqgarib, (J ﬁe J y.e) with a few defective feet.

A prophet, what an excellent one, blessed and of marvelous qualities!
He is my Hajj and my request, and the intercessor for the disobedient.
From east to west the world shines with his light

How great he is in Allah’s view, and among men, how noble!

For him the full moon bursts open,
and he speaks with the voice of a tender child.

Annotation

Loss of i7ab in three places in lines1and 2 ( __¢ £ )\-» C"“j \ ), as well as
several “throwback” vowels from pronouns in the quﬂ (Wlkef )%\ A )
amount to fairly significant departures from constrained verse, but most occur
to preserve the meter. At the same time, tarsi* represents a further aspect of
constraint.

Both MW and IM give ’éﬂ for )CJ“ . Line 3, IM gives o x5, 2l -pe

Zwitin gives £ for C—k_a drops pronominal suffix from rﬁ and 3{ ;and drops
the hamza from ol
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Ambirka gives ’é; for éﬁs ; and d‘-’"}"‘ for u‘“‘*‘ ; gives & L for 3 &; drops the
hamza from &5 gives v (“the sky”) for r\.}“; and drops pronominal suf-
fixes in the qufl.

Notable themes: The Prophet’s excellent qualities and attributes are the
core themes of Ramal al-Maya, which inspire love in the faithful and a desire
to be with him. Here they manifest specifically as the familiar Intercessor, as
his nobility among mankind, and as an image of the Hajj itself. On the symbol-
ism of Muhammad’s light, see Annotation to Basit #9. Also in this san‘a, the
Prophet is not the full moon itself, but rather the moon itself bursts forth or
splits open for him (see Annotation to Quddam #28); and he speaks gently.

IJ gives the tab“as ramal al-maya.
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Btayhi #3 — .\4\:314.41\1

MW # 3 p. 36

O Chosen One, O Glorified One treat kindly a servant who loves you.
Loving you is permanently in my heart, and my repose is in meeting you.

Annotation

.f;%\, though al-Rayis simply labels the song san@. The first foot of the second
bayt is defective. Otherwise, only the loss of one vowel from a pronominal suf-
fix (> ) departs from fully constrained verse, and tarsi‘adds an additional
degree of constraint.

This is one of the very few texts in Ramal al-Maya unique to MW amongst
the printed anthologies.

Notable themes: The ongoing theme of love of the Prophet and desire to
meet him is expressed with two of his name/attributes: the Chosen and the
Glorified.



QL?;UQ,.S\
-t

’r{\;f”’\g a6
i g e
Q‘ﬁ‘&gw )«;‘T:\
W

’(»;mg;\xé;\ i el e



I11. MIZAN AL-BTAYHI 303
Btayhi #4 — (‘u R

IJ #3 p. 50

IM #3 p. 48

MW #4 p. 37
Zwitin #4 p. 20
Ambirka #4 p. 22

—_— — =~ — —_———— =T
—_—~ == —_—

—_—~ == e

My heart is mad with love, always, for the Chosen One.
Ahmad, the Chosen One among the best of the (tribe of) ‘Adnan.
Opener of what is good from before existence.
Seal of the Messengers from before time.

The best of the tribe of Hasim Ahmad Abtu 1-Qasim

Annotation

Though not composed in one of the classical meters, this text does have a met-
rical pattern using units based upon numbers of syllables, with one exception
in the second line:

4-—-6
(6)--6
5--6
5--6
4---—-6

In addition, short syllables generally fall in similar places in corresponding
hemistiches.

Tarst‘ is found here only in the matla‘ and qufl. Grammatically and ortho-
graphically, this text is well constrained and deserving of the label tawsih, even
though formed like a classical zajal, with a single-line matla“and qufl.

Line 2, sadr in IM: dﬂ:_,.al\ S\

Ambirki substitutes $ for the hamza throughout; and a\.@J\ for éLAA\ in line 2.
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Notable themes: Love-madness here is akin to that found in gazal and mysti-
cal verse, with the beloved Prophet named with one of his customary attributes
(the Chosen One), plus the Opener (a title usually reserved for Allah!) and the
Seal of the Messengers (~ ‘will f; U=, Quran 33:40), and with his family rela-
tionships emphasized, which is rather ironic, given the text of Qur’an 33:40:

3 g

@g...;;;is\/(j\;).}mjji;;s?jjﬁ\;gw;ig\ﬁféb{u »

“Muhammad is not the father of any of your men, but rather
the Messenger of Allah and the Seal of the Prophets ...”

Also two references here to Muhammad’s existence before the creation, an idea
that is not stated in the Qur’an, but is found in several widely-accepted ahadit.

IJ gives the tab“as ingilab ar-ramal.
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Btayhi #5 —ch\ﬁﬂ\l),\,éi

IJ#4p. 51

IM #4 p. 49

MW #5 p. 37
Ambirka #5 p. 22

W_v_l__v_lw_v_||W_v_|w_v_|w_c

W_v_l__v_lw_v_||__v_|w_v_|w_c

O Muhammad, were it not for you crescent moons

and full moons would not rise on the sky’s horizon.
And if beautiful suns orbit in the sphere of love,

it is not for any other that they turn.

Annotation

These two verses represent one extreme of the degrees of constraint operat-
ing within the Ramal al-Maya corpus, that of well-formed (that is, fully-con-
strained) garid verse, here even making use of tarsi. Moreover, this degree
of constraint is also quite stable across all the anthologies in which this text
appears.

Notable themes: Muhammad here is the cause of astronomical phenomena,
especially the various phases of the moon, but here also including the idea of
the celestial spheres, borrowed first in classical Islamic sciences from Greek
astronomy, but then integrated into the poetic cosmology as well.

IJ gives the tab‘as ramal al-maya.
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Btayhi #6 — Jyil &L,

I #5p. 51

IM #6 p. 49

MW #7 pp. 37-38
Zwitin #6 p. 20
Ambirka #6 p. 22

iR EE B PR e

v——|v——|v—||v——|v—_|v_

e R Bl S P
___|\.,__|\.,_||\.,__|v__|v_

___|uu_|u_||\.,__|\.,__|\_,_

O you who trail the hems (of your garments), make ready.
Resolute people have made ready.
Move your tongue with your voice, and speak,
and reveal your love, and make yourselves known.
And populate your heart with the love
of the Messenger, just like they filled (theirs).
You do not conceal the secret of love:
all mankind knows it.
One to whom mankind shows no mercy,
the god of heaven will show him mercy.

Annotation
Metrically, like Btayhi #2, close to mutaqarib (J )s; J )s;), though not perfect.

IJ gives J ) g\ for J ;1.)3\ in line 1—a misprint.

IM and Zwitin both give ;\ (Zwitin 1) for 3.;\ in line 1, with essentially the
same meaning, and both omit the pronouns at the ends of lines 4 and s.
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Ambirka has an entirely different qufl:
MOAEEP I VOIS T
o gballlery GIGLGE LS, g

If those of integrity know it effaces all their wrongdoing.
When they stop at the Door of Peace, they greet the Chosen One

[The following verses are not found in IM or MW, but Ibn Jallain has inserted
them, verses he considers appropriate, according to a footnote, whether they
are actually performed or not.]

\,L,e-\,,.ég t,éye&;ﬁ

u}«” i”’cﬂ*dﬂb
\}uu@;»é.a ol S

S AIG PR <A
lys J:J&J\ 3 Ll ,\,.ﬂ Iy 2,

The camels of the pilgrims are in motion

as if they bear a little bit of daybreak.
You hear the cries to the camels

which hearts cannot not bear.
Lovers in my state are in turmoil

and produce beauty in speech. (?)
They pitch their tents in the Vale of Purity,

and they light the fire of love.
They flee delicious sleep

and put first the provision of piety.

The original lines are much more constrained than those IJ has added, includ-
ing just two lost final vowels (J\)a \.x:"S In contrast, Ibn Jallan’s added lines
show loss or alteration of i7db on several nouns ( u\.«:}\ ‘u}U\ e j.l\ \4{ and

verbs (tj 46’*)

Another formal consideration is the use of tarst".
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Notable themes:

Gloss: Trailing the hem (here, literally, “one who lets down the hems”) classi-
cally symbolizes wealth and even opulent languor. So the meaning is some-
thing like “O you apathetic people, get ready.” The verb jc:‘ , “to lift, roll up, tuck
up’ puns on this, being used in the expression 4\l ;¢ +*, meaning “to roll
up the sleeve’, but exactly analogous to the English expression, “to roll up one’s
sleeves and get to work”.

The theme of exhortation to fill oneself with love the Prophet and to seek
his presence here is presented as admonition to the complacent and concludes
with two lines that put sacred love and divine mercy in social perspective: the
former is an “open secret” and the latter is always available.

IJ gives the tab“as al-husayn.
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Btayhi #7 — sy s !

IJ #6 p. 51

IM #5 p. 49

MW #8 p. 38

Benniina #334 p. 346-347
Zwitin #5 p. 20

Ambirka #7 p. 23

Poet:  Abu l-Hasan a$-Sustari

The celestial sphere turns for you and illuminates and shines.

The suns and full moons because of you set and rise.
Read the meaning of the lines which I compose about you.
Do not leave out a single one of the lines about you, for I know.
What is the meaning of the moon which wanders the night for you?
Annotation

The meter is close to mutadarik but not perfect; perhaps some indication of
syllable number (3) as metrical principle, especially in the gusn.

The following two lines were added by Ibn Jallin to make the poem suba‘iyya,
however, they are not found in other anthologies, and Benmiusa indicated that
in any case they are never performed:

E e R S
$S058 S3e ATsks
PN s 2 . :’
”JJM i&\ﬁ‘”@ ﬂl’ ol Ca-f}'j\;
Forms appear to you in eyes that wander the night.

Turn (to him), if he appears inyour shining sky.
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This san‘a derives from zajal #38—Sahha ‘indi [-habar—in Nassar's Diwan
as-Sustari, p. 165. The selection here comprises the second dawr of the poem
(the two-line matla“ added by IJ is in fact the qufl from the previous dawr).
Corriente (1988 pp. 74-75, 240-241) presents the same zajal with some varia-
tions. Both Corriente and Nassar point out that several manuscripts of poetry
belonging (or attributed) to a$-Sustari exist; Corriente’s version is based upon
a different set of manuscripts than Nassar’s edition of the Diwan.

As one of a handful of azjal identifiable from a well-studied diwan, this text
is particularly instructive of various factors shaping the Ala corpus, represent-
ing as it does a negotiation among rules of prosody, degrees of constrained
expression, and musical composition/performance. It contains many features
defined by Corriente (1988) as “dialectal’,including loss of i7ab from imperfect
verbs (39\.&?, vé,ﬁeé) and nouns (J,,)’}i\, C’,\m\), and loss or “throw back” of
final vowels from pronominal suffixes (d)\.g/ , .’3} )E;« for 2 ) )E/i o). These are
combined with other constructions that fit comfortably within the constraints
of fasih verse as a creative option that presumably facilitate expression and
performance while signalling that the text is poetry and not everyday speech.
See Chapter 4 §5.1. For a similar example (also attributed to a3-Sustari) see
Btayhi #14.

MW pushes this text toward more constrained, fasth expression by su)pply—
ing some (but not all) missing final vowels and (7rab (é)\.;, ﬂ))ﬁ:, Eﬁ«;, d\u\)
The @uz of line 4 in MW: ’

Aldyhs

of the lines about you, and know

Zwitin drops the hamza from g2 ; gives |36 at the beginning of line 3; and like
MW gives the imperative 43\; at the end of line 4.

Ambirki drops &l from line 1; drops s from the beginning of line 2; gives the
imperative at the end of line 4; and gives s4%| at the beginning of line 5.

The poem makes full use of tarst".

This san‘a is found also in Basit al-Isbahan: IM p. 95; IJ p. 64; MW p. 56.
Notable themes: This poem, being attributed to one of the Andalusi mas-
ters of mystic verse, is alive with fantastical astronomical images that are not
used elsewhere in the nitba in quite this way. Here, as elsewhere, we do find
the sun and full moon, but they now exist in a causal relationship with the
object of adoration, rather than signifying the Prophet as such. The full moon
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is particularly significant here, as it wanders about due to the seeker. Hence if
the you for whom the universe moves here is the Prophet, the moon cannot be
a figure of him. Abstracted from the nitha context, who but an initiate can say
what this means? However in the context of the Ala corpus, and especially in its
performed context, the moon in this san‘a would be understood as the Prophet
(see Chapter 4 §4 and Davila 2012b). The cosmology of celestial spheres does
appear elsewhere in the tradition (see Btayhi #5), as does the image of lines
written about the Beloved, perhaps an echo of the Qur’anic notion that the
individual believer’s fate and deeds are inscribed in a divine book (Btayhi #12,
also attributed to a$-Sustari).

IJ gives the tab‘ as ramal al-maya.
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Btayhi #8 — sl \ &l

IJ#7p.51

IM #7 p. 49

MW #6 p. 37
Zwitin #7 p. 21
Ambirka #8 p. 23

By Allah, O cameleer

if you pass the wadi,
take heed
The abode of the Prophet, the Guide,
our manifest Messenger,
Muhammad,
Quenching the thirst of the parched,
overseeing the most fortunate assembly.
O abrogator of (previous) religions
by means of signs and proof and the sword.
O holder of dominion
and beauty and beneficence, you are the imam.

Annotation

MW and IM: both exchange WY\ and ,\é in lines 2 and 3; both give > }\ (“gen-
erosity, liberality”) for u,,;\ inline 5. IJ gives > eithera misprint or p0851bly
a colloqulahsm—m line 3 for L5 (from A= “thirst”). IM also exchanges _2 &
for ) )y ,yin lines 2 and 3, and gives Y\; for eﬂ)\; in line 4.

Zwitin drops o from $slgl; reverses ; the 2nd and grd segments in lines two
and three; gives Lfb\.w\: gives OLa Al5 &\ Y\ as middle segment of line 4; and
gives > &\ for u...i-

Ambirki gives sly ;y» for $3\JL; reverses the 2nd and 3rd segments in lines
two and three; and gives O\a Al \,\J\; as middle segment of line 4.

Tarsiis used extensively here, across all line segments.
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Notable themes: The camel caravan appears in several sana’ here as con-
ceit for introducing the Prophet through his home (in Medina, presumably).
He is presented as the Guide and Imam, quencher of spiritual thirst, and,
uniquely here, the abrogator of false religion.

IJ gives the tab“as ramal al-maya.
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Btayhi #9 — ‘JKAJ&U“‘)U“:“E

IJ #8 p. 52

IM #8 p. 50

Zwitin #8 p. 21

Ambirka #9 p. 23

Poet:  Ibn Abi Sa‘d Yahluftan al-Fazazi 1-Andalusi

O established master of the messengers, whose place
is put first, though his era is the last.
O one named Ahmad and Muhammad,
O Guide to good conduct, while he is its seal.

Annotation

This is one of only a tiny handful of sana’‘ that I] and IM have in common to
the exclusion of MW.

The first verse is found in al-Harama, Atar..., p. 37.

Notable themes: The idea of the Prophet being the last of the divinely-inspired
guides for humanity is, of course, Qur'anic in origin (33:40).

IJ gives the tab‘as ramal al-maya.
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Btéyhi#m—dg)qg)éd{j\gﬂ he
MW #9p. 38

——\.4—|u—\./—|——\./—||——\./—|W—v—|——VU

——\.4—|\.4\.4——|——\.4—||——v—|——v—|w—vc

Take refuge with the Prophet Muhammad, the retreat of mankind
in the gloom, from convulsive affairs.
For he is the rescue, and none other is hoped for.
May Allah bless him as long as lips speak.

Annotation

This is one of the few sana@’i‘in the canon found only in MW (and not, inciden-
tally, in the al-Jami‘l manuscripts).

Formal considerations: Use of tarsi*in combination with well-formed meter
and no departures from fasih expression make this one of the most highly con-
strained of the sana@’i‘in Ramal al-Maya.

Notable themes: The Prophet, alone, is the refuge from the affairs of the
world. As elsewhere, we find blessings heaped upon Muhammad for a long
duration marked by the adverbial use of L.
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Btayhi #11 — \,\",UJS.\,..;

IJ #9 p. 52

IM #9 p. 50

MW #10 p. 38
Zwitin #9 p. 21
Ambirka #10 p. 24

Poet:  Abul-Hasan a$-Sustari

Muhammad, who possesses (all) virtues,
the root of existence and its light,
And its exalted secret,
for the whole of it is his advent.
An experienced man knows this,
its seas (of knowledge) submerge him.
O my heart, rely upon Allah
and cut off connections to anyone else.
And incline not to anyone other than He
and swim in the seas of remembering Him.

Annotation

Mujtatt (j)f\ob W), but with defective first feet in the third and fourth
lines. IJ adds irab to the end of the qufl, thereby disrupting the meter, while
MW preserves the meter by leaving the endings off. Thus we see a complicated
negotiation between various degrees and kinds of constrained language; and
between the written and the oral rendered in written form.

IJ gives 3 for »5%
Zwitin gives qul\ for L;:‘i‘\\; and “»> for i,.; ; and drops all pronominal suf-

fixes at the ends of linegfin the gusn.
Ambirka gives ﬂ\ for ﬂ\é .
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Not found in the poet’s Diwan.

Notable themes: Not only is the Prophet virtuous, but his existence is es-
sential for the existence of the creation, a theme related to that of the Prophet
as the cause of existence in Btayhi #5. On the symbolism of Muhammad’s light,
see the Annotation to Basit #9. In the qufl we find something of a contradiction
of the larger theme of prophetic praise in Ramal al-Maya: how does one seek
for, long for, desire (and so on) the Prophet, and yet rely upon Allah and “cut
off connection to anyone else”? One suspects, therefore, that this is a composit
text whose gusn and qufl derive from different sources.

IJ gives the tab“ as al-husayn.
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Btayhi #12 — | & ga e (3law

IJ #10 p. 52

IM #10 p. 50

MW #11 p. 38-39
Zwitin #10 p. 21
Ambirka #11 p. 24

Poet:  Abul-Hasan a$-Sustari

The one whom I love pours out wine for me.
With it, Allah has elevated my state.
He reveals to me the Presence,
for which there is no other in the existence.
He says to me, “Be wise!” and “Recite
your lines and understand My forms.
“And My Books (revealed) to you I send down with you,
distribute afterward what they gather together.”
Let Him depart, and I will bear it
and return to beautiful patience.

Annotation

Several non-standard renderlngs place this amongst the least constralned

sana’i in Ramal al Maya: ufb >u}A W-U’\ L;—)M’\ .)‘

J6 (> J6). J.o_ﬁ'-\: However, the use of tarsi‘ mitigates this somewhat

IJ gives J.Lj (“sent down”) and \AJ\:; (“after them”) for Ls :)\a) ; and adds kasra
to J&, further disrupting the already problematic meter, which otherwise
works quite well in the gusn (ironically, thanks to a number of the non-stan-
dard renderings).

Zwitin and Ambirka give [,.'4;-\ for 'o",.a)-\ Ambirk also drops y from the @juz
of line 4 and s from the beginning of line 5.
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Notable themes: The wine-pourer, a staple of hamriyya verse and of Sufi
mystical poetry (the wine symbolizing here the mystic’s intoxication with the
Divine presence), must be the Prophet in this case—at least, he would seem
to be the most logical figure in the context of Ramal al-Maya. Line 3 echoes
Btayhi #7, also attributed to a$-Sustari, but this text is not found in Nas$ar’s
version of the poet’s Diwan. (Incidentally, perhaps, the expression “ 2 )glaw | 517
is also an adage in Morocco meaning “pay attention to what is happening and
what you are doing”.)

IJ gives the tabas ramal al-maya.
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333

Btéyhi#lg—fne\@fgy\ or: Lo e bl

IJ #11p. 52

IM #11 p. 50

MW #12 p. 39

Zwitin #11 p. 21
Ambirka #12 p. 24-25

Poet:  Abul-Hasan a$-Sustari

_______

_______
________
_______

——— — =

e 2

~— — — ~ —

—_—_—— =~ —

—_—~ — = — — —

—_——_—— — =

The patient one is never disappointed, O fortunate one who has patience.

And one who has no helper,

by Allah, He comes to his aid.

The whole affair belongs to Allah in the beginning and the end.

One who binds, loosens.

So it is, if Allah wills it:
The destinies take their course
And one who has no helper,

Annotation

How excellent is the Mighty One!
the fates bring us together.

by the rule of the Mighty One.
by Allah, He comes to his aid.

IM: humasiyya, and presents several text variants:
The ‘gjuz of line 1 of the gusn: &Yy JsY! ¢ (“for he is the first and the last”);
the sadr of gusn line 2: 4. su2e 15 (“and one who ties it..");

gusn line 3:

“So it is daily, by the Will of Allah

line 5:

ol )
by the Merciful

D PEA)| P bs
the fates bring us together in Him.”;

a.,\,&fa\:yu:v
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Zwitin (humasiyya) gives_~Y'for y&Y!;and Ols forls.

Ambirki (also humasiyya) gives %6 and _.dl for ;56 and 3! ;and bls for
bs;and a. for_.obin the last line.

This text has a few departures from constrained expression: loss of i7ab in two
places (Jj\“ and L& ) and loss of final vowel in one (J.“o.;), but irab is pre-
served in most places. MW is somewhat less constrained, with ;,\e\i j u.“_d P9

Other formal considerations include use of tarsi“ and the repetition of text
in matla‘and qufl, strongly suggesting that they function as a true refrain in the
original incarnation of this poem.

This text is not found in Nassar's Diwan. It is found in Wazzani and
Valderrama.

Notable themes: This san‘a does not evoke the Prophet at all, neither met-
onymically nor through contextualized meaning, as in other cases discussed
in Chapter 4 §4. (One might perhaps read Muhammad into the sadr of the
second and last lines, in line with Qur’an 5:55 and 9:16, though the opposite
might also be adduced from 16:53 et al., as well as the dictum found in al-Buhari
Chapter 83 #6046, la hawla wa-la quwata illa bi-Llah.) Overall, the focus is on
the overwhelming power of the Divine—His transcendance, ability to bind
and unbind, to shape destinies, and even to come to the aid of the believer, a
theme somewhat in contrast to the import of other sana’‘ in Ramal al-Maya,
which cast the Prophet in the role of helper (albeit as intercessor, etc.). The
‘ajuz of the first line of the gusn echoes Qur’an 57:3, especially in IM’s version,
which is a direct quote.

1] gives the tab‘as ramal al-maya.
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Btayhi #14 — $)d 3,1

IJ #12 p. 52-53

IM #12 p. 51

MW #13 p. 39

Zwitin #15 p. 22
Ambirka #16 p. 26
Bennuna #309 p. 329

Poet:  Abul-Hasan a$-Sustari

—_——— o — — — — — — —_————
~ e — — — —_— e — — - — —_————

“~——— ——————— = —— - —
- = —~—_———v—-3C

My full moon visited me,
and love of him became rooted in my breast,
O ye people of my town.
And my status rose.
Since I came to know him, I became knowledgeable;
nothing shall escape me.
My dawn appeared
and my duality was enfolded in my singularity
O what a concealment it is!

The two stir me and cast me in the desert.
Mention to me the name of one who brings life to mortal remains.
Annotation

IM: the last two lines:

P - N
DRy S Y e
they cast me... They stir me...

S\ For el S5l

IJ: % for g@’;\, and ué for %
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MW: f“ for d\é—"’ and f_)a\ for d\o_)’\ and &Y for )& \—all essentially

orally-derived hypercorrectlons
Zwitin gives = ¢ for é{; and (S, for Lg)b;i ;and djb\ for 5:\ .

Ambirka also gives & ¢ for suj« and &, for 6)3‘ and 6)“ for d'«ﬂg ; and line

433 > bl

This san‘a, the fifth of a group of five in this mizan attributed to the great
Andalusi mystic a$-Sustari, derives from the 274 dawr and qufl from the
muwassah Tabat awqati... in Nagsar's Diwan as-Sustari (#10, p. 356). Unlike al-

Falak fik yadur, this text comes from two manuscripts for which Nassar ques-
tions the attribution to as-Sustari. The text in the Dawan:

J‘J—*”“’ @@3}@, 55935300

L GiSedi e EOA

J&f*\\: Shd ikl 63
PEIGaLEL e
BT R 1

(Slightly different variations are also found in Corriente (1988) #10 pp. 155, 306.
Corriente’s version is based upon a different set of manuscripts from that of
Nassar.)

As with Btayhi #7, this is an excellent case of the convergence of constrained
and non-constrained registers of language with the demands of oral presenta-
tion inherent in the tradition. Much of this text reads perfecty well as fasih
verse, and the trisegmented lines with full expression of tarsi*mark it strongly
as post-classical verse. Departures from constrained verse include loss of vowel
in pronominal suffix («.:>- & j«) loss of a final vowel in the perfect (6 ), mix-
ing of first person singular and plural forms in compound verb (¢ )J\a & oinl))
and loss of first short vowel for vocal harmony ( d\o Jﬁa\ - d\a- )a 9).

Notable themes: The lover who finds himself appealing to his neighbors for
understanding is a gazal theme that comes to Ramal al-Maya in this case via
the Sufi tradition. Like Btayhi #7, this text is also full of philosophical, initiatory
meaning (the confounding of unity and duality), and seems to have little to do
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with the Prophet himself (except through his metonym of the moon). The last
line clearly refers to Allah, not Muhammad.

This san‘a is found in Valderrama.

IJ gives the tab“as ramal al-maya.
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Bayhi #15 — Jso)) S Y S5t 0 S

IJ#13 p. 53

IM #13 p. 51

MW #14 pp. 39-40
Zwitin #13 p. 22
Ambirka #14 p. 26
Benniina #1 p. 125

—_— == =~ — —

N

|-~—-|
|-~--|

eI BT EEE ICEESIE
|-~--|
o=~

Everyone who loves and does not love the Messenger,
what importance has he?
He is the Door of Allah: no arrival is possible
except by his door.
Love of him never ceases to be a duty upon us:
Allah prescribed it.
O life of my heart, O nourishment of souls,
you are my beloved.
You do not cease giving drink to (thirsty) hearts in cups:
give to my heart (as well).

Annotation

Formal consjderations: Some semblance of a coherent meter, loss of only one
= [9h2d — . .

i‘rab vowel (L‘i)' and use of tarsi“put this text on the more-constrained end of
the Ramal al-Maya continuum.

Zwitin gives Js . (\ for Js % Y; and u@;g\o» for ugjg\: )

Notable themes: Divinely-prescribed love of Muhammad gives mankind sig-
nificance. Here he is presented as the only door to the Divine. The gazal-like
qufl echoes references elsewhere in the niba to the Pool and the fountain of
Kawthar in Paradise.

IJ gives the tab‘ as ramal al-maya.
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Btayhi #16 — 39 ;5L

IJ #14 p. 53

IM #14 p. 51

MW #15 p. 40
Zwitin #12 p. 21-22
Ambirka #13 p. 26

_——— - — —— =V —-C

—_—— =~ — — N

_——— — = L T
—_—— =~ — _— =

—_—_——_———— —_—_—_——

O ornament of creatures, O wellspring of truth,
You have captured a lover with enslaved heart.
You verified the truths, and they were reliable.
O Messenger O noble Guide
Do not abandon one who loves you on a mighty day!
Annotation

MW: line 3— ! Eis (“The truths were right”)

Ambirka gives Za> for S

343

Formal considerations: Metrically, like many of the tawsih and zajal texts of

al-Ala, this san‘a is constructed roughly according to the number of syllables in

each hemistich, with account taken of stress deriving from the melody. How-

ever in other respects, this text is highly constrained: there are no lapses of
vowels or other grammatical characteristics that mark it as approaching a less-
constrained, informal register. Moreover, the use of tarsi“ adds to the poem’s

more constrained, more formally “poetic” quality.

Notable themes: In addition to the common references to the love of the
Prophet, his various attributes and role on the Day of Judgment, his beauty is

seen here as enhancing all of creation.

IJ gives the tab‘as ramal al-maya.
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I11. MIZAN AL-BTAYHI
Btayhi #17 — Lé)ujﬁz:d) Il

[J#5p. 53

IM #15 p. 51

MW #16 p. 40

Zwitin #14 p. 22
Ambirka #15 p. 26-27

I asked my lord by the best of guides

to make my death bear witness (or: martyrdom).

One who, like me, is without provision,

345

the bounty of the Generous One is his provision.

Indeed the bounty of the Generous One is evident

to those who possess luck and felicity.
O my Lord, you bestow on your humble servant

your mercy, O wonderful Merciful One.
For I am asking for your bounty:

it will be my fortress against hellfire.

Annotation

IM:
Line 4—2).s 4y (“and pardon your humble servant”) for .’.L}.;.é Jo
Line 5— e Wb (“asking for what you have”) for Jd I\

MW:

Line 1—3\a for ($>\a

Line 2—osl) for 3}

Line 3—9\3 for 49\; .
Line 5—’()/%'\ = misprint for F}\
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1J:
Line 1—;\:4, = misprint for :\,./_,4‘-,

Line 3—53 = misprint for &>
Zwitin gives 3|, for $al.

Ambirki gives ¢»&=)\for ;>)\; and the ‘sadr of line 5: Jaes L LIb 56 (“For
gives ¢ &

I am asking for what you have /what is with you”).

Formal considerations: Although the grammar is not perfect (e.g., ;\,'.}'; u\ in
line 1 would be preferable), this san‘a nevertheless tends toyvgrd the more con-
strained end of the spectrum: the two lost final vowels ( J..a.of and A’:}i’;) are
not haphazard or “conversational” but rather help to preserve the meter. And
as elsewhere, the use of tarsi‘ further emphasizes the sense of a constrained,
consciously “poetic” diction.

Notable themes: The Prophet makes only the barest appearance here,
with the suggestion in line 1 of one of his attributes typical of this corpus, the
Guide—though that is also in fact one of the traditional g9 Divine Names
(‘}..A-\ ;\CAJ\), Otherwise this san, like others in this mizan, deals exclusively
with Allah, Who grants the seeker His mercy and bounty, a fitting death, and
protection from Hell.

IJ gives the tab‘ as ramal al-maya.
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III. MIZAN AL-BTAYHI 349
Btayhi 18 — Lol el 0803

IJ #16 p. 53

IM #16 p. 52

MW #17 p. 40
Zwitin #16 p. 22-23

—_—— =

O companion, if you reckoned
upon the hand of a generous lord,
Rejoice at deliverance and success
and the achievement in the abode of well-being.
The master is great in magnanimity
the kind, the great, the beautiful.
My Lord is the Most Generous,
taking pity on all who are disobedient.
He overlooks (the faults of) those who have erred
and forgives the sins.

Annotation

MW: e o 591 )
“the kind, the benevolent, the merciful”

kind, the forgiving, the merciful”

Formal considerations: Three lost final vowels (d):L..> ) )éj)\ ‘3 ;\.4),), and only
avery general hint of a classical meter ( _ead!: uL.a;.we Ak, together nudge
this san‘a toward a less-constrained register. On the other hand, the presence
of tarsi“here, as elsewhere, reinforces the poetic quality of the diction.
Notable themes: As with several preceding sana’, Muhammad is nowhere
to be found in this text. Taken out of its context, the gusn of this poem reso-
nates, not with sacred connotations but with the old Arab tribal ethos of %rd
(see Annotation to al-Qa’im wa-Nisf #2). The qufl brings the sacred facet into
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focus, making clear that the lord and master of the gusn is the Divine, Who
forgives sins, etc.

IJ gives the tab‘ as ramal al-maya.



IV. Mizan ad-Darj
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IV. MIZAN AD-DAR]
Darj #1—.%@33@).3&&.\3 [

IJ #1p. 53-54
MW #1p. 41

——v—|——v—|W—vU||W—v—|——v—|W—U

My longing for the Prophet Muhammad has grown long.
So when will I arrive at that sacred place?
My patience has withered away and my yearning
for the beloved has increased, but is there a way to him?
Do you see? I press my cheek to his tomb
and flee from being happy with it, and I say:
“This Hashimid Prophet, the Chosen One,
to him do all hearts incline.
“This is the Messenger of Allah, the chosen of His creatures,
This Messenger is a (guiding) sign to the Garden.”

Annotation

353

Benmusa indicates that traditionally, performance of mizan ad-darj always

begins with a poem in the meter al-kamil.

MW gives b for |ain the ‘@juz of line 2.

Notable themes: On fb;».j and the image associated with it here, see the An-
notation to al-Q&’im wa-Nisf #4. Visiting the Prophet’s tomb in Medina blends
in this famous sana with gazal-like expressions of anguish over separation
from the beloved, illustrating well the intimate association of prophetic praise
with classical love poetry in Ramal al-Maya. In addition to the more common
epithets of the Messenger and the Chosen One, the Prophet also is evoked here

through his ancestry in the tribe of Hasim and as an indication of the way to

Paradise.
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IV. MIZAN AD-DAR] 355
Darj #2 —6))%\14»\6)\:-\9}4
IM #1p. 61

Poet:  Ibn al-Hatib

May Allah bless you, best of mankind.

How one struck by longing yearns for your habitation!
O master of masters, I came directly to you

in hope of your generosity, and I seek protection in your sanctuary.
By Allah, o best of creations! I have

a heart filled with longing which desires no other than you.
By the right of your rank, truly I am enamored of you,

and Allah knows that I love you.
You are the one were it not for whom He would not create man

at all, and mankind was not created, were it not for you.
You are the one in whose beauty the full moon dresses

and the sun shines by the light of your brilliance.

Annotation

As noted in Annotation for Darj #1, performance of mizan ad-darj begins with
a poem in the meter al-kamil. This text, also in al-kamil, begins this mizan in
IM. Darj #1, Qad tala Sawgqe... is not found in this anthology.

Notable themes: Longing and love for the best of mankind, the one for
whose sake mankind was created, whose rank places him above all others—
all themes running throughout Ramal al-Maya. In addition, this san‘a incor-
porates the sanctuary theme noted in Basit #8. See the Annotations to that
san‘a and others referenced there. Finally, astronomical images—the sun,
and especially the moon—figure here as elsewhere in Ramal al-Maya, though
in this case the resonance is more clearly with madih than with gazal verse,
because the Prophet/beloved is not himself the sun or moon (indicating
his beauty and attractiveness, as is more typical of gazal), but rather these
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astronomical objects shine by reflecting his light. On the symbolism of the
Light of Muhammad, see Annotation to Basit #g.

These lines are not found in the poet’s Diwan.
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IV. MIZAN AD-DAR] 359
Darj #3 — G;-\ PRV

IJ #2 p. 54
MW #4 pp. 41-42

Poet:  Sidi Muhammad b. ‘Alal Mulay al-Qusuar

*The symbol (=) indicates a consonant cluster of the form CvCC or CvCCC,
where the second consonant is not a long-vowel marker (i.e., not!, 3 or ), an
arrangement treated here as CvC for scansion purposes.

The Emir of Love constrains

my soul; it is burnt by the fire from his heat.
Despite the length of the dark,

sleep flies from my eyes from the torment of love.
My tears are like waves.

I find no ease, nor any cure for my condition.
My ardor stirs.

Just make excuse for me: what is in me is too strong.
No sickness kills me,

but one whom I love, I am losing my mind from loneliness.
Love of him has taken up residence in my refuge.

How sick I am from love’s pangs, but I am patient.
I conceal what it is to my advantage to conceal,

but what I hide appears in pure [evident] beauty.
Who knows (what) I see with my own eyes?

I go to him as a visitor to his exalted place.
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Annotation

MW version:
GES N S G A A
Sdliad p Dby IRl
BTN DR TN ERA
I N U TS i
PO PV [ I
Ao ailbynes GBS,
AL WS AGH]
PP A %Lf.éﬁsw‘\

As barwala, this text represents the range of the corpus least constrained by
either the classical ‘arid or the rules of formal grammar (and orthography!). As
noted in Chapter 3 §4, this type of sana text is, in theory, constructed primarily
from Moroccan colloquial expression and reflects typically Moroccan features
of pronunciation, though it also embraces features marked as “poetic” (such
as rhyme and tars?). In addition, the effort to represent the text on the printed
page and the general religious thematic probably have led to a greater degree
of constraint vis-a-vis the sana-as-sung. A further complication to formal con-
siderations of this text, as discussed in Chapter 3, is its relative proximity to
the oral processes that lie behind the tradition. The versions that appear in IJ
and MW clearly reflect the effects of this proximity: each represents a written
approximation of the san@-as-sung in which orthographic choices have been
made according to the anthologist’s ear and aesthetic sense. We see this re-
vealed in numerous ways, including differing representations of i7ab (e.g.: J\ s
vs. J| )..,.a—the Vowel sound intended here is /3/), selective loss or retention
of i'rab (e.g.: f 9 VS. f ), differing representations of internal vowels (e.g.: @\
vs. \f.\) differing versions of independent and suffixed pronouns (e.g.: il vs.
bsand dvs. ), differing representations of the vowel in the affixed preposition
bi-, even by the same anthologist (. and C—again the intended vowel is /a/),
and even differing representations of consonant sounds (e.g.: 3\,.} Vs. ;:w} ).
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In terms of grammar and prosody, the text shares some linguistic features
with the “Andalusj” A),rabic typical of azjal, such as /n-/ to mark first person sin-
gular imperfect ( 242 ), loss of numerous final vowels of both verbs and nouns,
and conversion of {§ to the full consonant $ . Features marked as distinctively
Moroccan dialectal include loss of first-syllable short vowels (pl ! & o2
}.},J;, . /':, and’o\}:a —perhaps rendered on the model of ).a o for })a 9 ), shift
of /i/ 5 /a/ in form I active participle (J;\b ;Lo Qé\.b ), and reduction of -l
\ﬂ} (line 6 of MW version). Moroccan colloquial expressions include: x = “just”

” o«

and J by = “one whom,” “there is/are” (neither is attested in Corriente’s Diction-
ary, tflough the latter is not unknown in Egyptian colloquial, for example). See
also Annotation to Quddam #s,

An abbreviated version of this san‘a is found in the manuscript Dio31 (see
Chapter 3).

This eight-line san‘a is constructed of quatrains rhyming aaaa bbbb, with
the last line of each strophe serving as a kind of refrain, a fact which is not
apparent until one observes that lines 4 and 8 are repeated in Darj #5. Thus
the two texts represent one style of performance practice for this text, in this
case with Darj #4 inserted in the middle as an interlude (not an uncommon
practice, as shown by a similar situation with Darj #9, 11 and 12, and Darj X). See
also the Annotations to Darj #4 and Darj #5.

Notable themes: This text stands squarely on the gazal genre, with no in-
dication that the beloved is, in fact, the Prophet—except perhaps “his exalted
place” in the last line—and no links at all to madih as such. The tortured state
of the lover longing for the beloved is expressed more vividly here perhaps
than anywhere else in the nuba, although he does have patience, as well as the
presence of mind to restrain his behavior even though something of what is
going on inside him appears nevertheless.

IJ gives the tabas ramal al-maya.
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Darj #4 — JF4% ,ls) L4

IJ#3p.54

Poet: ‘Abd ar-Rahim al-Bura‘

——v—|——v—|W—vU||——v—|——v—|———

——v—|——v—|W—v—||——v—|W—v—|——U

O frequent visitor to Muhammad’s tomb, one amongst you

who is coming or going (in the morning) belongs to Allah.
So let him bring the Chosen One a thousand salutations,

from a lover who is tearing his heart apart.

Annotation

These two lines are found in Sark Diwan al-Bura7 (1967, p. 294), though not in
the collections of an-Nabahani or al-Ayyubi. Variants in the Diwan:

Line 1: 41\\,

Line2:

:L%Y\ - ““/\o(f E\TJJ\ \..é\‘_;éﬁ

He brings to the Chosen One a thousand salutations
from a lover who is rending his livers.
[that is, his heart]

IJ's comments on the format of Darj #5 suggest that these two lines are per-
formed with the previous and following sana

—)(

as an interlude or performance
unit that begins and ends with the one barwala (divided in this anthology into
two) but has these verses inserted in the midst. See Annotation to Darj #5.

Notable themes: The word translated as heart here ( JKY ) means livers.
This is a rare holdover in Ramal al-Maya from the lnﬂuence of classical Greek
thought on Arab-Islamic physiology: the Greeks believed the liver to be the site
of the emotion of love.

Visiting the Prophet’s tomb and the anguish of the seeker are both typical
themes of Ramal al-Maya. The text represents the Prophet as the Chosen One,
also very common in the corpus. This and the following san‘a text are unique to
I], but one can perhaps understand why he has inserted this san‘a at this point
in the mizan: little of the imagery in either half of the barwala represented by
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Darj #3 and Darj #5 is directly related to the Prophet. The present text serves to
contextualize the passionate barwala imagery and thereby frame the beloved

specifically as the Prophet.

IJ gives the tab‘ as ramal al-maya.
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IV. MIZAN AD-DAR] 367
Darj #5 — C\:& odalny
IJ#4p.54

Poet:  Sidi Muhammad b. ‘Alal Malay al-Qusuar?

*The symbol (=) indicates a consonant cluster of the form CvCC or CvCCC,
where the second consonant is not a long-vowel marker (i.e., not!, 30r ), an
arrangement treated here as CvC for scansion purposes.

I do not see (what) I need

after my body is aflame, bent by love.
He is the (full) moon in the dark,

my master; there is no remedy for him.
With his incandescent beauty

the (poor little) heart of every lover like me burns.
My ardor stirs.

Just make excuse for my state: what is in me is too strong.
Always wasting away from love of him.

His love is my comfort and my close companion in thought
Whoever blames is of no importance (to me).

His talk is just senseless stories, however much it increases.
Say to the one who blames me, it is enough for me

I love a beauty; I am honored by his evident beauty.
Who knows (what) I see with my own eyes?

I go to his exhalted place as a visitor.

Annotation

This is one of the few items from ad-Darj found in manuscript: Belmalih p. 231,
though unvocalized and with several variants in the text.



368 IV. MIZAN AD-DAR]J

This barwala is a continuation of Darj #3, so it presumably was written by the
same poet, though IJ does not specifically indicate so. Its formal characteris-
tics mark it likewise as belonging to the least-constrained facet of the corpus,
comprising similar departures from grammatical and prosodic rules as Darj #3.
See the Annotation to that san‘a for discussion of the various linguistic details.

On barwala and the significance of contextualized meaning, see Chapter 4
§4, as well as the Annotations to Darj #3 and Darj #4.

Notable themes: This san‘a continues with similar images to those of Darj
#3 drawn from the gazal genre, though it contains the additional image of the
blamer, the third party who casts accusing glances on the lovers. One other
image does more clearly connect this text to the thematic core of Ramal al-
Maya: the full moon, which represents the beloved in gazal, but in this nuba is
a metonym for the Prophet.
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IV. MIZAN AD-DAR] 371
Darj #6 — )\;Y\U eyl

IM #2 pp. 61-62

vvvv———U”vvvv———
—— T — — ||vv—v—v—U

———v—v——”v——v——

No lights shine for us but from one face.

And pure water gushes forth flowing from a blessing.

And settles among the date palms from whence it is drunk.
One brings him to mind, I am consoled and I live in peace

Bless all together, O servants (of God), one who captivated me.

Annotation

As with many (perhaps most) of the sana’i‘ labeled tawsih, this text exhibits
no link to a classical meter. The structural principle in this text, such as it is,
relates to the number of syllables in each hemistich (eight in the sadr and six
or seven in the ‘@juz), linked to syllabic stress which would depend upon the
form of the melody.

Notable themes: On light-symbolism as it relates to the Prophet, see Anno-
tation to Basit #9. Other images of interest include spiritual water (elsewhere
represented by the Pool and the Fountain of Abundance in Paradise, but here
flowing amongst date trees), exhortation of the believers to bless the Prophet,
and the captivation of the seeker with him.
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IV. MIZAN AD-DAR] 373
Darj #7 — a4 Zo bly §)lde Calo- 4
IM #3 p. 62

Poet:  Abu Hafs ‘Umar Ibn al-Farid

e R e IRl O R e A
e R e R e R Rl IR

v_v_|_v_|__V_|vvc||V_V_|_V_|__V_|VV_

In him have I cast off my restraint, and flung away with it

approval of my piety and accepted argumentation.
For the face of my ardor has become white in his beloved presence,

and the face of blaming me with argumentation has blackened.
May Allah bless the sweetest of his good qualities,

for how many inner essences are made to die and live in him?

Annotation
Sadr of line 2: 4.2 £ here is a misprint for f\S.:S/- .

These verses are found in Sarh Diwan Ibn al-Farid, al-qasida as-sadisa, lines
99-101, p. 375. In the Diwan, the problematic word in line 2 here is 4:_:4 Most
likely IM’s version is the result of a typographical error.

Notable themes: These three lines from the famous Egyptian Sufi Ibn al-
Farid deploy gazal-like images that nevertheless stand firmly within the Sufi
poetic tradition that uses love as a technical term for the mystical experience.
Here, the focus is mostly upon the lover’s tribulations (very typical of tradi-
tional gazal verse as such), with the characteristics of the Prophet-beloved
invoked only in a very general way in the third line.
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IV. MIZAN AD-DAR] 375
Darj 18— Sl )l

IM #4 p. 62

Praising the Messenger relieves worries of the heart.
Utter it secretly and openly.
One who praises with (his) hand he pours for him Kawtar
on a day when the people appear (as though) drunk,
He will be an intercessor for him, so he stays by him.
He lights a lamp from his light.
Our Lord pleases him and increases
all he desires (over what) was before.
The bounty of the Generous encompasses (His) servant.
He repays those who do beautiful works with beauty
Bless the Messenger and more,
Muhammad, the man-of-honor in the Garden.
One day each messenger will ascend a minbar;
(each has a) group that benefits from him.
And those who are among the Companions and the Helpers will be happy
and rejoice at the Truth as good news.

Annotation

On the formal issues surrounding the barwala, see Annotation to Darj #3. As
this san‘a is found only in IM, which is unvocalized, it is effectively impossible
to vocalize this text so that it accurately reflects the san‘a-as-sung, without ac-
tually transcribing an actual performance. Without that reference point, any
effort to vocalize it risks either over emphasizing the non-standard aspects
(perhaps creating “licences” where none in fact exist), or else dragging the text
toward a register of language that is more constrained than the reality. Hence,
as with other texts found only in IM, I have elected not to vocalize barawil texts
as presented here.

Even given this limitation, several departures from the orthography of con-
strained verse appear in the text. Kawtar, the Fountain of Abundance in the
Garden, is misspelled in the sadr of line 2, presumably influenced by the “look”
of the rhyme letter (). There are several cases of lost i7ab in the accusative
(Lo e ¢ etc, all calling for the indefinite accusative), and reduction of d< }5 ).
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Notable themes: Unlike the barawil earlier in this mizan, this text speaks
clearly and unequivocally as al-madih an-nabawt, using images and phraseol-
ogy similar to other sana’i‘in the niiba: the Prophet as Messenger and interces-
sor (but also here as the bridegroom—that is, the honored man—in Paradise),
the spiritual waters of Kawtar, and the Light of Muhammad (see Annotation
to Basit #9). Unusual themes here include evocation of the early community in
Medina (the Companions and the Helpers), praise of the Prophet functioning
as spiritual healing, rewards from the Divine, and two unusual images of the
Day of Judgment: mankind appearing drunk, and the appearance of previous
prophets (“messengers” being those who brought sacred scriptures: Moses and
Jesus are always included in this group but according to some, so is David by
virtue of the Psalms) giving sermons to their respective followers.
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. \
Darj #9 —d&&g&&\!\dy)\i

IJ#5p-54
MW #6 (in part) pp. 42-43

Poet: Ibn Mas‘ud al-Yusi

et R e el R

—v——|v—v— |—v——||vv——|v—v—|vv—c

O Messenger of the Divine, I am in love,
longing madly for you, by Allah.
O Messenger of the Divine, at all times
you have from me greeting and (blessing of) peace.
O Messenger of the Divine, my longing is great
and growing, and the love-pangs for you are a (true) love.
O Messenger of the Divine, I came to you, striving,
Sins bound me, and they are prodigious.

Annotation

This san‘a and the next three belong to a performance unit in IJ that interlaces
a series of verses in the meter al-hafif with verses of a barwala (Tal sawqt li-
mgqamak..., which MW identifies as simply sugl and presents separately). The
verses in al-hafif MW presents as one, separate sana. MW affixes four unique
verses to its single-san‘a version and then proceeds with the rest of the hafif-
san‘a, without the Tal sawgqt interpolation, and with some changes in the se-
quence of lines of verse. See Darj X, after #12 below, for the full text as it appears
in MW.

This text is found in an-Nabahani, v. 4, p. 119, where lines 2 and 3 are reversed.
Variants in an-Nabahani:
; . A\ s 25 a
L¥ne 1.J\iford\,andrﬂford§_ﬂ../ . ;
Line 3: x50 (“prolonged”) for V.:)ep, and 3 (“profuse”) for J\E\) .

3

Line 4: =& (“weighed heavily on me”) for #55.
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Notable themes: Although mention of sins, as such, is relatively rare in Ramal
al-Maya, the seeker experiencing pangs of love and longing for the Prophet
(evoked here as the Messenger) is one of the dominant themes of the niba, as
is the seeker’s offering greetings and salutations to the Prophet.

IJ gives the tab“as ramal al-maya.
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IV. MIZAN AD-DAR] 383
Darj #10 —éb\@)\\gdw\faléﬁd\b 0

IJ #6 p. 55
IM #6 pp. 62-63
MW #2 p. 41

My longing for your place grows long, O Guide,

O intercessor for the community on the Day of the Gathering.
O you who rescue us in the next world and this,

peace be upon you from our Lord, O Muhammad.

Annotation

See also Annotation to Darj #3. A footnote to Btayhi #1 in IM suggests a dif-
ferent performance unit involving this san‘a from that in IJ (see Annotation
to Darj #9): according to IM, this san‘a (and its associated tusiya?) normally
has Btayhi #1 interpolated between the two lines—a remnant from and indica-
tion of a time when iga‘ ad-darj was performed as part of mizan al-btayhi (see
Chapter 3 §3.3).

The language in this barwala is similar to Darj #8 in its restrained quality,
but as with the other barawil in Ramal al-Maya, the formal characteristics of
this san‘a are nevertheless problematic. Of course, no meter is discernable, but
more importantly the text exhibits the usual loss of first-syllable short vowels
(J&\.L,a %) that mark it as “Mogoccan dialect”. Loss (or “throw-back”) of
various ﬁnal vowels (J\L Jve\.al 4,49\ Jé also place this san@ on the less-
constrained end of the spectrum. Yet none of these features carries throughout
the whole text, and on the whole it is rather more constrained than some other
barawil (such as Darj #5): the religious language in play here tends to pull the
text back from complete abandonment of the constraints of language marked
poetic. For example, the name of the Prophet in Morocco in everyday speech
would commonly be pronounced . 2, though that might not be deemed ap-
propriate in a poetic context.

The problems of orthographic representation found in other barawil are
present here, as well. For example, »J& in its position at the end of the sadr of
the second line, would very likely be pronounced Qéu\\.ﬁ, thus rhyming with s\l
in the first line and producing tarsi.
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MW gives: Sl and CAVSY

Notable themes: Unlike other barawil in Mizan ad-Darj, here we find none of
the passionate, almost erotic imagery. On the contrary, this text evokes the
usual blessing on and longing for the Prophet, represented both in name and
as Guide and intercessor on behalf of the believers on the Day of Judgment.






phd {ﬁ\}—fb
(SN
ARENEHPEY
Sz a3 e

3 PSS PUPLS,
ABKIGINC

) Q,\S\
!

g g0 ) [y
NUARBIE) NP

2 - 5 5

P e o e

S{){H‘A\ <
g g 2

2 ¢ p >
Ih2s sl Ea 0



IV. MIZAN AD-DAR] 387
\
Darj #11 — 35314V sl

1] #7p.55
MW #6 pp. 42-43

Poet:  Ibn Mas‘ud al-Yus1

O Messenger of the Divine, I am a guest,
and the guest of the Generous One is never mistreated.
You are the aim of the pious, and from you
liberality, fulfillment and alleviation are known.
For you, sanctity and a great dignity
and fufillment and elevation unlooked-for.
The Night's Journey, inhabitants of every heaven
each prostrated when he saw you, and they stood.
You stepped forward for the prayer, and they prayed
all of them following, while you were an imam.

Annotation
MW: see Annotation to Darj #9 above, and the text of Darj #x below).

These lines are found in an-Nabahanl,,v 4, p- 119. Variants:

Line 2 sadr: ).éﬂ,ﬁjgs)_ﬂ-ﬂ Shais "”(Z,
Line 3 @juz: . J\,,_g,
Line 4:1,5Us3 it 251515 e wyuu\uﬁ 2w
On a night of nearness, the inhabitants of every heaven
prostrated in thanks when they saw you, and stood.

In terms of formal considerations, this sana is amongst the most constrained
in the natha. Metrically and grammatically sound but for one or two accepted
poetic licenses, such as conversion of short vowels to long at the end of the
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line, one curiosity is the loss of « from -3 in one place and its preservation
in another (for the sake of the meter). The only grammatical/orthographic
problem is the loss of | at the end of the fourth line, which actually serves
no prosodic purpose other than appearance on the page (It is preserved in
an-Nabahan’s version.).

Notable themes: In addition to praise of the Prophet’s dignity, generosity
and sanctity, and reference to the seeker’s desire to be with him, this san‘a
presents the seeker as a guest to whom is due every courtesy, another oblique
reference to ‘ird (see Annotation to al-Qa’im wa-Nisf #2). Also we find refer-
ence to the Night Journey of the Prophet, in which he is said to have ascended
from the Temple Mount in Jerusalem up through the Seven Heavens, along the
way meeting all the previous prophets and messengers and leading them in
prayer (referred to in Qur’an 17:1, but fleshed out in several ahadit related on
the authority of Anas b. Malik).
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IV. MIZAN AD-DAR] 391
\ .
Darj #12 — s 2> 34 Y| 21

IJ #8 p. 55
MW #6 pp. 42-43

Poet:  Ibn Mas‘ud al-Yus1

O intimate friend of the Divine, in the presence of the the Holy
is a noble one who has a place there.
You are the spirit of the eyes; you are longings;
you are the spirit of hearts; you are the magnanimous one.
You are a deep sea, O master of the prophets;
all of them swim in your bounty, and they thirst.
For all of them, you are foremost in noble qualities,
and thus you are a seal for them all.
O god of heaven, bless him,
as long as time persists.

Annotation

These verses are found in an-Nabahani, v. 4, p. 119 (lines 1-4) and p. 120 (line 5).
Variants: ==
Llnel)r\.a:_sufrjuw 33 zj;;g;ew\éh
O intimate friend of God, in the presence of the the Holy
. arisen in nobility there.
Line 2 ‘qjuz: ?DU Zl... (“.you are the goal’)
Line 3 sadr: . U«HA—M )ésv\\; <4 (“You, O most noble of the prophets...")

As with the other sana’i“ in this series by al-Yus, this text falls well within the
bounds of highly-constrained verse. The only inkling of departure from that
is the first line, in which the meter appears to break down in both the sadr and
‘@juz. However, this is merely an artifact of the orthography in the canon that an-
NabahanT’s version repairs: the final syllable of the sadr belongs with the ‘ajuz.
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Notable themes: Focusing primarily upon the Prophet’s various attributes,
this san‘a steers clear of images from love poetry and instead invokes him using
images closer to the madih genre also familiar to Ramal al-Maya: his nobility
and magnanimity of character and the longing of the seeker to be with him,
as the master of all the prophets, and as the seal of the prophets (on which
see Annotation to Btayhi #4). Also common is the idea of blessing the Prophet
throughout the duration of some event, usually a natural phenomenon (like
the wind or birds singing), but here time itself.

This san‘a also offers some images unusual in this corpus, as well, including
the Prophet as the “intimate friend” of God and as a “sea’—a traditional topos
for the great man that evokes the vastness of his generosity, wisdom, etc. The
text even seems to present the Prophet in terms very similar to those applied
to Allah by Sufi mystics: as the “spirit of the eyes” and “spirit of hearts”, both
reminiscent of the statement attributed to various Sufi teachers that “Whoso
knoweth himself knoweth his Lord.” Also, there is hadit #6502 from al-Buhari,
in which Allah promises the one who strives to defend the religion:

...and when I love him, I will be his hearing with which he hears,
his sight with which he sees, his hands with which he strikes,
and his legs with which he walks; and if he asks Me, I will

give him; and if he seeks refuge with Me, I will grant him refuge.
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IV. MIZAN AD-DAR] 395

Darjx—uwj?dfﬂ‘)\"afb@f 3
MW #6 pp. 42-43

This is the version of sana’i‘ Darj #9 (lines 5, 9, 6, 7), 11 (lines 8, 10, 11, 12, 13) and
12 (lines 14-18) as presented in MW, with the exception that the first four verses
are not found in IJ, and the order of the verses is slightly different.

Poet: Ibn Mas‘ud al-Yusi

We are sitting in the presence of the Messenger,
This is wakefulness, otherwise, we sleep.
A celestial sphere in ascent has arisen with
a moon in it, which clouds cover over.
How (can) my eye not pour out tears,
since the tears were welling up before it knew you?
How can reason not be stupified, and the souls
of lovers not become effaced, being noble (themselves)?
O Messenger of the Divine, I am in love
longing madly for you, by Allah. 5
O Messenger of the Divine, my longing is great
and growing, and the love-pangs for you are a (true) love.
O Messenger of the Divine, I came to you, striving.
Sins bound me, and they are prodigious.
O Messenger of the Divine, I am a guest,
and the guest of the Generous One is never mistreated.
O Messenger of the Divine, at all times
you have from me greeting and (blessing of) peace
You are the aim of the pious, and from you
liberality, fulfillment and alleviation are known. 10
For you, sanctity and a great dignity
and fufillment and elevation unlooked-for.
The Night's Journey, inhabitants of each heaven,
each prostrated when he saw you, and they stood.
You stepped forward for the prayer, and they prayed
all of them following, while you were an imam
O intimate friend of God, in the presence of the the Holy
is a noble one who has a place there.
You are the spirit of the eyes; you are longings;
you are the spirit of hearts; you are the magnanimous one. 15
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You, O master of the prophets, are a deep sea;

all (of them) swim in your bounty, and they thirst.
For all of them, you are foremost in nobility,

and thus you are a seal for them all.
O god of heaven, bless him,

as long as the time persists.

Annotation

All these verses are found in an-Nabahani, v. 4, pp. 119-120. Line g here is line 7
in an-Nabahani. Variants unique to first four lines (which are not found in IJ):
Line 1:33):'4; for j«w}i\; B
Line 4: gg.)Jj (“draw near”) for o—%.

(Other variants as noted for IJ in Darj #9, 11 and 12.)

A few feet have shifted long and short syllables, and some final feet have been
shortened, mostly due to the loss of i7@b in this rendering. None of the syl-
lables in question is actually marked with sukiin, so one assumes that the vo-
calizations are implied without actually being printed. Including these missing
vowels makes this version of these verses as prosodically sound as those found in IJ.

Notable themes: For lines 5 through 18, see Annotations to Darj #9, 11 and
12. The first four lines, which are unique to MW, establish the setting among
a group of seekers (perhaps in some sort of spiritual practice) which has pro-
duced a state of presence, a technical term among the Sufis usually reserved
for the direct experience of the Divine produced by spiritual exercises. Wake-
fulness and sleep also are Sufi technical terms referring to levels of spiritual
awareness. All this echoes other overt borrowings of Sufi terminology later in
this same san‘a as well as in Basit #6, 9 14, 23, 27; Btayhi #12 and Darj #7. The
cosmology of celestial spheres appears elsewhere in the nitba—most notably
in Btayhi #5 and 7—but here the moon, a typical symbol of the Prophet in
Ramal al-Maya, is embedded in the sphere but clouded over, perhaps symbol-
izing his actual removal from the world of the living. Finally we have the suf-
fering and confusion of the seeker (an echo of the lover’s trials found in many
places in this nuba), whose very soul is effaced (yet another Sufi reference) in
the beloved and who is ennobled by virtue of his love.
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IV. MIZAN AD-DAR] 399
Darj #13 — r\;y\ﬂ"\y&\dyﬂ)\.{

IJ#9p-55
IM #5 p. 62

el e B e el
el e B [ el
el e B Al R

—v——|—v——|—v—||—v——|vv——|—v—

O Messenger of Allah, O best of mankind,
O supreme in destiny, O full moon.
O Messenger of Allah, O pole of wisdom,
O intercessor for mankind on the Day of Gathering.
O Messenger of Allah, I am longing
for you, and the love and ardor are my distinguishing mark.
For the brightest, resplendent tomb, which
contains your remains, O remover of darkness.

Annotation

This text conforms very well to classical arud, the accepted poetic licences,
and the rules of grammar and orthography, making it one of the more highly
constrained sana’i‘in the niba.

Notable themes: Muhammad is evoked as Messenger, intercessor, the best
of mankind with a high destiny, and full moon—all common themes in the
niiba. More unusual images include the Prophet as the pole of wisdom, signi-
fying the axis around which the wisdom-universe turns. In addition to these
topoi from madih, this text also evokes the love and longing of the seeker. On
the Light of Muhammad, see Annotation to Basit #9.

IJ gives the tab‘ as ramal al-maya.
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IV. MIZAN AD-DAR] 401
Darj #14 — | & ol o a3

MW #3p. 11

Exaggerate the welling up of my passionate love for you.
And relieve my insides blazing with the flame of love for you.
And if T ask you to see you in reality,
then allow it, and do not make your reply to me, “You shall not see.”

Annotation

This is one of the few sana’i‘in Ramal al-Maya found only in MW, and also one
of the few Darj san@’i‘found in manuscript: Belmalih, p. 230 (p. 1 of Darj Ramal
al-Maya).

In terms of ‘ariid, grammar and orthography, this is also one of the most
completely constrained texts in Ramal al-Maya.

Notable themes: The imagery here comes right from gazal—the passion of
the lover and his inner suffering because of it, and his plea for a glimpse of the
beloved. Little other than context connects this text to al-madih an-nabawi, or
indeed to a religious theme at all, except perhaps an oblique reference to Sufi
terminology: 4224 (“the Reality”) is held to be one of the Divine Names, as
well as the final stage of spiritual development (preceded by 4» %\ and <& )aj\ ).
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IV. MIZAN AD-DAR] 403
Darj #15 — by J& I3 JBI4, L
IM # 7 p. 63

Poet: Sams ad-Din Muhammad an-Nawaji al-Misri

v—v—|vv—|——v—|vvC||v—v—|vv—|——v—|—v

O mistress with the beauty mark, O essence of beauty, O

beloved of my heart, O ultimate of its hopes,
Won't you (may Allah preserve you) guard the promise of a youth?

Sick of heart, he weeps pure water from his eyes.
It came upon him as a dream, which he used to heed;

perhaps a vision of you will come to him?

Annotation

Metrically and with respect to grammar and orthography, this text falls into the
category of fully constrained by the standard rules.

Notable themes: The “mistress” or “Lady” here (i.e., 4 = feminine of Lord) is
the Ka‘ba (the beauty mark being the black stone embedded on one corner),
whose beauty inspires longing akin to that found in gazal verse. There is no
indication of the Prophet himself in this sana, except of course by association.

These verses are found in an-Nabahani, v. 4, p. 223.
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IV. MIZAN AD-DAR] 405
Darj #16 —Lﬁ.») v.):-;\c C))é.\ﬁ)
MW #5p. 42

W_V_|w_u_lw_u_||__\_,_|W_u_|w_u_

w_\_,_|w_v_|__v_||w_\_,_|__\_,_|W_v_
W_v_|W_vclw_vc||W—v—|—_v_|w_v_

——v—|W—v—|W—VC”——V—|——V—|W—V—

[v——~—] |__v_|w_v_||v_v_|w_v_|v_v_

I have indeed been alone with the beloved, and between us

is a secret more delicate than the night breeze when it blows.
My glance revealed a vision which I hoped for,

and I went forth in the morning, recognized but unknown.
And then I was perplexed, between his beauty and his majesty,

and the tongue of longing, my spokesman, departed from me.
Purify your glances in the beauty of his face.

You will meet all that is beautiful given form in it.
Even if all that beauty is perfect as an image,

behind it he is declaring the unity and greatness (of Allah).

Annotation

This text is almost fully constrained. A couple of adjustments are required that
are not far from accepted licenses: 6-9 helps to fit the meter, as is the loss of
the hamza in o\) 5< u\) . Similarly, g_,.».-U (line 1) is probably intended to be
rendered g_,.b;‘ though it has neither sukan nor kasra on the page. Metrically,
kasra would be preferable, so I have scanned it so here. A more significant de-
parture from prosody is the sadr of line 5, which has an extra syllable. It would
seem that }3 is meant to be read as an open syllable, which it is not. Ll as
plural for L2 " or 4’4 in Line 5 is attested in both Dozy’s Supplement and
Corriente’s Dictionary.

Notable themes: This text describes a mystical experience that is similar to
the Sufi *aj.'a)-\, which is normally understood as the “presence” of the Divine.
Here (as also in the first line of Darj X) the presence is understood to be that of
the Prophet Muhammad, though nothing in this san‘a specifically invokes him.
Rather we find gazal-like imagery (the lovers sharing secrets, the confusion
of the lover, his tongue-tied state, etc.) that echoes rather the Sufi tradition of
evoking the Divine as the beloved, often with quite human-seeming qualities.
Indeed, J\&'and Y- are two of the Divine Names in Sufi parlance. Only in the
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lastline does the poet declare the reality of the Divine unity behind the beauty
of the (human) beloved, which is merely an image.

One of the few sana’i‘ found only in MW.
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IV. MIZAN AD-DAR] 409
Darj #17 — J& O3 Sen
IM #8p. 63

Love of the one who has the beauty mark
is within me, and her love pours love for me (to drink).
O sweetener of union,
my comfort lies in her consent, after her resisting (me).
I see with wide-open eyes
my night’s sanctuary. I kiss the ground (before her) in front of everyone.
Is it true I see with my eyes
Mt. Arafat, the well of Zamzam, and the Haram?
The place of the intercessor who wipes away (faults).
One who bows and prostrates in it has success.
He departs without doubt or sin.
When will I see one day the essence of complete beauty?
To her my heart inclines.
In my life, I never love any other than her.
She charmed the core of my mind.
His effort fails, who does not see her beauty.
She attains all perfection
because of Ahmad: his goodness is what is exhalted in her.

Annotation

As with Darj #8, this unvocalized text from IM cannot be scanned in a way that
reflects the sana-as-sung. On the formal considerations of barawil, see An-
notation to Darj #3. IM defines this text as “on the wazn” of the earlier barwala
é;\ &‘.f;.\ a4 (Darj #3). As this san‘a is not composed of quatrains, as is ;;,l\ gy
wazn here cannot refer to poetic format, as such, but rather to whatever metri-
cal system governs the barwala, which appears to be the number of syllables
in each hemistich (in this case 5 or 6 in the sadr and 10-12 in the @uz), or
perhaps to the way the syllables and musical rhythm work together to produce
a pattern of stresses. As noted in Chapter 3 §4, there is a great deal of room for
literary and musicological scholarship on the Moroccan barwala.

Notable themes: This san‘a follows Darj #15 in IM, which also treats the
Kaba as a female beauty. Here the imagery is much more oriented toward
the genre of hamriyya, and also more sensual, in keeping with the “colloquial”
register of the language. At the same time the seeker in this san‘a is focused on
Mecca, with references to the well of Zamzam, Mt. Arafat and Sanctuary where
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the Kaba is located. The Prophet himself is also clearly referenced here by
name—Ahmad—and by characteristic (the intercessor), and the poet makes
clear that it is his regard for the Prophet that makes the sites in Mecca so dear.
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IV. MIZAN AD-DAR] 413

Darj #18

Vol 4o s ]
IM # 9 p. 63
Poet: Ahmad al-Halab1

et e Rl e e B

el R S R R B
v——v|——v—|—v——||vv—v|v—v—|vv——
St I el e R

vv——|v—v—|—v——||vv——|v—v—|—v——

What reason remains in a wide world?
Each intellect brings to light a captive.
Whenever the east wind stirs from open lands,
it pours a cup of wine for those who smell it.
And then the palm trees of the soul sway longingly,
and you see gathered the succulent dates of union.
Hearts in a fissured, broken land are nourished
as a hidden kindness from the beloved of hearts.
Beauty discloses the whispered secret,
with the vision of the beloved, brought to light conspicuously.

Annotation

Highly constrained in other respects, the first line nevertheless appears to be
short one syllable, and likewise the third line has an anomalous foot at the
beginning of each hemistich.

Ibn Mansr attributes this text to Ahmad b. ‘Abd al-Hayy al-Halabi.

Notable themes: The images in this text embrace various mystical topoi
arising from both gazal and hamriyya genres, such as the lover’s/seeker’s loss
of reason in the throes of mystical intoxication/love, the east wind (the tradi-
tional bearer of news of the beloved, the news here being the beloved’s intoxi-
cating presence), the concept of wisal (union with the beloved, but of course
here referring to a spiritual encounter), and the whispered secrets between
lovers (“ being a technical term among the Sufis relating both to esoteric
knowledge and to a stage in the seeker’s development). As with a number of
these mystically-oriented texts in Ramal al-Maya, there is nothing here that
specifically evokes the Prophet, beyond the contextualized meaning of the
san‘a-as-sung discussed in Chapter 4 §4.
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Darj #19 — & pat Jj’e&a}

IM # 10 p. 64

A (full) moon above a tree branch. Purity

appears brilliantly, glory be to One Who created.
These existant beings are His outward guise.

Each one who loves Him ascends.
O you who shine in the depths, stop a moment:

you have stolen my sense and my glance.
If you one day are repaid by one who holds a captive,

say to them, “Be generous with someone you meet.”
Say to them, “O you who are fortunate in your love,

how often does he endure tears and sleeplessness?”

Annotation

Third of a series of seven sana’i‘ found only in IM, this text, like Darj #18, is
highly constrained in most ways. Only the sadr of line 4 in this unvocalized
text presents problems. I have arrived at one solution (passive of y./!a with
a defective conjugation), which is sensible but not very satisfying from a metri-
cal point of view. Other solutions may be possible.

Notable themes: The moon in line 1 is a figure of the Prophet throughout
Ramal al-Maya, and the Light of Muhammad is another familiar topos (see
Annotation to Basit #9). In other respects, however, the love in this text could
as easily be directed toward Allah as toward the Prophet. The love-imagery is
familiar to both gazal and Sufi genres: the beloved as stealer of looks and men-
tal clarity, the suffering of the lover in the absence of the beloved, and so on.
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Darj #20 — O\zaly 62, @
also
Basit #17

IM #11p. 64

Poet:  Abul-Hasan a$-Sustari

In contentment and gratitude
His character is the best,
The longing of the servant
My lord bring near the arrival
Perhaps the east wind

417

with lofty rank.

with banner and glory.
for the Prophet, the Messenger stirs
of one who laments the distance
brings me close to my aim.

Time in the love of one whom I know oppressed me

I fasted from him for a time

Annotation

and made him my fast-breaking

See annotation to Basit #17. As noted there, this version of the text includes
one variant ( <, for dj in line 4) apparently derived from Ibn Mansir or an

earlier anthologist “hearing” the long vowel of the possessive as reduced.
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IV. MIZAN AD-DAR] 419
Darj #21 —ﬁ& ° J"‘O’j

IM #12 p. 64-65

Poet:  Sidi Ahmad ‘A$ur ar-Ribati

Oh one whose love calms my heart,
The Master, the Messenger, the love of my Lord,
extoling him relieves my distress.
Extoling you, O Shining One, effaces (burdensome) sins.
I continue in praising you; I want to visit (you).
My longing is not enough,
wanting to visit the place of the glorious, Supreme (one).
Thirsting for you; you bring me water,
O chevalier, (rescuing from) distress, O beloved of Allah!
By Allah, come into my sight [lit.: “be in my eyes”].
O bridegroom of (the Day of) Standing, Messenger of Allah

You are the existence; you are present.
You are the goal; you are the thing sought.
You are the cause in all existence
Were it not for you, there would be neither Garden nor Fire,
nor sky nor wandering planet
Something you see, O my eye:
the existence is fragrant and smells of (his) scent of musk.
I vouch for him, with certainty,
and I have not found any other whom I love.
By Allah, come into my sight,
O honored one of (the Day of) Standing, Messenger of Allah

Annotation

On barwala, see Annotation to Darj #3. As with Darj #8, scansion of this unvo-
calized san‘a is superfluous, since the effort to approximate the san‘a-as-sung
yields strings of long/closed syllables that bear no relationship to the standard
Arabic metrical system.

Structurally, this text exemplifies well the great variety of possible forms the
barwala may take. The poem comprises two wonderfully complex strophes
making use of triple line segments, hemistiches of varying lengths, and tarsi*
with the rhyme scheme:
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alal/b t/f/g
c/c clc
d/e d/e
d/e d/e
d/e* d/e*

(*) indicates that the text of line 5 is repeated, making it a bona fide refrain, a
compositional element present in several, but not all, barawil (compare Darj
#3 and #5 with #8, #10 and #17) but very rarely in the Andalusi strophic forms.

Notable themes: Also like Darj #8, this barwala speaks in rather more el-
evated tones and imagery than some other sana’in this genre (compare Darj
#3), making direct reference to the Prophet as the Messenger, but also as the
beloved of Allah, the honored one (“bridegroom”) on the Day of Standing
(LDl < 2Ll P = the Resurrection, Judgment Day—also echoing here Basit
#6, as well as Darj #8 where the occasion is Paradise), as the beloved of the
seeker who is both beautiful and fragrant and whose remembrance removes
sins and brings ease, as a shining figure (on the Light of Muhammad, see Basit
#9), and indeed as the reason or cause for the existence itself. Perhaps the
most interesting image in this san‘a is Muhammad as a knight who brings wa-
ter for the thirsty, which is unique in Ramal al-Maya.
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Darj #22 — e et3 92 o0&

IM #13 p. 65

Poet:  Ibn al-Hatib

S e e R R e T

e R e Rl R R e R

Muhammad is the best of created beings, noble in character.
And he leads mankind, so who in mankind is similar?
Before his existence, the Merciful honored him,
and by interceding on the Day of Gathering, he will satisfy Him.

Annotation

With the exception of the curtailed final feet of the second line, this text is
thoroughly constrained by the usual rules of grammar and prosody.

Notable themes: Muhammad as the best of mankind, his noble character,
and his high honor from the beginning of time are all themes running through-
out Ramal al-Maya.

These lins are not found in his Diwan, nor in Nafh at-tib.
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Darj #23 — Ge U w,.l}\i-u..a;\
IM #14 p. 65

Poet:  Sams ad-Din an-Nawaji

The best of mankind is the most beautiful of people in creation.

Allah beautified him, which strengthened his life.
If the crescent moon of his forehead shines in the darkness,

and if he draws back its veil (which is) upon his face,
He puts the sun to shame in brilliance, and the moon

adopts his light and his fullness in the night.
He never said “No” (unless) showing a smile

with “Yes,” and giving generously of his kindness.
Allah specified him to intercede in the Gathering

and elevated his station over mankind.

Annotation

These verses are found in an-Nabahani, v. 4, p- 90. Variants:

Line 2: 45l _L\.A\u\ ujﬁ g, MJ)M@A\\@)J\»J

Formally this san‘a is well-constrained, with only the final foot of line 4 being
defective (though there is a slight awkwardness of expression in the ‘@juz of
line 2, which is much clearer in the version found in an-Nabahan).

Notable themes: Though he is not named in this san‘a, the Prophet is clearly
indicated. The text draws exclusively from madih since there is no indication
here that the seeker is in love with the Prophet. Rather he simply praises him
and notes his remarkable qualities: that he surpasses mankind in beauty, gen-
erosity and spiritual station; that he has a light that rivals the sun and moon
(on this, see Annotation to Basit #9); and that he will intercede for the believ-
ers on the Day of Judgment ( J.A- J..A-\ p2= “The Day of the Gathering”).
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Darj #24 — 45l | &fﬁ

IJ#10p.55
MW #7p. 43

—v——| —v—|vvc||—v——|—u—|uvc
vv——| —v—|vv3||—v——|—v—|vvc

—v——| —e ||| == >~=

Every house in which you dwell
requires no lamplight.
And every ill one whom you help,
Allah has brought him relief.
Your praiseworthy countenance is our proof
on the Day when you bring the people proofs

Annotation
This text is fully constrained by grammatical, orthographical and prosodic
rules and accepted licences.

Notable themes: The Light of Muhammad (see Annotation to Basit #9)

appears alongside his aid both in this world and on the Day of Judgment.

IJ gives the tab‘ as ramal al-maya.
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Quddam # —k;ﬂ\r\‘g\y‘)\(:\; or: \.;%\Jy_)\ Saldlae!
also
al-Basit #1

MW #1p. 44
IM #1p. 52
Bennuna #219 p. 270

Poet: Abul-‘Abbas Ahmad b. Sa‘ld al-Miknasi

el e R e R

—~——| ===~ ——]|~~=

The Seal of the Messengers of noble descent,
pure of origin, pure of soul.
The best one to whom the spirit of holiness
came as a grace for the Word of Allah.
Ahmad, the Guide, the Chosen Messenger,
the tree of majesty, the wellspring of honor.
Noble by birth, (by both) mother and father,
by (divine) gift and nature and forebears.
He has the highest of descent for fathers,
and for offspring, the purest are (his) progeny.
The son of ‘Abd Allah, scion of the noble ones,
clothed in majesty, the most radiant garment.
They are suns and full moons in the sky,
whereas for mankind, their stars lie in the dark.

Annotation
See annotation to Basit #1. MW does not give the matla“ IJ gives the next san‘a

as the first of al-Quddam, but IM mentions that in a footnote to this one, nam-
ing Ibn Sa‘ld al-Miknas as its author, as well.



432 V. MIZAN AL-QUDDAM

Ambirka mentions the matla‘ of this sana in a footnote to the following one
(which comes first in that anthology), noting that some people begin Mizan
al-Quddam with them.

IM here gives Jé‘“ for 23\ ; and MW gives a\é\ ;Q..:AY for 9\;’1\ < Y. These varia-
tions point to some issues of constraint pertaininé to this $a;1‘61 in its two ver-
sions. As indicated in the Annotation to Basit #1, é‘l\ is grammatically more
correct, but disrupts tarsi‘ that runs through the rest of the text. I have kept
J:.:,s/ Y here from MW, a solecism that better preserves the meter.
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Quddam #2 — Au}LQ-\ ()j)}s L§J5\)

IJ #1p. 55-56
Zwitin #1 p. 23
Ambirka #1 p. 26

Poet: Abul-‘Abbas Ahmad b. Sa‘id al-Miknasi

—v——|vv——|vv3||vv——|vv——|vv—

By the one who, if the creation were measured with him,
(would) outweigh the creation in majesty and splendor.
None far from any side, nor nearby,
comes close to the loftiness of his station.
For he is guidance from his Lord for creation,
and on the Day of Manifesting he will be indispensable.
How many signs has he, which are exhalted,
so none denies (them) but a mute fool.
They become manifest and evident, just as
the lights of a firebrand shine through the night.

Annotation
Not found in the sources for al-Miknasi’s poetry.

Loss of tanwin (6" ;y) and the resulting loss of one syllable from the fourth
line are the only departures from full constraint grammatically and metrically.
Of course, this sana, being strophic, has a varying rhyme scheme, but we also
find full use of tarsi* that varies with the end rhyme.

Zwitin and Ambirki give 2, ! & for é)\l\ &
Line 5 in Zwitin:w.}ﬁ\i\.:.bﬂ\éd\g L o il C)é“;

They become mandifest and evident, just as
the lights of a firebrand are apparent in the night
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Line 5 in Ambirki: udlilzy 3ol Ly QLL.ubdé'-?
How much they manifest and appear, just as
the lights of a firebrand are apparent in the night

[ £ is a misprint for A £ |

Notable themes: 2 J'Hf ¢ = the Day of Manifesting (Resurrection, when all that
is hidden will be made manifest). Though he is not named here, nor evoked by
any of his usual epithets, this madih text clearly refers to the Prophet, he being
the one who exceeds all of humanity in manifestations of his high station and
who will guide the believers on the Day of Judgment. Line 5 also contains a
hint at the symbolism of the Light of Muhammad (on which, see Annotation
to Basit #9)

IJ gives the tab“ as al-husayn.
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Quddam #3 — Jg 3l (o

IJ#2p.56

IM # 2 pp. 52-53
MW #2p. 44
Zwitin #2 p. 23
Ambirka #2 p. 26

One who loves Muhammad attains encounter (with him).
Yearn for him again and again ~ and leave the blamer (alone).
My love for you is eternal O excellent Messenger.

How dear you are to me! ~ my heart is passionate for you

O best of mankind, distance from you could not be borne.
Annotation

1 2 [

MW gives & for o

Zwitin gives ‘y \p for JJ— in line 4.
Ambirki last hemistich: :,,“l;\ Y il;\a: (I cannot bear distance from you).

244+ = ground down, worn down — referring to the fact that each last foot is

shortened. However, classically o, il is represented as ( J ) g2 J fs‘) J

i.e. as quadrameter within each hemistich, with the last foot reduced to - —.
Here we have exactly this, though spread across both hemistiches — surely not
an accident nevertheless. Eight of these 20 feet depart from ).

The text shows several other departures from formal poetic register: loss of
final vowels from some > pronominal suffixes (_3 g, A, &, _L\a:) and from the
imperfect ( Oﬂw Ju > ) )m) Note that reduction of the long hollow root vowel
in the imperfect is not unknown in classical verse, though commonly for the
sake of the meter, which would not be affected here. Hence, this san‘a departs
significantly from traditional poetic constraints, though the presence of tarsi*
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mitigates this somewhat.

Notable themes: The Prophet himself is evoked here through his name and
his office as the Messenger. Otherwise, this text lies within the gazal genre,
with mention of the unbearable longing of the lover/seeker and the figure of
the blamer, staples of classical love poetry.

IJ gives the tab“as ramal al-maya.
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Quddam #4 — \uy| o5 s a1 A 3
also
Basit #29

IJ #3p. 56

IM #3 p. 53

MW #3 p. 44
Zwitin #3 p. 23
Ambirka #3 p. 27

Poet:  Sidi Ahmad ar-Rifa‘

In the state of separation, I was sending my spirit

to kiss the Earth from me, as my representative.
This is the chance for apparitions that appear,

so extend your right hand, that you favor my lip with it
Annotation

See Annotation for Basit #29.

IJ alone gives 6‘; for ulaﬂ which i Is probably a spelling error, as it does not
make a great deal of sense (La>/ ,.a_}'- to kindle a fire). Hence the change.

IJ gives the tab‘as ramal al-maya.
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Quddam #5 — ‘\L.@J‘&&\.@u; 4)3&.4

IJ #4 p. 56
IM #4 p. 53
MW #4p. 45

May Allah bless the exalted Hashimid, Taha,

the like of whom Allah has not created, neither in the heavens nor on the earth
Ahmad (who wears) the crown.

With the names of ar-Rahman ar-Rahim, I begin [to embroider]

a raiment with golden threads, and the gems radiating with his beauty
and shining white pearls.

In praising the Chosen One lies my comfort, my spirit and its desire.

My religion, my (legal) rite and my (religous) community; I devote them to him
within my inner soul.

My Lord, bless the Messenger (with a blessing) you are pleased with.

and bless his family, along with his companions, guided always to him,
and his wives.

May Allah bless him as long as the sun spreads out its light

and as long as the darkness of night spreads its kohl-painted (eyes) after the dawn
and the stars of the constellations.

The knowledge of certainty and the realities, (O Lord) lift up their veils!

His paths contain the religious law, by the grace of his perfection
and the ways of the (Sufi) method.

O Messenger of Allah, I always await your succour:

My state is not concealed from you, as the leaves of my branch always wither.
Hasten the deliverance [of the Last Day, from my troubles].

Annotation
*Iread here s for ¢ as found in IJ (the only one who includes this strophe),

which makes more sense in the context. The inconsistency of barwala tran-
scriptions in the canon makes this a likely correction.
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3" strophe: L;v\-; > é'\vj = “my community.
7t strophe: Jb3 < Al5 — 33 = “withering away”

Concerning metrical and other considerations regarding degrees of constraint,
see Darj #3 Annotation on barwala. In addition to the notes there, here are
found several examples of lost /-an/ in accusative expressions, such as (‘\: ('\b
in MW) > Gl ).

There are numerous differences, in content and transcription, in this san‘a
among the three canonical anthologies. Here are the other two versions, with
the major differences marked:

IM

de 2 Vo Yslbdge Ve dastlosll L edlhs
Fl ]

Aoz 3 5 a s Oload) s S I N [N
cu}”ﬂ“)

dlgog b Py 20y 5 Labas 2 @’b)\:—'}-\é\—é
zldleh

A 2 Bl ey ez o 5L e ) Lo
CL:Y\ s,

(5) And bless him as long as the sun spreads out its light
and as long as the night is dark and the kohl-painted eyes its rise after daybreak
and the stars of the constellations.

MW

Jé oMY@ 52y @w‘ e

Soxdlsgloing: Lolilalds
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t\;l\ ol s

Jjév\_,a;(\aj;w\ C)ﬁ\_)"’” \AV):{JJ:“)\J‘%‘ 3o\
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JER a0 bl LA
2SS,

As with Darj #3, the orthographic variations, line rearragements and content
changes in this san‘a illustrate well the complicated relationship between the
printed and sung text in the barwala, which varies much more from anthol-
ogy to anthology than the other types of sana’‘ At least three factors figure
into this variation: regional variations within the performed tradition (both
text and pronunciation/accent), orthographic difficulties in representing the
spoken darija on the page, and the relatively recent acceptance of barawil as
authentic elements of the tradition.

On the 4th strophe: see Annotation to al-Quddam #11, below.

Notable themes: As remarked in Mizan ad-Darj above, the various barawil
in Ramal al-Maya appear to fall into two thematic genres — those in which
vivid gazal imagery predominates, with little or no evoking of the Prophet
as such (e.g.: Darj #3 Miru [-hubbi ahraj), and those devoted clearly to madih
as such, with frequent reference to the Prophet (e.g.: Darj #8 Madhu r-rasul
yafji li-l-qalbi ikdar). The present san‘a falls into the latter category, with the
Prophet evoked in typical fashion through his genealogy, and as Messenger,
Chosen One, Ahmad and Taha (see Annotation to Basit #23). Here we find also
a crown, and the blessings commonly called down upon him, his family and
companions, for the sake of his extraordinary qualities and the comfort that it
brings. The desire that Allah bless the Prophet for the duration ( ) of a natu-
ral phenomenon is another theme common to Ramal al-Maya. More unusual
is the juxtaposing of formal religious law with the mystical dimensions of the
faith, not merely in the same san‘a, but indeed in a single sentence.

IJ gives the tab‘ as ramal al-maya.
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Quddam #6 —ag ol S\ 41 c_ﬁ

1] #5 pp. 56-57
IM #5 p. 53

MW #5 p. 45
Zwitin #4 p. 23
Ambirka #5 p. 27

Seek intercession with the master with the rank of Muhammad,
for by Allah, there is no intercessor like him for mankind.
The wrongdoer who disobeys hopes for his intercession,
Grace and beneficence for him, for the generosity (of Allah) is wide.

Annotation
This is the version in MW. 1IJ:
PR _ s
e
2 AL S, Tl d
C«/}S J})QL&})_}M ‘\S

...and the wide generosity...

P ST 1
Last hemistich in Ambirki: x - \}3\ [ \) QL.:-})\) 3}-\:3
-.and the wide bounty...

This san‘a represents a constrained, highly formal aspect of the tradition, be-
ing almost perfectly sound in metrics and grammatical construction. Just the
necessity to resort to prolonging the damma of the masculine pronominal
suffix in the middle of the line (a license usually reserved for the end of the
hemistich) departs from the constraints of classical garid poetic form. Note
that the version in IJ varies only enough to disrupt the meter in the last foot of
each line.

Notable themes: In addition to the common invocation of the Prophet as
intercessor for the believer on the Day of Judgment, we find also a tajnis on his
name, i.e.: the master with the rank of “Highly Praised”.

IJ gives the tab“ as ingilab ar-ramal.
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Quddam #7 — s, gfﬁ\.a

IJ #6 p. 57

IM #6 p. 54

MW #6 p. 45
Bennuna # 324 p. 337
Zwitin #5 p. 23-24
Ambirka #4 p. 27

What is my treasure and support except Muhammad?

And I hope in my religion for his intercession on the morrow.
My reliance is upon you, O lodestar [or: banner] of guidance.
We entreat (you) by your rank and the Messenger besides.

He shows us mercy by your right and suffices us, O guarantor.
Annotation

This san‘a is presented as humasiyya in MW, IM, D144, Ambirka and Zwitin.
The following two lines were added as a matla‘by Ibn Jallan:

Magdal  d-lEa
M Gy Xl

I spent the night praising Allah since I yearned in love of you.
O my desire, O Ahmad, show kindness to one who loves you!

IM gives this for the sadr of the third line (while giving the above as an alterna-
tive in a footnote):
ééLﬁ oA b “Foryou are my desire”
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The qufl in IM:

Nl dalacdag

el dbde,

Ientreat (you) by your rank and all the messengers
And your companions and your family So suffice for me, O guarantor.
The qufl in MW:

N/ U AR
Jpem ST, mb L)

I entreat (you) by your rank and all the messengers
Show us mercy with your bounty and provide for us, O guarantor.

The last two hemistiches in Zwitin:

NPPEENS PG e

Show us mercy with your great men and provide for us, O guarantor.
Ambirka and D144 have an entirely different qufl:

UEJ\.«_&JA .,\4"1@441\

Longing for Muhammad we visit, one and all.
The Chosen One, the Exalted he is a support for us.

Ambirka adds the following footnote to this qufl:
“Some of the musicians (_w J)al\) in our time exchange this tagtiya for another,
whichis: [the qufl as Zwitin presents it]. Choose for yourself what is sweet.”

ThlS does _not appear close either to J._;)LM dx'?"f\"" J)u ) or to ol

J J J ),9 ). In addition, each version shows one or more oral/dialectal
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features: /na-/ for first person singular/and /na- + -0/ for plural; loss of irab
vowel before a pronominal suffix (L—#";). Apart from these departures, the
text is otherwise constrained by the rules of poetic expression, with tarsi‘ that
varies with the end rhyme.

Notable themes: Along with the typical references to the Prophet’s high
station and the expressions of reliance upon and hope in him for redemption,
intercession on the Day of Judgment and protection, there is the image of the
guide-star. On this image, see the Annotation to Qa’im wa-Nisf #3. Also this
text features the very unusual epithet Kafiil, the Guarantor (of God’s mercy,
etc.)

IJ gives the tab‘ as ramal al-maya.
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Quddam #8 — ey (2, Y 33k Lo

IJ #7p. 57

IM #7 p. 54

MW #7 p. 45

Bennuna #217 pp. 268, 331
Zwitin #6 p. 24

Ambirka #6 p. 27-28

Poet: Majd ad-Din al-Bagdadi al-Watari

v__|\.,___|\,__|\.,_V_||V__|v

a
a

__|v—\./|\./—\./

V_v|\.,___|v__|\.,_v_||\.,__|u ——|v—\./|\./—\./

¢
¢

I pray a prayer that fills the earth and heaven,
upon one for whom the highest of high places is (his) abode.
He was given a station in which no messenger has stood,
and for him the veils of heavenly majesty become thrown down.

Annotation

In Benniuina’s (1999) edition of D144 this text appears in both ancestor-nubat
to the modern Ramal al-Maya — Basit al-Husayn (p. 268) and Quddam Ramal

al-Maya (p. 331).
Ambirka gives 1" > 9 for D‘; .

These verses are found in an-Nabahani, v. 1, p. 243; with variation in the ‘@juz
of the second line:

[N P

and the veils of heavenly majesty were thrown down for him.

Metrically, this san‘is sound, and there are none of the usual departures from
fully-constrained language marked as “dialectal”.
. . T i
Note however that in the Gjuz of the second line, L ¢ in an-Nabahant's ren-
dering of the 7th/13th-century original has become 1.3} in the modern antholo-
gies of al-Ala, a word which is not to be found in any of the lexicons. The clos-
est example is found in Kazimirski’s Dictionnaire:\L = aller et venir or [v1] ¢\
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renchérir (dite des prix de vivres). If there were a passive (or form 1v) of this
verb, it might be conjugated close to wha:c is found here, but the hollow radical
would call for 4, not  as used here::é;} . Here I have reverted to the verb as
found in an-Nabahani. i

The metrical problem this error created (i.e., loss of an open syllable) has
been fixed by employing a semantically equivalent feminine form in the pre-
vious word, 4Y&!. (Ambirki included the masculine form of this word, but
Muhammad Dawiid, the owner of the copy of Ambirka’s anthology I consult-
ed, “corrected” it by adding 5 , presumably to match the san‘a-as-sung he was
familiar with.) However this problematic word raises a number of interesting
questions, given the usual primacy of the san‘a-as-sung over the written text in
the tradition, because although it appears at first glance to be a simple copy-
ist’s error (transposing the first two radicals), it it is hard to imagine the two
written versions being confused in actual speech — they sound quite different.
Likewise, even the written version ought to have caught someone’s attention,
since the resulting word is defective. How might this change have come about,
and how could it have survived?

The earliest rendering of this problematic word appears in D144, dated 1788
(Benniina did not recognize the problem, or at any rate did not comment on it).
Interestingly, other Kunnas manuscripts — such as Valderrama and Bennis —
do not have the san‘a at all, neither in the main body nor in the marginalia.
Of the published editions, Zwitin (1972) has the word, vocalized, but Ambirka,
a generation earlier, has the unvocalized “original” a la an-Nabahani — it
would seem that Ambirka recognized that the word is defective and corrected
it in his version. In any case, with respect to D144, there are only two possibili-
ties. Either the scribe (apparently al-Ha’ik himself, but see Chapter 3 for the
questions surrounding this attribution) transposed the radicals by mistake,
and later performers (and anthologists) have simply adopted the error; or else
it was not a mistake, and such is the way al-Ha’ik actually learned the san‘a. 1
incline to the latter explanation, but in the absence of further evidence from
that time or earlier (such as another manuscript associated in some way with
al-Ala, which has this niba and san‘a, unlike al-Bii‘asami, for example), there
really is no way to be sure of what exactly was performed at the end of the
18th century.

The survival of this solecism may be attributed to the iconic status of al-
Ha’ik and his urtext. Even the relatively careful IJ, who was not averse to adding
lines to various sana’i;, appears reluctant to alter a text he has received from the
tradition. How much more willing would many less-erudite performers and
rwasa’ then be simply to accept a curiosity like this as perhaps an example of
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an obscure poetic license, or even as a garib, a rare expression of unknown
provenance worthy of preservation for its own sake? After all, “it’s in al-Ha’ik”!

Notable themes: Praying for the Prophet, to whom was given the highest
possible station, is one of the most common themes of Ramal al-Maya; here
we have also the marvellous image of majesty rendered as veils being laid open
or enfolding the Prophet situated in his high station.
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Quddam #9 — dm\cl S C}*’;\ Ny
also
al-Q@im wa-Nisf #3

IJ #8 p. 57

IM #11p. 55

MW #12 p. 46
Zwitin #8 p. 24
Ambirki #10 p. 29

Poet:  al-Bagdadi al-Watari

By your light you make guidance clear to one who is rightly guided.

459

May the peace of Allah be upon you, O lodestar [or: banner] of guidance.

Your station is praised, and you are Muhammad,
and the praised, supreme Lord named you Ahmad.

Annotation

See Annotation to al-Qa’im wa-Nisf #3.
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Quddam #10 — o¢ a\p.).)éryé—“ai)\

[J#9p.57

IM #9 p. 55

MW #10 p. 46
Ambirka #13 p. 30

__v_|W_v_|W—VU||W_vU|——v—|W__

——v—|——v—|W—vU||——v—|W—v—|———

Allah exalted the honor of Muhammad’s rank
and gave him abundant grace before Him.
In the unambiguous revelation, he said to his creatures,
“Give blessings on him, and wish him peace abundantly.”

Annotation

Grammatically and metrically, this sana is thoroughly constrained by the rules
of poetic expression. i

Notable themes: “Unambiguous” here (%) refers to Quran 3:7, in which
the verses of the Revelation are described as either & (that is, those
possessing only one possible meaning within the boundaries of the Arabic lan-
guage), or S\l (ie., those whose meaning is obscure, or which may have
more than one meaning, and thus require interpretation). The ‘ajuz of line 2
quotes Qur’an 33:56.

IJ gives the tab“as ramal al-maya.
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Quddam #1 — LM >l Sl leplslb 3,k Je
IM #8 pp. 54-55

Bless perpetually, O my Lord, the Guide, the Master of Merit
and his family, and anyone who follows a (clear) path doing good.
The Emir of Love dwells in my organs, lighting mighty fires,
and leads an army against me and plants (himself) within the refuge.
Sleep flew from my eye, and tears flowed copiously for a long time.
He left my body lean and my mind forever befuddled (by love).
How shall I endure patience, I who am struck by love, and my fate is determined.
If I wrote it down, no diwan could bear it.
My heart is permanently wounded.
I find no remedy for the illness
except the nourishment of the spirit.
The Guide is the full moon,
our intercessor on the Day of Gathering,
healer of him who is injured.
Muhammad is the crown of the noble ones.
May Allah greet him with peace
when the heavens are laid bare.
Go forward and pray together with the others, reach him who is perfect in gifts
of the bounties, which no prophet attained in time.
May the Sublime be pleased with him, and the hidden world come close to him.
Salvation by words eternal (comes) with the extending of time.
Five times (of prayer) are required of this pure community with which God is pleased
after having been fifty, they became five by clear indication.

Annotation

On issues of linguistic and metrical constraint surrounding barwala, see An-
notation to Darj #3. As with Darj #8, this text is found only in IM, unvocalized,
so that any attempt at vocalization (and therefore scansion) is less likely to
represent the san‘a-as-sung. In particular, the stereotypical Moroccan loss of
first-syllable short vowels is completely invisible here. Nevertheless, some de-
partures from constrained expression are apparent here: a reduction of the
masculine pronominal suffix ( s from :u ), expansion of the first-person sin-
gular pronominal suffix (& - to | - in } ) and reduction of (3 to (. Curiously,
one hamza is conserved and not reduced to the consonant corresponding to
its kursi (L2 not L2, a typical dialectal transformation), even though a
second one is not conserved ((“b not r:\:).
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Like other barawil in Ramal al-Maya, the structure of this san@ illustrates
the great variety of formats possible: here we find a ten-line poem with two
rhyming sections based on lines having hemistiches (with tarsi) separated by
a section rhyming differently, with tripartite lines (and tarst).

Notable themes: The barawil in Mizan ad-Darj embody two different, con-
trasting tendencies. Sana’‘such as Darj #3 represent the gazal genre, being
rich in images drawn from love poetry. Others, such as Darj #21, speak in
much more elevanted tones in the language of madih poetry as such. Here in
al-Quddam we find a text with some of both: the suffering of the lover/seeker
for the beloved/Prophet and exhortation to bless the Prophet, evoked via his
name, as the Guide and intercessor, and as the full moon. The crown image
also is familiar from three other sana’i‘.
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Quddam #12 — Calaw aj\);\ Jdlo U

IJ #10 p. 57

IM #14 p. 56

MW #13 p. 46
Zwitin #10 p. 24
Ambirka #u p. 30

Poet: Hassan b. Tabit

When I'looked at his lights they sparkled,

I put my hand upon my eye out of fear,
Fearing for my eye, from the beauty of his image,

for I am looking to him only for my destiny.

Annotation

On the authorship of this poem, see Bennuna (1999), mugaddima p. 29. These
two lines are not found in ‘Arafat’s edition of Ibn Tabit’s diwan.

Zwitin and Ambirki: (54> for 4>; and ,J for §)26 (with kasra implied for the
rhyme letter). ’

The text is well constrained by the conventions of poetic expression, bearing
no non-standard features and being metrically sound.

Notable themes: The Prophet’s beauty is emphasized here: so bright is his
beauty that it inspires fear (perhaps awe is more accurate) in the beholder.
However he is not named nor evoked through any of his traditional attributes.
On the Light of Muhammad, see Annotation to Basit #9.
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Quddam #13 — J..a)l\\b k?u\‘ﬁ\éuc b Ao

IJ #11p. 57

MW #11 p. 46
Benniina #315 p. 333
Zwitin #12 pp. 24-25
Ambirka #9 p. 29

We endured separation, until the encounter drew nigh.

One whom we love he has visited, and the affair was put right.
He accustomed me to [the feeling] between the two of us.

He rebuked me, and censure, when meeting, is sweet.

Annotation

This san‘a is perfectly constrained in the version MW presents. IJ, however,
gives ’a.s in line 1, a non-standard rendering of b aws.

Zwitin gives 5= for ¥\e, with approximately the same meaning.

IJ further indicates that the san‘a is ruba‘yya and adds the following two lines
(also in tawil), because he considers the two lines given not fitting for madih:

P < 7 Zo e o P &

s SHOL s SIS PN
g Ao, g D P

ans o Bl LG Lk sl LSy,

O lover of the Chosen One, increase (your) ardent longing

and annoint the tongue of remembrance habitually with his fragrance
And do not worry about prattling liars, on the contrary

the token of the love of Allah is the love of His beloved.

These two lines form a completely different san‘a in D144, Quddam al-Husayn
(Benniina #257, p. 296), but are not found in the modern Ramal al-Maya. They
belong to Abi Bakr b. Sabrin.
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Notable themes: The two original lines belong to the gazal aspect of madih
nabawt in Ramal al-Maya, with nothing to connect the text directly to the
Prophet apart from contextualized meaning in performance (see Chapter 4
§4). These verses read rather more like Sufi-style love poetry, with the “encoun-
ter” and “visit” corresponding to ZJ.'a)-\, the “presence” of the divine evoked dur-
ing Sufi rituals. Little wonder, then, that IJ added two lines by Ibn Sabrin to
the san that refer directly to the Prophet as the Chosen One and the Beloved
of Allah.

1] gives the tabas ramal al-maya.
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Quddam #14_&"»\53)‘”)%&;\\&

IJ #12 p. 58

IM #10 p. 55

MW #14 p. 47
Ambirka #14 p. 30

e R e Rl e e el R

——VC|—v—|——v—|vvC||——v—|vv—|——v—|vvC

O people of the house of the Messenger of Allah, loving you

is a duty from Allah in the Quran (which) He sent down.
Sufficient for you, from the Supreme in Glory, is (the fact) that

one who does not bless you has no blessing.

Annotation
IM gives " JT\i for ¥ Jall

This san‘a is fully constrained both grammatigally an()i metrically — note the
use of extra vowels on the pronominal suffix -/ - in three out of four
places, an accepted poetic license employed here for metrical purposes. Note
also the use of tarst’, which adds to the sense of an elevated poetic register.

Notable themes: Here the emphasis is entirely upon the Prophet’s family,
echoing Quran 11:73 and several ahadit from al-Buhari, with no direct engage-
ment with the Prophet himself.

IJ gives the tab‘as ramal al-maya.
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Quddam #15 — ‘}L\ obs C;\; lae \)\3

IJ #13 p. 58

MW #g p. 46
Benniina #259 p. 297
Ambirka #8 p. 29

Poet:  Abu l-Hasan ‘Ali s-Sahawi

They said: Tomorrow we arrive at the houses of the sanctuary,

and the party of riders will alight in their place.
And each one who spent the night in longing for them

will awaken delighted with the sight of them.

Annotation

MW gives [ forl4é , but g\a for g\a in the first hemistich. Apart from this small
liberty taken with tanwin, and ‘the final vowel added to “#-, both common
poetic licenses, this text is fully constrained by the rules of poetic expression.

Ambirki gives ["5\3 for é\; , as well.

Bennuna finds these two lines in Nibat al-Husayn in Dawudiyya #144, but the
modern san‘a is performed in ramal al-maya.

These verses are found in Wafayat al-a‘yan (Ihsan ‘Abbas, ed., Cairo, 1948), in
the article on as-Sahawi (#456, v. 3 pp. 340-341). They are part of a git‘a sup-
posedly spoken by as-Sahawi on his deathbed (note the variants in the second
line):

)(;’L‘-:‘ ij\jﬂ) é}\)\aﬁd\’\ \}“’
I U
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They said: Tomorrow we arrive at the houses of the sanctuary
and the party of riders will alight in their place.
And each one who was obedient to them
awakens delighted with meeting them.
Isaid: I have erred, so what am it to do?
How can I face them?
They said: Is pardon not their responsibility,
Especially when (a servant) begs them?

Notable themes: On the image of the camel caravan arriving at the (tribal)
sanctuary see the Annotations to Basit #8 and #25. “Sanctuary” here evokes the
Haram in Mecca, an image of the Hajj, although this could only be understood
clearly in the context of the whole nuiba. See also the discussion of this sana,
its related texts and contextualized meaning in Chapter 4 §4.

IJ gives the tab“as ramal al-maya.






\'\r\J&S\
[

MgisspBiled oy yadla by # L
auf%\::.“;u\ FRC Py S C"JLBLAJ



V. MIZAN AL-QUDDAM 479

Quddam #16 — el Jadlys g\ Hial

MW #8 p. 46

IJ #14 p. 58

IM #13 p. 55
Zwitin #9 p. 24
Ambirka #7 p. 29

Ye dear people of the sanctuary, generous, meritorious and devoted,

the passion of love for one who has dominion has settled in my heart.
He overcomes all beauties with his beauty

like a moon whose beauty outshines the stars of the celestial sphere.

Annotation

MW:
Line 1: V\..J\forq_.ﬂ\ and | for ($3, andu\u fordw
Line 2, ‘qjuz: f\éoc.,.;-\.,a\

IM:
Line 2, sadr: «_.%. C))\l\ C" J:« Loy

Zwitin reverses J.,.zuj\: and > & ; gives J for 43, and the same line 2 sadr as IM;
and gives the juz of line 2 as: 24\ f ROMEA pRer=m

Ambirku gives the same line 1 as Zwitin and the same sadr of line 2. The ‘qjuz
of line 2: i
o] .\deé Aol o=

Like a moon whose star outshines the stars of the celestial sphere.

As presented by IJ and IM, this sana is fully constrained by the rules and con-
ventions of poetic expression.

Notable themes: As with Quddam #15, this poem refers to the people of
a sanctuary, though references to the moon and stars tie this with both the
gazal-inspired facet of the tradition and with the celestial references in al-
BusirT’s Burda. Though he is not invoked by name, in context, the moon image
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stands for the Prophet, and therefore the sanctuary in Mecca is understood.
See the Annotations to Basit #8 and #25, also the discussion of contextualized

meaning in Chapter 4 §4.

IJ gives the tab‘ as ramal al-maya.
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Quddam #17 — MJL SUle)ka1 S oa
IM #12 p. 55

Poet:  Lisan ad-Din Ibn al-Hatib

It is he whom the Creator chose and sent,
pious, gentle, merciful to those who are in need.
When he travels the sands, you find no footsteps of him,
and when he passes over the stones, the stones turn to clay.

Annotation

The Diwan v. 2, #54, pp. 610-613, presents one variant: y¢l {\ for J\é(\ in line 2.

Notable themes: Muhammad is not mentioned here, except by implication
via his familiar epithet )\:.'4\, the Chosen One. The miraculous desert images
are unique in the n@tha and have no obvious parallel in Qur’an or hadit.
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Quddam #18 — 13l L:}JL»S,} Jal

IJ #15 p. 58
MW #15 p. 47
Ambirka #12 p. 30

el et B e el I T

e e I e e I R

Justice for you, my masters what use is it?

Each one who seeks better security finds (it).
Seek security, O you who blame me; increase in ardent desire;

only a martyr asks for consolation.

Annotation

MW and unvocalized in Ambirka:

Sz G-l s il mg sl gL Jaa
SOV W=y Pl ol

Justice for you, my masters what use is it?

Who is it who seeks a better security which grows?
Seek security, O you who blame me, as solace.

Only a martyr asks for consolation.

Metrically, this san‘a has two feet with extra syllables and one that is clipped.
Further departures from constraint include one lost i7ab vowel and one lost
tanwin (Olel CA5y ). The version in MW has two further lost vowels, further
metrical problems, and fails to rhyme properly.

Notable themes: This san@ makes no reference, directly or indirectly, to the
Prophet at all. Rather it continues in the same vein as the two previous ones,
evoking the ancient tribal ethos with reference to tribal elders. One is tempted
to conclude, therefore, that this san‘a was perhaps a later invention composed
to complete/complement the previous sana’c and form a performance unit
with them.

IJ gives the tab“as ramal al-maya.
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Quddam #19 — \ug JJ}S\:\:Z&}M;\

IJ #16 p. 58

IM #18 p. 56

MW #18 p.48
Zwitin #15 p. 25
Ambirka #15 p. 31/

—vv—|v—v—|v—v—”v—vcl—vv—lv—v—

v—v—|v—v—|v—v—”v—v—|—vv—|—vv—

He sent the preferred of mankind, Muhammad
to his creatures to deliver them from ruin.
And so he came to us as a bearer of good tidings and a warner,
and he conveyed the revelation as he had been commanded.

Annotation

s, P
The shift from /d/ - /d/ (; j&é and \J.)w 9 ) is dialectal pronunciation; IM, MW,
Zwitin and Ambirka preserve the fasth version. In other respects, the text is
fully constrained.
Ambirka drops 4 from the last hemistich.
Notable themes: The Prophet is invoked here in his role as warner and faith-
ful bearer of the revelation. The specific attribute &% (“chosen’, “choice” or
“preferred”) here is unique in Ramal al-Maya, though the same general idea

appears in many other places.

IJ gives the tab‘ as ramal al-maya.
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Quddém #20 — :\u?J ‘\L.w)\uﬁ u\g—w

IM #15 p. 56

e e B R Al A

Praise be to One who sent him as a mercy

to each one who hears and is patient.
The full moon rises from his face in the morning,

and the sun shines forth from his glances.
By Allah, were it not for the fragrance of his breath,

musk and amber (would) not be known.

Annotation

Though IM does not vocalize the text, when it is vocalized following the proper
rules, the metrical pattern turns out to be sound. Therefore, this san‘a is well
constrained by the rules of proper poetic expression.

Notable themes: The Prophet is a mercy to the believers; this san‘a presents
him as a sensory experience. The full moon is one of his emblems in Ramal
al-Maya, as is the light (of the sun or otherwise) that shines from him. On the
latter, see the Annotation to Basit #9. Musk and amber are scents associated
with both madih and Sufi mystical verse; linking them to the Prophet’s breath
is an unusual and striking image.
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Quddam #21 — 83485\ SL | e=313|
IM #16 p. 56

\_,_u|\_,___|\_,__|\_,_\_,_||u_u|u___|u__|u__c

vUv|v———|v——|v—v—||u—u|uu——|u—u|uc—c

If those who came before are remembered once again,
the sun never rose over one like Ahmad.
Allah gathered for him the most eminent qualities together,
so that his manifestation is a light, and his inner essence is holiness.

Annotation

As with the previous san‘a, when this text is properly vocalized, it is shown to
be well constrained metrically. Grammatically the text is also fully constrained,
though there is an orthographic problem in the sadr of line 1: the expression
“once again” or “anew” is more correctly written iSf« 9 \:,\] , though there is little
doubt that it is sung properly.

Notable themes: The surpassing excellence of the Prophet (mentioned here
through his name/attribute of “The Most Praised”) is once again invoked. His
holiness and his Light are especially emphasized, drawing from the techni-
cal language of the Sufis — all and b\, “outer” and “inner” as anatomical
metaphors from ,¢b (“back”)and u.\a) (“belly”). Onthe Light of Muhammad, see
Annotation to Basit #9.

IM says in a footnote that the “source” (y\“) of this san‘a is Sabirna ‘ala
[-hijran... (Quddam #13), which he describes as “far from the subject” ( & J,
t}go >,ll) — an opinion expressed by IJ, as well (see Annotation to Quddam #13).
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Quddam #22 — Jsu )y sl 3 2| &=
also:
Qa’im wa-Nisf #11

IM #17 p. 56
Bennuna #15 p. 137
Zwitin #13 p. 25

The Messenger has all honor.
None compares with this human being.
Through love of him, my mind wanders
among the abodes in Tayba
Leave me, my friend; by him I cry,
you blame me for this moon.
If the winds blow from him in my direction,
I increase (even more) in longing for the one I desire
But I am shorn of wings
so is there any return to him?

Annotation
Zwitin gives )b for 3)l-;and Jl; and 4> & and Jgas for Jg0!; and - oy

f.ﬁj\@ o—s% (Who started blaming me for the moon?). And 515 for s15)1. And
the last line:

shdless; L) Terygdbloloy
One whom wings come down on the heart flies with him (?)

;L:\A : While it is not found in any lexicon, this colloquialism comes from 4 s
meaning “there is none/no one.” Properly vocalized, this is the classical meter
- )\ , though in the sadr of the third, fourth and fifth lines, the first foot has
no short syllables. Other departures from constraint are mentioned in the An-
notation to al-Qa’im wa-Nisf #11.

See also the entry for al-Qa’im wa-Nisf #11.



LAl S S
AP
ru\&a@\s\ﬁ

\.,,.

Idrgagzy y

o\}_@_\_)ﬂ
W
sloy
Nedle

\’\’r\m\

£

Slasad patkel
g
SUlpay Goagn
Jlas -
JQ\)% Syl



V. MIZAN AL-QUDDAM 495
Quddam #23 — Qh:)ﬁmﬂa\p\i

IM #19 p. 57
Ambirka #17 p. 31

——v—|v—v—|— ——e— ——v—|——v—
__v_|__v_y_ -—v— v—v—|——v—
m“ﬂhﬂ_vv_|_ —— e @___Nv_v_

———— e B

O lovers, one has assailed me
by love of whom,
burning ardor dwells in my heart.
Mustafa! His beauty captivated me
when I saw him.
Muhammad is the best of mankind.
He is my desire and my surety,
who, being content with me,
cures any sickness in me
I attained encounter;
my life is good
with my desired, an excellent beloved!
The best of men, the full moon,
eminent in his high rank, his face is a beautiful face.

Annotation

This unvocalized text reflects well the conundrum that lies behind the debate
over the intended metrical characteristics of the muwassah: is the meter sup-
posed to approach one of the recognized patterns, or is the stress/musical
rhythm the point? If this text is given the vowels logically implied, the meter
closelyapproaches J\( ul,.a;.we u\,.u_"..w) with one defective footindicated, but
with several segments having dangling syllables. In addition, several final vow-
els must be lost (albeit not without precedent in colloquial language) to fit the
meter. It is by no means certain, of course, that this meter was intended by
either the poet or the anthologist — let alone being an approximation of the
san‘a-as-sung — but the implied lapses in i{rab and other final vowels would
not be out of character for tawsih texts in Ramal al-Mdéya, which generally lie
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among the less-constrained sana’‘in the tradition. See also the Annotation to
Basit #16 on the metrics of oral and literary presentation in these anthologies.

Ambirka line 2: r\ﬁ)\,gl’\-\é ok

Notable themes: The text addresses itself to the “lovers”, by which must be un-
derstood the seekers and/or those who love the Prophet Muhammad, invoked
here through his name and his attribute as the Chosen One, but also through
some of his emblems and attributes common in Ramal al-Maya: the full moon,
possessing a beautiful face, being the highest/best of mankind and being the
“surety” for the believer (in the afterlife).






Vir\m\

(S Edllpfs M MW) Ji gl

gr,\%;éai\t,,@
w2y o2y
b p—")u“‘

df-k—»JY)

5l L
Ly \_):,é‘
P e G
s
LG e
FINES

FEINORAP=
’;:-i“rh,\ J:.-'“:)
3}353‘&35@{:%
St bltle o

s
=l ’és’y\
R T
OIS
7l 3 S b



V. MIZAN AL-QUDDAM 499

Quddam #24 — 3¢~ - \J\é.a
also:
Basit #16

IJ #17 p. 58

IM #20 p. 57

MW #16-17 p. 47
Ambirka #8 pp. 31-32

When I see the secret of existence,

and I am together with all my companions,
And the days of good fortune draw near,

and we attain the wonderful revelation,
And we gather those roses

that lie between Zamzam and BaqT’,
Then make it easy for us, O Answerer (of prayers)

and do not disappoint my appeal.
By the rank of your beloved Prophet

place my tomb in Tayba.

He is the glorified Prophet,

the Chosen One — what a perfect imam!
The black-eyed, the revered

one, who was singled out from mankind.
One whose perfect face

is like a halo round the full (moon).
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One who has brought us success
may the Lord of mankind bless him.
As long as a bird weeps in the foliage
and yearns longingly for the object of desire

Annotation
On the second strophe, see Annotation to Basit #16.

This is two different sana’i‘ that IJ has placed together (the second half being
vowelled slightly differently here than in Basit #16). The two halves clearly do
not belong to the same source poem because the two agfal do not rhyme to-
gether. The second half is the same text as Basit #16 and does not appear in IM
in this place. MW gives the second half of this san‘a as a separate san, labeled

simply sl A

—» means a wide, spacious area of land that contains trees. V\_B:/m EE is a burial
ground in Medina. cﬁ\ is a synonym for that.

MW gives | for b\ both IM and MW give d\gﬂ for J\ s MW gives J-—ﬂf for
:};35 and }:— for Uc

Ambirki gives E? g\ lin the @juz of line 1.

Notable themes in the first strophe: The poet speaks of his own mortality by
evoking the sacred places of Mecca and Medina, and asks that he be buried in
Mecca. Muhammad is present only by virtue of an oath of appeal to his rank
as the Prophet.

1] gives the tabas ramal al-maya.
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Quddam #25 — r\s\“jl_;'-\i

IJ #18 p. 59

IM #21p. 57

MW #19 p. 48
Zwitin #16 p. 25
Ambirka #19 p. 32

_—_——— = el
—_—_—— = Bl
—_—— =~ — —_—_————

—_—_—_—— _—_———

O Best of Mankind, love of you captivated me.
Love of you constantly populates my inmost heart.
I refuse myself food, and sleep fled me.
Allah! Inever cease, ever starting again
In praise of the Messenger Milay Muhammad
Annotation
Variants in MW:

Sede s
S f bl
d\‘“‘;'f}]\ﬁ ,f\ H\d‘"’; | Does food refuse me...?

sice sl B de

3CE N inj\c’;@

IM: Reverses lines 2 and 3; gives 5+~ for @—-‘P\ ; gives C»:\ for C'Jé k} .
Zwitin gives C‘e\ for 6’:;\ ; and 53¢ for 3:\; ;and Y 4 for G

Ambirk gives g~ for 63"”\
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Features that depart from standard constraints include: IJ’s vocalization of
J ):: ; loss of the vowel from the second person masculine possessive pronoun
(K—>and d)\li& — note the vowel “throw back” in MW: d)&.i&) loss of irab
from jJ\ and s, and of final vowels from the verbs f" and A_s|. The metri-
cal pattern is regular, though not classical, being based upon the number of
syllables in each hemistich, as well as a relatively consistent pattern of long
and short syllables (neither an unusual feature of the strophic texts in al-Ala).
Thorough use of tarsi* somewhat mitigates against the sense of lack of con-
straint in this text.

The first verse bears two phrases that might function as modular elements
(see Chapter 4 §3), echoing similar phrases in Basit #24: r\ay\ s-bandlw el

) Notable themes: Constant praise and tormenting love of the Prophet, re-
garded as the best of humanity — all are standard themes in Ramal al-Maya.

IJ gives the tab“as ramal al-maya.
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Quddam #26—2.)5\_54\:5‘5'“&)\.4 m

I #19 p. 59

IM #22 p. 57

MW #20 p. 48
Zwitin #17 pp. 25-26
Ambirka #20 p. 32

There is a benefit in praise of the Prophet.
Praise of the Prophet, how sweet it is!
The saliva of the Prophet, when it descends
inside a sick person, it heals him.
Happy is he who takes hold
of the grillwork with his two hands.
Speak! And he said, “Intercession, O Messenger of Allah.”

Annotation

MW: g_,J:/A-\ for d:M in line 2.

IM:
o))\,k\\.e@ﬁ\cva slbad gl o
LA o e Loy,
sy a i s il oan
sl sgan>) Sl e I
e il el st
.I'-'Ie is happy whose two hands seize his grillwork

And acquires from the best of mankind

his hope and his desire (or: aspiration)
For he is the hoped-for intercessor and his rank the greatest
( é Jl\ would be more correct here)



2015
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Zwitin: ‘- for 3\in third hemistich.

Ambirki: a2 for d{“ in third hemistich; £ for s ; and &L; for &LJ\ .

Departures from full constraint include loss of one final vowel ( 44 ) and one
(‘rab vowel ( PV ) (in addition to one other in MW: g_,J:l\ ). As with other
strophic sana@’i‘ in the tradition, the metrics are problematic, though there is
some intimation of ‘~ ! in places. In this regard, line 3 in IM is much more
accurate metrically than either IJ or MW. Indeed, it is as if the san‘a as found
in IJ and MW, a ruba‘iyya of a very unusual type, is a truncated version.

Notable themes: In addition to the benefits of praising Muhammad, refer-
ence to drinking the beloved’s saliva is a very old gazal image (and an initiatory
practice known in some Sufi circles), though here recast as mystical healing,
which is unique in Ramal al-Maya — as is the reference to taking an oath upon
the Prophet’s tomb in line 3. Reinhart Dozy has this to say on &59\ A% in his
Supplément...: “le tombeau de Prophéte & Médine, qui est entouré d’'une grille.
«Quand deux Arabes veule faire un serment d’une/grqnde importance, ils en-
trelancentleursdoigtsdelamaindroiteendisant: &J\ﬂ@ ,«(jelejure)parla
grille du Prophéte.» Dans leur pensée arrivait malheur & celui qui manquerait a
sa parole.» ” (Internal quote: V.A. Daumas: Le vie arabe et la société musulmane,
Paris: 1869, p. 96). Taking an oath on the tomb of a revered man is a very old
custom in the Mediterranean region, attested by Herodotus for the Lybian Na-
samones (viz. The Landmark Herodotus: The Histories, Robert B. Strassler, ed.,
Andrea L. Purvis, trans., New York: Pantheon, 2007, p. 353).

IJ gives the tab“as ramal al-maya.
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Quddam #27 — &)l - 3 S

IJ #20 p. 59

IM #23 p. 58

MW #21 p. 48

Zwitin #18 p. 26
Ambirka #21 pp. 32-33

Poet: Ibn ‘Antar

________
________
________
________

—_—— e — —— —

My love is the Best of Mankind,

~— —— —

~— —— —

~— — =

~— =~ —

(O

—_ - —

—_— —

—— =

—— —

—— —

Muhammad, the Healer of Hearts.

The moon shines when it comes out at night

and relieves all sorrows.

I wonder how long we will remain far away,

bound by the shackles of sins.

People of good sense, if they knew,
they would efface whatever they did wrong.
When they stop at the Gate of Peace,
they call blessings upon the Chosen One.

Annotation

511

Some curious vocalizations in IJ and MW IJ places sukin on two mudaf
nouns, making pronunciation difficult ( )U\ Caband SIS — though
MW gives proper (rab for both, as above); both drop the irab from R

Both place sukin on the secgnd radical of the perfect verb \)as) IJ gives
\j«\,; (the imperative) for \j)\.a Metrically, this sana features, elgh)t syl-

lables in the hemistich, except that the ‘juz is il Jjw L} J

Finally, tarsi® adds some complexity, mitigating somewhat the lack of con-

straint in this text.

Zwitin gives uL for g_)\;. L} in sadr of line 5.
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Notable themes: In addition to the more usual motifs of Muhammad as the
best of mankind and the Chosen One, and his emblem, the moon, several im-
ages are rare or unique to the corpus: the Prophet as spiritual physician (indeed
the moon itself as a healer!), sin described as bondage, and the Bab as-Salam
(one of the gates to the Prophet’s Mosque in Medina).

IJ gives the tab“as ramal al-maya.






Mr\JGJ\

s

ey A
pj\v\%’vd **:;' v 5&‘)
PR o
»}J\\osu Jéd\duf«
Al IR,
Bllois ISk
(SRS A



V. MIZAN AL-QUDDAM 515
Quddam #28 — M&fﬂjj)\

IJ #21p. 59

IM #24 p. 58

MW #22 p. 49
Zwitin #19 p. 26
Ambirka #22 p. 33

Poet: Ahmad b. ‘Abd al-Hayy al-Halab1

—————————————

_____________
_____________
_____________

—_— =~ — — —_— =~ —

The Light ascends to the Throne into the enduring seat,

By Allah, O Muhammad in your blessed face.
The Stone in Mecca gave the greeting of peace to Muhammad
And when he called, the tree went to Muhammad
And the moon split because of you, O Muhammad

O master, who is unique in his supreme station.

By Allah, O Muhammad, in your blessed face

Annotation

Line 4: 54.3\ here refers to an episode recounted in kadit, in which a date-palm
bent down to offer dates to the Prophet.

All versions have the fAumasiyya in common, but IM gives d)by for &b/;,\ Ng
with essentially the same meaning, and a different first line:

Al sl

Healing comes directly from you for the ailing lover
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MW: (:X?}, s for},{.\\ Juill; and the fourth line:

PP A P
\ { dEdl sl
So seek Mu[zammad as the tree sought (him)

MW also gives GJA;Y for d)\\;\ .y and the sixth line:

AR icly i
O master, you are one (??) in his supreme station.

Both Ambirka and Zwitin give the humasiyya. Zwitin's second line of the gusn:

oY R
Seek Muhammad just as the date-palm sought.

Metrically, as with many strophic san@’i‘ in al-Ala, this text is founded on the
number of syllables in each hemistich (7 in the @juz and 6 in the sadr), though
nearly all of them begin like “»~ )\, that is: J\.-M Apart from these consid-
erations, the only departures from full constraint by thf; traditional rules of
poetic expression are the loss of i7ab from one noun ( )$!!) and a final vowel
from a perfect verb ( Z ). As is often the case in al-Ala, tarsi* also is present,
representing an additional aspect of constraint.

Notable themes: The first line of this text echoes several Qur’anic passages.
The symbolism of light originates of course in the famous Verse of Light (24:35
passim), but see also the Annotation to Basit #9. The divine Throne (_» JM)
appears in several verses, such as 7:54, but more famously as < }_4;13\ in 2:255.
The gusn here brings together three miracles attributed to the Prophet by the
Qur’an and fadit. The Black Stone (of the Ka‘ba) speaking derives from a tradi-
tion related by Ibn ‘Abbas that on the Day of Judgment, the stone will speak up
for those who have kissed it — one of the Hajj rites and an action said to have
been performed by the Prophet. The splitting of the moon derives from Qur’an
54:1-2, and from several ahadit in al-Buhari (Book 56: 830-832) and Muslim
(Book 39: Chapter 8). Finally, the theme of the Prophet’s beauty or sublime
countenance, and his high spiritual station, are central themes in Ramal al-Maya.

IJ gives the tab“as ramal al-maya.
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Quddam #29 — y)ybwbﬂ-&:ﬂv\? C-U

IJ #22 pp. 59-60

IM #25 p. 58

MW #23 p. 49

Zwitin #20 p. 26
Ambirka #23 p. 33

We praise Muhammad, master of the denizens of Heaven and Earth,

One who brought us the laws, authentic practice, and what is obligatory,
Crossed the wide world, its length and breadth,

And firmly cut off the polytheist communities with his sword.

Annotation

Each of the three anthologists arranges these lines differently on the page. The
arrangement here is that found in IM. IJ presents them as four independent
lines without hemistiches.

MW version:
PN BT ke S i
BB G AT
RO UTERP- R N S IEA-P
BRI SEYe]
Andvanquished with a/sword the world’s polytheist communities

Zwitin gives Aol )b\, b15, which is evidently a spelling error as it leaves out
the necessary definite article, and the same final hemistich as MW.

Ambirki arranges this san‘a as four lines of single segments, rather than two
lines of two hemistiches, and gives ($sb for $sbly; and s for ais .
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This text appears to have no consistent metrical pattern, neither classical nor
syllabic — other than stress and its relationship to the musical component of
the composition. More interesting are the orthographics and what they suggest
about the san‘a-as-sung. We find there two (three, if we include MW's slightly
different version) abbreviations of verbs in the perfect tense with prosthetic
alifsinserted: $5bly>S5bs anduoj)>uoj)(and1nMW ).43\)>).@)) These are
represented orthographically as similar to the imperative, complete with lost
final vowel, but the context makes clear that the simple perfect is intended.
These appear to reflect the common Moroccan habit of dropping first-syllable
short vowels, but also the influence of musical considerations (see Chapter 4
§1.2). Thus these particular departures from constraint have been conditioned
by oral presentation. Loss of several other final vowels further contributes to
the less-constrained poetic register of this san‘a.

Notable themes: Praise of the Prophet, present here via his name, as master
of mankind is a common topos in Ramal al-Maya. His role as lawgiver is un-
usual, especially as it encompasses three related aspects: the law, the sunna
from which it derives in great degree, and the obligatory practices which are
central to it. Likewise the mention of defeating polytheism by the sword is
almost unique in the corpus.

IJ gives the tab‘as ramal al-maya.
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Quddam #30 — JL‘.“Y\J\:‘# déﬁu\od‘g

IJ #23 p. 60

IM #27 p. 59

MW #24 p. 49
Benniina #270 p. 303
Zwitin #22 p. 26
Ambirka #24 pp. 33-34

—_———r ————— —
——— — e —— o —

(——

My heart longs for the master of the pious,
and sleep is exhausting.
Tears from my eye like raindrops
flow upon my cheek.
When I am among those who visit him,
I will throw my stones (at Saytan)
And I see the station of the Guide, the Leader
And I say: O Messenger of Allah, O Best of Mankind
Peace be upon you

Annotation

_\&are the pebbles thrown at the three jamarat pillars (understood as “devils”
or ;wb L%, hence the translation) in Mina near the end of the Hajj rites, so called
because they once were made of piles of stones.

Benniina finds )6\ o ué) Z21(!) for sadr of line 3. (I do not find )\1) attested
anywhere, not even in Corriente.)

IM and MW give ﬁ and g7 for u.éﬁ\ and qj\ .
Zwitin gives 3l 4| @ BV { ;and f for ,5? ; and avoids the colloquial
spellings in the qufl with ,ler (27, and Jal23, and J a5



524 V. MIZAN AL-QUDDAM

Ambirka gives e for &:,:\;,; and C.{ for g+ ; and like Zwitin avoids the col-
loquial spellings in the qufl.

Several features place this text nearer the less-constrained end of the spec-
trum. Although as in many of the tawsih texts of Ramal al-Maya we find tarst,
there is no discernable metrical pattern, also in keeping with many tawasth. In
addition, dialectal conjugations of the first person singular ( s + prosthetic | +
the O of the plural) in the gufl, as well as loss of some final vowels, push the text
furtherinthatdirection. (Thereduction of amediallongvowel,asing )< to V.g\
mimicking the jussive, is not unknown in classical verse but usually serves to
fit the meter — which is obviously not the case here.)

Notable themes: The theme of the suffering of the lover/seeker (sleepless-
ness, weeping) is a typical borrowing from gazal and/or Sufi poetry in Ramal
al-Maya. Here it is juxtaposed with an image of the Hajj pilgrimage, and the
Prophet himself is invoked via four of his common epithets: the Guide, the
Imam/Leader, the Messenger of Allah and the best of mankind.

1] gives the tab“as hamdan.
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Quddam #31 — ké’\-»Y\a &:""\i

IM #26 pp. 58-59

Poet:  ‘Abd al-Gani b. Isma‘l an-Nabulusi

| === —~——| === —~——]-

—~——|=== —~ |- —~——]-

O you who are called by all the names, and are pure, O light of my eye,
You are in all my wishes. My eye indulges itself in you, Omoon, O beauty.
Annotation

Neither Diwan al-haqa’iq wa-majmu‘ ar-raqa’iq (1968) nor Burj Babil wa-saduw
al-balabil contains these two lines.

IM notes that he has replaced here the tawsih/zajal Huwa ya mudira l-humayya
with these two verses, seeing that 1) the words of the original san‘a were not
appropriate to madih, and 2) he wants to preserve these two verses. The “origi-
nal” sana (a curiously constructed “tulatiyya”) does not appear in either D144
or Ambirka, but it does appear in the margins of some of the “familia al-Ha’ik”
manuscripts and in Zwitin (p. 26):

ORI I WA
ey il g dee
Al all

They say, O master of protection, “O good news of my desire,
the stars and the Pleiades cast off modesty.”
They all assemble for me in loving you, O moon,
my master, incline to me, O rising (moon)
(0) brilliant sun O crescent moon of good news.

If vocalized classically, the san‘a in IM is metrically sound, and the tripartite
lines are woven together with tarsi’, making this among the most constrained
of all the sana’i‘in Ramal al-Maya.
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Notable themes: The imagery in this san‘a echoes a recurring theme in
Ramal al-Maya, that of the longing lover/seeker and his preoccupation with
the beauty of the Prophet.The Prophet himself is only indirectly referenced,
through his metonym borrowed from gazal verse, the moon. All of this de-
pends upon contextualized meaning (see Chapter 4 §4).
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Quddam #32 — Lo b & Jasd Sal Sl N3 e

IJ #24 p. 60

IM #28 p. 59

MW #25 p. 50
Benniina #263 p. 299
Ambirka #25 p. 34

From that valley I perfumed myself, O east wind.

I see each yearning one long for the great city.
Repeat the words of the ban-tree, indeed his words

pass my hearing sweetly, causing rapture.

Annotation

MW givtiia)mm (“you perfumed yourself”) for f;}; D144 gives & for 6)\ in
line 1; 3\_%4)\ for u..c" Zwitin has only the second line.

This san‘a is fully constrained by the metrical and grammatical rules and li-
censes of classical poetic expression.

Notable themes: This poem deploys gazal imagery (the perfumed east
wind - bearer of tidings of the beloved, and the ban-tree that symbolizes the
beloved’s physique) that could not be understood as referring to the Prophet,
except that the ban-tree is used in other sana’i‘ that refer more directly to him.
Thus “the great city” ( J.A\) originally a boundary between two places, or else a
large city or metropolis) here becomes Medina (where the Prophet is buried,
or less likely, Mecca). This underscores the importance of context in shaping
the meaning of some sana’i‘in Ramal al-Maya, as discussed in Chapter 4 §4.

IJ gives the tab‘ as ramal al-maya.
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Quddam #33 — s bs jaiy &)

IJ #25 p. 60

IM #29 p. 59

MW #26 p. 50
Bennuna #273 p. 305
Zwitin #15 p. 27
Ambirka #26 p. 34

v_V_|V_Vg||_vv\_z|_ ———

\.,_\.,_|\.,_\.,_||u_u_|\.,_u_

Allah does what he will. Allah judges as he likes.

Rule belongs to the Divine alone, the One, the Singular, the Glorious

The Divine forgives, by His favor whomever he will among mankind.
Whoever stops by His door asks Him lest he be disappointed.
Perhaps He is generous to me with a visit to the beloved.

Annotation

IM, Ambirku and Zwitin have only the gusn without the qufl.
MW, IM and Ambirka give JMJ for r&ﬁ inline 1.

MW, line 4: «aL and Y u\ for\zl>

Ambirka glves ° Y)M Y\ for Y\ in line two.

Here again, this is 7~ ‘)\ that is, ‘)\.-M d\"""““" but sometimes with ulc\.u
or sk as variants), neither ).43\ (0 s s les ) nor JAQ\ (Jelis Jelizs ).
The meter is sound, but that is achleved through the loss of (7ab from several
imperfect verbs and one noun, and the loss of a final vowel from a perfect verb.
This san‘a is thus only moderately constrained by the rules of poetic expression.

Notable themes: The text is full of the Divine, but the Prophet appears here
only in the very last hemistich, and then only obliquely as the beloved (pre-
sumably of Allah, though given the contextualized meaning of ;‘,ﬁ.}\ in the
tradition, it could be the beloved of the seeker).

IJ gives the tab“as ramal al-maya.
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Quddam #34 — G)v_}j};«&éj L

IJ #26 p. 60

IM # 30 p. 59

MW #27 p. 50
Bennuna #327 p. 340
Zwitin #16 p. 27
Ambirka #27 pp. 34-35

~ — — — — —_—— ——
~— — =~ — —_ ————

_— — —~ — — — o — — —

—_—— —— — —_—— o — — —

I want only to be close to you, whether near or far.
O Muhammmad, loving you ever remains my aim.
I want, by Allah, to see you so, my fires are extinguished.
By Allah, I'love you, O light of my eyes.
O beautiful, O blessed, you are my king.
O (you of the) beautiful names, O upright one like a ban-tree branch.
O intercessor for the umma, my heart is besotted by you.
Annotation

Line 3, d/&j >¢4b : Corriente (Dictionary...) finds i , dj;ﬂ and _al* (to go
out, be extinguished, esp. by sorrow) as Andalusi colloquial in Ibn Quzman’s
poetry, and the latter in Ibn ‘Asim’s collection of Andalusi proverbs Amtal al-
‘amma li-l-Andalus.

The text contains numerous departures from constrained poetic expression:
loss of irab from several nouns and imperfect verbs, Moroccan dialect pronun-
ciation (> xéandl>L>),and theuseofapronounascopula (3l V).
The metrical system is based upon the number of syllables in each hemistich
(6 or 7), as is common in the strophic sana’i‘ in the tradition. Tarsi*is present
throughout.

Significantly, the matla‘ rhyme is not repeated in the qufl, indicating that it
is a composit text. Furthermore, no two versions are identical, which strongly
underlines the role of oral processes (including performance, transmission
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and rendering of oral versions in written form) in shaping the printed text. An
exposition of variants is presented below.
* Kunnas al-Ha’ik versions:

Bennuna (D144):
o T IR
Ay A Aas b
. 2 s . Lo
O Muhammad, lovingyou  continues from my heart.

du,q;\u\, BN
.0 ltght of the eyes

gwf&? !
O beauty by innate nature
S et G\ u_;fv%;\i
SkSa CYIg et
... my heart is put at ease by you.
IM:
SN RN U SO PR
Sadirding  demaFl
St Al
B el
Iwant, by Allah, the sight of you.
Sl AL LA

O beauty, what is more splendid than you?
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OUlpat el L.Jwgg
Szl LG
I am besotted by love of you

Ambirka:

CAAG il
S R

Yol Al dilsay

bellsl Al gl

Syl Al

.

o beauly, O blessed one what are you but my king?
U\t 20 \,,_.N\é.ég
T W
my heart is pining for you.
Zwitin:
[P e s NG f\ ,)\,,,{: s ¢
P p A A ALl Se
Qs gEdlabis I AL Gl
; c 2 AL - e -
OU‘&\”‘“U&WY\%‘\& kéwf&‘u:v\i’ -
s - 11{ c L q
L:Q:L;};C‘/\v MY‘@@ME

537
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* al-Jami‘1 versions:

MW:
oLlE SR
bty EiF
Gl ALY
SLElsl ALl
dwﬁu‘ Daabel
SUlpabiabl, LIl
NEEG L A )
Riz27:  (#27 p. 206, poss. zajal)

WA SRR
OEYlal g L 5,

Piro (zajal pp. 242-243)
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. G .
olLL YL EL Jﬂ-‘-"\z’é{"\z
3 z
Ol s 2Ll L..L«Y\%{»\i
AR 3 4 w/; c 7 h
e \_)v u\sy\@cﬁ-—ﬂ\;

© This is the end of the following san‘ in other manuscripts and editions.
Belmalih has only the first and third of these three lines; R1327 and MW have a
humasiyya.

Notable themes: Despite all the variants associated with this sana, the the-
matic content is quite stable and familiar to Ramal al-Maya. The images come
unambiguously from the gazal genre that has contributed so much material to
this naba: the longing and suffering of the lover/seeker for the beloved, and in
particular, the ban-tree image of the beloved’s physique. Muhammad himself
is referenced by name and by his familiar attribute as intercessor on behalf of
the community on the Day of Judgment.

IJ gives the tab“as ramal al-maya.
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Quddam #35 — \3\;&\ J}.«g\i

IJ #27 p. 61

IM #31p. 60

MW #28 pp. 50-51
Zwitin #17 p. 27
Ambirka #28 p. 35

O Messenger of Allah, we have stopped in the (sacred) place
So we may see your beautiful chamber, O full moon.
Do you think we will reach our desire ~ and see the Gate of Peace,

And say: Intercede for us, O master of the noble prophets?
O our beloved, O Muhammad, the purest blessing of peace upon you!
O our intecessor, O Muhammad, the purest blessing of peace upon you!

It continues through all eternity from the god of the Throne.
Annotation
;2 5
MW omits line 6. Also J% (my wish) for ‘_;—U inline 3.

IM: Line 1 omits &}, gives 44, Omits line 3. Line 5: \...,._\.>\ . Likewise line 6: La—;ﬂ-::\
Line 7 omits Q )ﬁ .

Zwitin: Line 1 omits §| , gives A4 . Omits line 3. Line 2 becomes line 3, with (§ /5

for A Omits L from hnez(cu\djm)) And\.fi.,.>\for\w_§,.>\i

Ambirki: Line 1 omits | , and gives =443 ; and 3 )..u (my wish) for &‘U in line
3. Sadr of line 5: Jé\: Lu:-\ (with this footnote: “In some of the manuscripts is
an extension of one line: r).ﬁ\ J& o é oY1 y» 42 7). Omits lines 6 and 7.

The meter resembles s J\ ( Il k), though several hemistiches have an
extra syllable and some are short, especially the sadr of the fourth line, which
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is defective in that it does not supply the final vowel for J )i that would make
the imperative A pronounceable beyond the confines of Moroccan dialect,
in which consonant clusters are common. Thus we find here another reminder
that the anthologies of al-Ala lie relatively close to the oral processes that have
informed the tradition throughout its history. In other respects, however, this
text is well constrained by the rules of poetic expression, including the addi-
tion of tarsi* used throughout the san‘a.

Notable themes: The Prophet Muhammad is named here and evoked
through his title as Messenger and his function as intercessor on behalf of the
community on the Day of Judgment. He also appears as the full moon, a re-
curring metonym in Ramal al-Maya. Offering blessings upon him is another
typical theme in this nztba. On the Throne, see Annotation to Quddam #28. The
Gate of Peace is one of the entrances to the Mosque of the Prophet in Medina.

IJ gives the tab‘ as ramal al-maya.
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V. MIZAN AL-QUDDAM 545

Quddam #36 — Lga\dup\}&,.a
also
Basit #12

IJ #28 p. 61

IM #32 p. 60

MW #29 p. 51
Benniina #14 p. 136
Zwitin #18 p. 27
Ambirka #29 p. 35

Poet:  Ahmad b. ‘Abd al-Hayy al-Halabi /Abu I-Hasan as-Sustari

R
e

R

Bless the Guide. Bless him longingly.

My strength, and my guidance. Truly, the Chosen One.

He is the aim of my desire. From his pool we are poured.

On the day when the people will be in the strong grip of adversity.
And “O Ahmad!” is called out. O intercessor for mankind!
Annotation

I] spells these verses slightly differently between the two instances, using alif at
the end of all five lines in Mizan al-Basit, but using ta’ marbita for the last two
lines here in al-Quddam.

IM and MW both use alif throughout. IM gives ¢ for «_:\o and s ( ‘they yell
out”) for 43\ , and Cw for CL«

Final line in Zwitin: 2! C«w\; sk #5. The verb here is clearly a misspelling
of lyin

Ambirku gives \;L»*i (“they yell out’) for 14510, and Gﬁu for d\.fb .

IM, Ambirka and D144 give \5}3\ for 331.:.45\ . The word :\3}« is somewhat obscure.
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Other words from the same root relate to sweat and sweating, or else to
vein or root and by extension heredity or race, stock. Ambirka notes that
‘o) y¢la Y7, meaning the feminine form of the word. Footnotes in both
IM and Ambirkii refer to a hadit in which the Prophet says: G\, 3 5 A

(“The ‘araq will constrain [lit.: bridle, rein] them completely”). This is from
Sahih Muslim (Kitab al-Janna wa-sifat natmiha wa-ahliha #62) wherein al-
Miqdad b. al-Aswad related that the Prophet said that on the Day of Judgement:

A AOK s - S ULOS it - TG 8 Jo P WIOSE

L S e s a5t L OsEmy i

The people will be in al-‘araq according to their deeds. Some will be up to
their ankles, and others up to their knees. Some will be up to their thighs,
and some al-‘araq will constrain completely.

Perhaps sweat is what is meant here most precisely, but adversity captures the
sense of the sana.

See Annotation for Basit #12, as well.

IJ gives the tabas inqilab ar-ramal.






v r\JJJ\
Jos = e

LEEEL Lol

AR ;C;..C,é}

oua;\\vf)pé;,j\

, a\))\y:jzzé&w
VgL, d TS



V. MIZAN AL-QUDDAM 549
Quddam #37 — 7«.:_.&,-3\ 20299

MW #30 p. 51

IJ #29 p. 61

Zwitin #19 pp. 27-28
Ambirka #30 p. 36

—_— e — — = —

~—— — = — —

—_— —— N — — —

—_—_———— ~ e — - — —

—_— —— — v ~—— —

The glow of this evening is changing

Like (liquid) gold on the ground flowing,

And the rays of the sun depart, slanting,
With the sunset veils are lowered.

They instructed me how to love.

Muhammad is the best of Allah’s creation.
The Noble One, our Lord gave him.
His intercession envelops whom he grants it.

On the Day of Gathering, He is the light for those who see.
His intercession is for those who follow him.
Annotation

MW;,w} for 5, andu\»\,}forv\-\, andu@Y pror\,\; andw?\
g_,?-)\ and for

Zwitin has only the first strophe, with the third and fourth lines thus:
: :
&"buo_)y\é&u.‘#‘“ﬁbj
wF Sl
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And the rays of the sun on the earth, slanting
The sunset ends, lowering the veils

Ambirka gives ($2a foredas, and }\>s for > in line 1; and line 3 thus:

Sl Y1) ety
The note has no referent at the bottom of the page, but Mihammad Dawud
wrote uﬂ:‘m\ in the margin.

This text is marked by loss of i7ab from several nouns ( ‘ MJM Oy JJ\ etal.)
and of one vowel in the perfect ( v&.\-—-’ Eall ), as well as conversion of hamza
to its corresponding kursi-consonant ( }l> > §l>, et al.). Metrically there is
no obvious pattern, whether classical or s/yllabic. Thus this san‘a (in any case,
clearly a composit text) is among the least constrained in the niuba.

Notable themes: IM mentions this san‘ (with a few minor spelling changes,
such as retention of hamza) in a footnote to Ayyuha rrasul (Quddam #38).
1] alone gives the verses beginning with | O"" I Jé That strophe is not
found in Ramal al-Maya in any other anthology, printed or manuscript, so one
must presume that IJ added it because of its more overtly madih character,
to supplement the other, decidedly non-madih verses. It may be, as IM sug-
gests in his footnote, that the “original” verses here are a holdover from the
period before Ramal al-Maya was “changed” (from gazal, as it would seem)
to madih nabawt. If so, the nutba in that time seems to have had something
in common with the modern Nubat al-Maya: images of sunset. The first half
of the san‘a belongs squarely in the genre of nature poetry, focusing upon the
changing light at the time of sunset. Mention of love there seems almost an
afterthought. The second half added by IJ clearly is in line with other poetry
in this niiba: the Prophet is mentioned by name, in his attribute as the “best
of mankind”, and in his function as intercessor for the community of Muslims
on the Day of Judgment (but see also the Annotation to Quddam #38). On the
Light of Muhammad, see Annotation to Basit #g.
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Quddam #38 — J}M)\\_«.\

IM #33 p. 60

_____ [E—

SO -

O ye Messenger, the Guide, the Noble One,
Do not abandon one who loves you on a Mighty Day.
Annotation

Vocalizing the text according to accepted rules and licenses shows that the
metrical pattern, such as it is, is based loosely upon the number of syllables
in the hemistich. In other respects, this very short text appears to be fully con-
strained.

Notable themes: Rather than the far more common praise or expression of
love of the Prophet (invoked here through his nobility and as Messenger and
Guide), this san‘a prays for intercession on the poet’s behalf on Judgment Day.
IM writes that he has substituted this poem for the sunset-verses in Quddam
#36 above, probably for much the same reason that IJ appended the additional
verses to that sana.
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V. MIZAN AL-QUDDAM 555

Quddam #39 — & .25 &) Jgmss ﬁy)

IJ #30 p. 62

IM #34 p. 62

MW #31p. 51
Zwitin #20 p. 28
Ambirka #31 p. 36

Poet:  al-Busirl

One whose aid is the Messenger of Allah

if lions meet him in their woods, they are astonished.
One who is protected by you, O best of men in honor,

Allah is his preserver from every punisher.

Annotation

From the Burda, according to IJ and Bennuina, though only the first line is actu-
ally found in the that poem — line 135. See: Diwan, p. 437. It is a well-known
passage, as it is quoted in al-Ayyubi, p. 355.

The text “cheats” slightly by losing an (rab vowel from an imperfect verb
and reducing a long medial vowel (the latter a fairly standard poetic license,
especially in post-classical verse) in order to preserve the meter. There is also
the matter of an imperfect verb calling for damma rhyming at the end of the
line with kasra (exchange of these two was not unknown in pre-classical and
classical verse, but not highly esteemed). But in other respects, this is well con-
strained by the conventions of poetic expression — as would be expected from
a text attributed to a famous poem like the Burda.

Notable themes: This final san‘a of Ramal al-Maya, fittingly from the au-
thor of the epitome of al-madih an-nabawr, offers a unique image: that of lions
lurking in the woods to trap the unwary believer. While its original context
suggested human enemies, in Ramal al-Maya (dominated by gazal and Sufi
ideas and largely, though not completely, devoid of bellicose imagery) it would
seem rather to evoke human weaknesses or sins. In any case, the believer is
protected by the Prophet (as Messenger, the best of men and most honorable),
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though the second line (of dubious attribution) makes clear that it is Allah
who does the actual protecting.

IJ gives the tab‘ as ramal al-maya.
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Supplement 1: Poetic Imagery and Themes

in Ramal al-Maya

Supplement 1a: Images and Themes in Translation

The following table summarizes the range of themes and images found in the
textual canon of al-Ala. Numbers in the chart refer to san‘a numbers within
each mizan. Given that the language used in translating specific ideas frequent-
ly relies upon the translator’s sense and taste, this table references ideas and
concepts, rather than specific Arabic terms. For the same reason, no attempt
has been made to alphabetize the entries: they are simply grouped into broad
areas, within which sub-topics may be discerned. If this system is somewhat
arbitrary and at times less than obvious regarding the Arabic, it has the virtue

of more accurately reflecting the translations than would assuming one-to-one
correlations between the Arabic and the English that do not in fact exist.

1 References to the Prophet himself:

a
b
c
d

e

his names and attributes

his functions as a prophet
his personal qualities

the follower and his relation-
ship to him

his family and companions

2 Reference to God:

a
b

names and attributes

His functions or acts

3 Reference to text:

a

b

C

d

[S1EN

Qur’an and revelation as such
miracles attributed to the
Prophet

images of Heaven and Hell
Day of Judgement

Other references to religion
Other prophets and holy men

6 Mystical references

7 Natural phenomena

8 Physical descriptions (whether of
the Prophet or not)

9 Geography

10 Travel

11 Celestial phenomena

12 Love and love-poetry images

13 Tribal ethos

14 Other poetic images and themes



IMAGES AND THEMES IN TRANSLATION 559

al-Basit al-Qa’im al-Btayht  ad-Darj al-Quddam
wa-Nisf
(1) References to the Prophet
himself
(1a) Names/attributes 31,34
Muhammad 689,11, 3 58,9,10, 1,4,8,10, 3,6,9,11,19,
23,28 11 22 23,27, 28,
34,35, 37
The Prophet 16,17, 23, 9 2,8,10 1,20 24
27
The Guide 1,9,10 8,9, 16, 10 1,11, 30,
(MW), 11, [17] 36,38
12,23
— guidance 7,12 3 9 2,7,9,27,36
The Messenger 1,%,5,9,17 5,811 6,8,16 1,8,9,13, 1,3,5,712,
20,21 22, 25, 26,
30, 35, 38, 39
The Chosen 1,9,12,16, 5,9 1,3,4 1,4 1,5,23, 24,
(ué.l:,,a_\\, Ll 22,25 27,36
— chosen by God 17
The Noble 1 1,37,38
Highly Praised (4s)) 1,12 2,3 4,9 17 1,5,9,21,36
Intercessor 12, 20, 23, 2,6,7 1,2 8,10,13, 6,11,34,36
28 17,22
— intercession 6 6,7, 26, 35,
37
Taha 23,24 12 5
The Glorified (dexd) 1,8,23 3 1,5
Ibn ‘Abd Allah 1 1 1
Abt I-Qasim 3
Seal of the Messengers 1 4,9 12, X 1
Opener 4
Guarantor (of God’s 7
mercy, etc.)
Master ((} s, 4) 27 9 2,21,X  25,28,29,
30,35

(1b) Functions as a prophet
Helper

— of religion 7



(1c)

560

al-Basit

— succour
Necessary for creation/
existence

Sent by God

Warner

Bearer of good tidings
Law giver/bearer
Holding dominion
Urging good deeds 20
Imam 16
Banner or lodestar ( é&) 17
Abrogator of other
religions

— defeater of polytheism
Personal qualities

“Best of mankind/

creation”

Nobility/generosity/
character/honor

28
Pious
Honored by God 28
Beloved of God
Friend of God
Holiness, sanctity
Merciful
Exalted place/level /rank

— in the presence of God
Wisdom/wise

Sinless

Spirit of the eyes

Spirit of the heart

“Pole”

Strength 12
Unique

1,2,7,8,
10,11, 16,
20, 24, 28
1,8, 8,8, %,
17, 22, 23,

al-Qa’im
wa-Nisf

6,7,11,
12

2,5711

al-Btayhi

2,811

SUPPLEMENT 1A (CONT.)

ad-Darj  al-Quddam
5,38,39
2,21
17,19, 37
19,20
19
29
11, X 24,30
20 7,9
29
2,13,22, 1,3,22,23,
23 24, 25,27,
30,37
2,7,11, 1,11, 21, 22,
12, 20, 39
22,23
17,30
22 11,19
24
12
11 21
17
1,3, 10, 2,5,6,7,8,9,
13,23 23,24, 28,30
12
13
17 31
12
12
13
36
28



IMAGES AND THEMES IN TRANSLATION (CONT.)

Footsteps, walking

Treasure

(1d) The follower and his

(Le)

2)
(2a)

relationship

Blessings/prayers/

greetings on Muhammad

Followers of
Satisfying wishes
Sympathetic
Rescuing

Support

Reliance
Contentment, peace
Consolation, solace

Family/companions

— wives

Ancestry

References to God
God’s names/attributes
Allah

— oath (“by Allah”)

as judge

as guide

as merciful,
compassionate
forgiving

preserver, deliverer
mighty, Almighty, etc.
bringer of life

as generous

Lord, Master

al-Basit

3,9,10,11,
12,13, 16,
21

20

2,3,21

1L, 225

1,2,4,5,13

16,17, 20

al-Qa’im al-Btayhi
wa-Nisf
10 1
1,7
2 10
3
6,7 1,4
3 8,10, 11,
12,15
1,4 8,13
[17]
17
18
13
14
17,18
3,56 17,18

ad-Darj
2,4,6,7,
9,10,X
11

10,21

6

8

1
2,4,7,9,
15,21,
23,24
2,9,X 21
22

8

8, 10, 20,

21

561

al-Quddam

17

5,8, 10, 24,
27,28, 30,
34, 35,36
37

5,19
7

7
9,11,23
18

5,7 [IM],
11,14

5

1,5

1,5,6,9,10,
11, 14, 20,
21, 25, 26,
33,34, 35,39
6,25, 28, 34
33

33
19,39
33

1L, &3
2,5,9,24,37
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al-Basit al-Qa’im al-Btayht  ad-Darj al-Quddam
wa-Nisf
answerer of prayers 24
One, singular, unique, etc. 16 33
the Divine, god 21 6 9,11, 33,35
12,X
sublime 11
supreme 14
(2b) His functions or acts
abundance from 15
binds and loosens 13
Will, fate, etc. 13 11,12
aid, help 13
hand of 18
glory 14
blessing from 1 14, 20, 33
does what He will 33
provision
— provider 17
— bounty 17 7 [MW]
first and last, beginning 13
and end
(3) Reference to text
(3a) Qur'an and revelation 12 14
— the Cave 28
— light/daylight 4,5,7,9,23 3,7 2,11 6,8,13, 2,9,12,21,
19,21,22 28,31, 34, 37
— Night Journey 11
— Throne 28,35
Holy books 12
—Word/Qur’an/Message 1,23 1,14
—revelation 19
(3b) Miracles 6
— splitting the moon 2 28
— clouds following 6
— apparition 29 5) 4
- no footsteps in sand 17
— stones to clay 17

— date palm inclines to 28



IMAGES AND THEMES IN TRANSLATION (CONT.)

al-Basit

Signs, proofs

(3c) Images of Heaven and
Hell
Garden 3,15
Fountain/pool 6 (IM), 7,12
Door 2,6
The Fire 20

(3d) The Day of Judgment, 6,8,12,28
Day of Standing, Day of
Gathering, etc.

(4) Other references to
religion
Death, martyrdom
The Hajj
ol
Sins and sinners 10
— as weight/burden 20
—as bondage
Piety
Prayer, bowing,
prostration, s Y2}

— five

- fifty

Rite/school (< Js)
Religion (as such)
—iw S

— A

-3

Satan

(5) Other prophets, holy men
Adam 22
Muhammad = master, 26, 27
most noble
— having precedence over,
temporal or otherwise
—on Day of Judgment 12
- leading assembly of

al-Qa’im
wa-Nisf

6,7

14
14

al-Btayhi

15
1,17
1,8,16

17

ad-Darj

24

1,8,21

1,8, 10,
13,21,
22,23,24

7,11
17

2,12,21

12

563

al-Quddam

36

2,11, 36, 37,
38

18
30
30
6,27

27

11

11
11

5,7

5,29

29

29

30

7 [MW, IM]

11,35

36



(6)

564

al-Basit

Saints

— in general 15

— gathering/assembly 4,11,14

Mystical references

Radiance 5

— face 5,16

— clothing 1

—glory 23

Union, meeting, visiting 4, 15

Time, eternity, etc. 4,13,16,
17,21

Intoxication, elevated 19, 26

state

Mystical separation 29

Mystical session

Effacement, annihilation

Secret 9

— of creation

— knowledge of

—world

—revelation

Remembrance, praise 911,23,
27

— benefits the believer

— sweetness

Duality and singularity

Truth, verity

Inner qualities, essence
Wakefulness

Sleep

Dreams, visions
Spiritual knowledge,
certainty

Perfection

Natural phenomena
Wind, breeze

al-Qa’im
wa-Nisf

4,5,9,14

6

3,10

11

al-Btayhi

6,11
14

11

14
16

SUPPLEMENT 1A (CONT.)

ad-Darj  al-Quddam
X
2
23,24, 28
1,8
2
3,4,57 3,23,30,34
X, 17,18
12,20,22 5,11, 24,35
32
4
24
X
18
24
11,29
24
8 9, 20, 25, 26,
29
26
26
7 21
3,X
X 30
15 22
5
5
16,18 32
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IMAGES AND THEMES IN TRANSLATION (CONT.)

Fire

Clouds

— as bearer of news

— as bearer of memory
— as natural phenomenon
Birds (singing)
Flowers, plants

— gardens, verdure
—rose
—roots/branches

— leaves

Gazelle

Water, sea, swimming
Rain

Creatures, creation
Trees

— date palm

— thicket, jungle

The Earth, ground
The heavens, sky
Lions

Physical descriptions

Beauty, majesty

— beauty mark

Face

— forehead
— cheek

- eyes

—-kohl

— - glances
Tongue
Lips
Saliva

Ears

al-Basit al-Qa’im

wa-Nisf

) 11
19

13

13,16, 21

15, 18, 19, 21
19,21

16
18
19 11
21
22 16

8,23

8,16, 23, 26

23 4
16, 23, 24, 16
26

29

10

al-Btayhi

ad-Darj

3,21

6,12, 15

%, By, 115,
16,17, 23
15,17

6, 16, 23,
24

23

1

17,21

16,19
16

565

al-Quddam

11, 34

22

24

24

5,24

28

39
4,8,29
8,11, 29
)

2,5,8,12, 16,
23,31,34

24,28

30

5,11, 12, 24,
30,31, 34

5]

20

26
32
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al-Basit al-Qa’im al-Btayht  ad-Darj al-Quddam
wa-Nisf
Ban tree 18 32,34
Physical form 23 6
— upright stature 28
Hand 29 18 4,12,26
Breast, chest, torso 23 14
Heart 6, 18,27 11 3,4,6,11, 1,2,5,8, 3,5,11, 16,
15,16 15,17, 23,27,34
18,21
— as inner essence 25
Blood 18 10 5
Liver 4
Internal organs/limbs 11
Wings 11 22
(9) Geography
Mecca/Medina/Tayba 20 11 8 22,24, 28
— the Ka‘ba/Haram 8,25 4,14 2,15,17 16
— - the Black Stone 14 15,17 28
— - Zamzam 25 17 24
— the Prophet’s Tomb 29 4,59 1,4,5,13 35
— - grillwork 26
— - Gate of Peace 27,35
— Wada“ 5
— al-Baq1‘ 24
— Arafat 17
Iberia
— al-Halij 19
Arabia generally 8
—Darina 19
Iraq 1
East and west
Valley 8 32
City 32
(10) Travel 18,25 1,8,13,14 8 15,17, 35
Distance, separation 17 20 3,13,27
Arrival /return 17 7 20
(11) The Universe, celestial 5,7 X 16

sphere(s)



IMAGES AND THEMES IN TRANSLATION (CONT.)

Sun

Moon

Stars and constellations
Planets

Darkness/night

Sunset, evening

Dawn, morning

(12) Love

— love-pains
— sweetness

—longing

— wasting away from

— sickness from

—rending body, flesh, etc.

— sleeplessness from

— confusion, loss of
reason from

—lovers

— secrets/sharing secrets

— desires, craving, aim

— rubbing cheek/hair in
dust

— weeping from

— accusations

— inspiring visions

— appeals to friends,
neighbors

— of Prophet required

— captured, enslaved,
charmed/enchanted by

— emir of

al-Basit

1, ®
1,4,5,7,
16, 18, 20,
26

1,4,21

4,5
23,24

9, 26

9
9,11,12,
15,16, 17,

19, 24, 27
18, 26, 27

27

24

12

al-Qa’im al-Btayhi
wa-Nisf
10 7
6,7, 10, 2,5,7,14
11
8
10 14
1,8,9,11, 3,56,15
12
4,9,11,
12
9 4
12 16
4,7
4
9
8
11
11 14
15
16

ad-Darj

2,23
2,5,X,13,
19,23

21
3,17,23

7,9,13,
14,17,21
3,59, 14,
15

1,2,9,10,
13,20, 16

3,5

3, 19
3,X, 16,
18,19
16
16,18

3,56, g, 1)

567

al-Quddam

1,5,20,21,37
1,11, 16, 20,
22,23, 24,
27,31,35
1,5,9,16

2,5, 27

37

5)

3,11, 22, 16,

25,34, 38
23

3, 24, 22, 30,
32,36

11

11, 25
11,34

23

5,18, 23,31,

34, 35, 36

11,30

25

11
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al-Basit al-Qa’im al-Btayht  ad-Darj al-Quddam
wa-Nisf
The beloved (as such) 2,10,27 4,589 1,18 1,15,16, 23,33
18

— appeal for visit/seeing 14 34

— the beloved consents 17

Watcher, blamer 4 11 5,7 3,18,22
(13) Tribal ethos 8,25 2,13 18 15

— guest 15 11

— hospitality, generosity 8 [IM, MW] 2

— protection, sanctuary 2 15,16, 18,39

— justice 18
(14) Other poetic images

and themes

Sll/cup 7 12 18

— thirst 6,18 8,15

—of love 6 15 17

“Trail the hem...” 6

Scents, perfumes 3,18,19 21 20,32

— fragrant breath 20

—amber 3 20

— musk 3,19 21 20

Refuge/sanctuary 8,18 2,13 10,18 2,17 11,23

Tomb/grave 4,24

King 13,18 34

Master/servant 2,14,17 3,17 5,20 18

Lady, mistress 15

Captive, slave 18,19

Patience, forbearance 12,13 1,3 11,20

Physician 27

Healing sickness, sorrows 6, 7 4 1 24 11,27

Crown 7,26 511

Wedding/Bridegroom 6 8,21

Key 6

Locks on creation 22

Well, spring Q) 16

Fasting 17 8 20

Oath 8 26

Jewels, jewelry 26 1 5

Speech, address 23,26 5 6 23 26



IMAGES AND THEMES IN TRANSLATION (CONT.)

—lines (of verse)

— gentle speech, voice
Luck, good fortune
Fortress

Army

Sword

Restraint
Discussion,
argumentation
News/good news
Striving, effort, goal
Kissing the ground
Veil

House

Lamp

Firebrand
Community

Path, way

Success

Writing

Words

Fear

Friend(s), companions
Food, eating

Gold

Supplement 1b: Key Themes and Images in the Arabic

al-Basit al-Qa’im
wa-Nisf
3
12 1,6,8, 14
26
4
7
6,16
20

al-Btayhi

12

17
17

18,19

ad-Darj

8

9,20, 21
17

23

24

24

569

al-Quddam

24

11
29

19
36

5N8I3 7
14

2
511,34
5,11

24

11

11
11,12
22,24
25

37

The following chart provides an index of the more significant lexical items

in Ramal al-Maya, sorted by mizan and arranged alphabetically first by root

and then by actual spelling. Where relevant, entries for nouns and adjectives

include instances of both singular and plural forms and in some cases verbs

(including derived forms) as well. This list is not exhaustive, but it does offer a

broad sample of terms that suggest the thematic range and lexical usages, both
formal and colloquial, in the nuba.
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Supplement 2: The Poets of Ramal al-Maya
Biographical Information

1. Abu ‘Antara [Btayhi #2]

2. Abit Madyan Su‘ayb b. al-Husayn al-Andalusi: b. near Seville in 509/1115 or 520/1126,

d. at Tlemcen in 594/1197-8. [Basit #26]

Born in al-Andalus, he traveled to Fez and studied religious sciences there. After
receiving his Airqa, or Sufi vocation, in Fez, he traveled to the Middle East, where he
studied the philosophy of al-Gazzali and may have met ‘Abd al-Qadir al-Jilani in Mec-
ca. Returning to North Africa, he settled in Bougie and died on a journey to Fez. He was
nicknamed al-gawt (the supreme aid) because of his spiritual accomplishments, and is
known for maxims and aphorisms, as well as eight gasa’id attributed to him. Several of
his doctrinal works, as well as his poetry, have been collected in Cornell (1996). He does
not appear to have written any strophic poems, and none of the verses in Basit #26 are
found in the gasa’id published by Cornell (1996).

3. Sidi Ahmad al-‘Arasi al-Magribi [Basit #15, 20, 21; possibly Qa’'Tm wa-Nisf #13]

No precise information is available on this poet’s birth or death. Al-Ayytbi (2003,
p- 73) and IM indicate that he is “al-madfun bi-zawiyat al-humara min bilad al-magrib
al-Agsa” (in Marrakech). Ben‘Abd Allah (2001, v. 1 p. 108) indicates he was a student of
a certain Sidi Rahal al-Badali (d. 949/1543), which means al-‘Ariisi probably died in the
latter half of the 16th century. Some of his poetry may be found in an-Nabahani (1996,

v.1p. 387).
4. Sidi Ahmad ‘Agur ar-Ribati [Darj #21]

5. Sidi Ahmad al-Badaw b. in Fez in 596/1199-1200, but moved to Mecca at a very early
age. He lived in Iraq, as well, and d. in Egypt 675/1276. [ QaTm wa-Nisf #5]
Founder of the Ahmadiyya Sufi order and a major figure among the Sufis of Egypt.
His biography may be found in the EI2 article on him (v. 1, p. 187), as well as in an-
Nujium az-zahira by Ibn Tagribirdi v. 7 p. 218; Sadarat ad-dahab by Ibn al-Tmad v. 5 p.

245; and Husn al-muhadara by as-Suyuti v. 1 p. 52.

6. al-Imam Majd ad-Din Abu ‘Abd Allah Muhammad b. Rasid (b. Aba Bakr al-Wa‘iz?)
al-Bagdadi al-Watari (d. Baghdad 663/1265) [Qa'1m wa-Nisf #3; Quddam #8, 9]
According to al-Ayyubi (p. 326) and an-Nabahani (v. 1 pp. 242-243), he was called

al-Watarl (“the Oddist”) because all his gasa’id were 21lines in length—an odd number!
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7. ‘Abd ar-Rahim b. Ahmad al-Bura‘i (d. > 695/1297) [poss. Basit #14; Darj #4]

Al-Ayyubi (2003, p. 226) gives 803/1402 as the death date for this poet, whom Ibn
Jallan calls al-Bura‘. His verses are found in several places in an-Nabahani (1996) and
Kanntn (1960). An-Nabahani (v. 1 p. 110) calls him al-Imam ‘Abd ar-Rahim al-BuraT
al-Yamani. The anonymous editor of his diwan offers the following biographical
information:

He is as-Sayyid ‘Abd ar-Rahim b. Ahmad al-Bura‘ al-Yamani, the friend of Allah
and master of those who will meet Allah (al-‘arif bi-llah wa-sayyid al-wasilin ila
Allah). He hailed from the Hijaz and lived there as a pious, ascetic Sufi. He died
near al-Madina. Scholars agree that he died around the middle of the 5t century
of the Hijra.

But if we return to his diwan, we find that he mentions in it al-Jilani (who died at
the end of the 6% century of the Hijra, 581 [1186 CE]), and remonstrates against
the poetry of Ibn al-Farid (who died in 632 of the Hijra [1233 CE]), and al-Busiri
(who died in 695 of the Hijra [1297 CE]), which supports the idea that he died
after that. As-Sayyid Muhammad Murtada al-Husayni (d. 1205 of the Hijra [1818
CE]) says in his book, Taj al-‘aris: Among historians, the poet al-mufallag ‘Abd
ar-Rahim b. Ahmad al-Buraf, the praise-poet of al-Mustafa [the Prophet], who
had a high status in his country.

‘Umar Farth in his book, at-Tasawwuf fi [-Islam, considers that al-BuraT was
among those who lived in the the 10" century, at least.

Diwan al-Bura is famous, for in Sufism it occupies a high place in this art. It is
without doubt a great Sufi literary achievement. In it are gasa’id praising Allah
the Mighty and Sublime, praising the Prophet, asking for forgiveness, praising
the family of the Prophet, expressing longing for Makka and Madina, and so on.
Among his poetry are gasa’id seeking help from the Messenger, may Allah bless
him and give him peace, poems of admonishment, and various other topics.

The poetry of al-Buraf is distinguished by flawlessness [salama], skill, brilliance
[israq], and ease of expression [suhiila], and it has circulated among all the lev-
els of the Sufis, for it is poetry deserving of (warm) reception, high esteem and
attention.

The diwan is imbued with supplications [al-ibtihalat], entreaties [at-tadarru‘at],
mystic prayers [al-munajah], earnest prayers [or conciliation: istitaf| and praise
of the noble Prophet. And it is replete with fine images, marvellous descriptions
and eloquent imagery... (1967, 299-300)
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8. Muhammad b. Sa‘id al-Busir1 (608/1211-1212—697/1299) [Quddam #39]

Al-Ayyubi (2003, pp. 353-358) says he was born in the Egyptian village of Dalas and
died in Alexandria. His Qasidat al-burda is one of three such hymns to the Prophet,
and by far the most influential among the zawaya of Morocco, and in the Andalusian
music tradition. His diwan has been published, as well as various editions of his Burda.

9. Abu Zayd ‘Abd ar-Rahman b. Abi Sa‘id Yahluftan b. Ahmad Tanfalit al-Fazazi al-
Andalusi (550/155-627/1230) [Btayhi #9]
Al-Ayyubi (2003, p. 51) and al-Harama (1991, pp. 7-15): he was born in Cordoba after
550 AH, and died in Marrakech in 627. He is mentioned in al-Maqqar?’s Nafh at-tib, as
well.

10. aé-gayh Ahmad b. Muhammad b. Ahmad al-Hadrawi al-Makki ag-Safi (1252/1836-

1327/1909) [Basit #13]

Al-Ayyubi (2003, p. 59): He was born in Alexandria and died in Makka, and he
was known for figh, hadit, history and Sufism. An important source for al-Hadraw1 is
his work Nafahat ar-rida wa [-qubil fi fada@’il al-madina wa-ziyarat sayyidina r-Rasul
(1999).

1. Ahmad b. ‘Abd al-Hayy al-Halabi (d. 1120/1708) (1) [Basit #6, 9, 10, 11, 12; Darj #18;

Quddam #28, 36]

“Siraj ad-Din Abu I-Abbas Ahmad b. ‘Abd al-Hayy al-Halabi [d. 1120/1708] was, as
his ethnique indicates, originally from Aleppo. He was born in that city, but passed
the greater part of his life in Fez, where he died. Indeed, after having completed his
studies in the Orient and followed principally the course of a great scholar of Basra,
Muhammad ar-Rifa, al-Halabi travelled to Morocco and arrived in the capital in
1080/1669-70. There, as he was a $afii, he took no part in the discussions of law by the
Malikite doctors: but he was revealed as a littérateur of the first order. His verses, which
he composed in the manner of al-Hariri, earned him the notoriety and congratulations
of the most highly reputed Moroccan scholars. He remained from that time in Fez,
without dreaming of returning to his land of birth. He died there (in Fez) in Jumada II
1120 (August 18 — September 15, 1708) and was buried outside Bab al-F'tah.

“The work of al-Halabi is, above all, litterary and is comprised to a large extent of
panegyrics to the Prophet. But this Syrian immigrant is classified among the hagiogra-
phers of the country by a work that he consecrated to managib [“hagiography, praise
of a person’s good qualities”] of Idris II, and which is called ad-Durr an-nafis wa-n-nur
al-anis ft manaqib al-imam Idris b. 1dris. [lithographied in Fez in 1300 and 1314 AH]
This compilation, established following ancient Arabic sources [notice and summary:
M. René Basset: Les manuscrits arabes de deux bibliothéques de Fas in Bulletin de Corr.
afi. 1882 p. 366 seq.] forms the complete “gilded legend” of the founder of Fez and of
his father. Perhaps al-Halabi devoted himself to this work to mark his attachment to
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his adopted homeland, by honoring the personage of the most illustrious of its saints.
Perhaps also we must see in ad-Durr an-nafis a proof of more of the extension that
took, in reaction against the central power, the Idrisite cult at the beginning of the 17t
century, a development which, by a deft maneuver, the ‘Alawite sultans themselves
participated in later. [It is equally at this time that the expression al-hadra al-idrisiyya
“the Idrisid capital” appeared in Moroccan litterature and epigraphy, by which one al-
ways designated the city of Fez. Cf. A. Bel, Inscriptions arabes de Feés, Journal asiatique,
1917-1919, v. 1 Paris. p. 11] In any case, in writing this work, the foreign scholar was sure
to earn the kindness of a great number of the surafa’ of the capital”

— from E. Levi-Provegal (1991/1922) Les historiens des chorfas. Casablanca: Afrique
Orient. pp. 286-287. See also the article on managib by Charles Pellat in EI2 v 6, p. 356
(Leiden: Brill, 1991) Other sources for al-Halabi include Anis al-mutrib, Iltigat ad-durar
(v. 2), and Tarih Titwan by Muhammad Dawud (1962 edition, v. 3, p. 118).

12. Hassan b. Tabit b. al-Mundir b. Haram (b. late 6th or early 7th c. CE, d. around

40/659) [Quddam #12]

A native of Yathrib—Madina—Hassan was its most celebrated poet, enlisted as
one of the Prophet’s official poet/propagandists. ‘Arafat (1982) finds that probably 6o-
70% of his diwan is falsely attributed to him, which indicates at least his importance
in Arabic letters.

13. Sidi Muhammad Ibn ‘Alal Mulay al-Qustr [Darj #3]
IJ (p. 54 n. 2): “Buried in the al-Qusur quarter of Marrakech.”

14. Ibn ‘Antar [Quddam #27]

15. Saraf ad-Din Abi Hafs ‘Umar Aba al-Qasim al-Misri as-Sa‘di Ibn al-Farid (Cairo,

576/1181—632/1235) [Darj #7]

This Sufi studied law and hadit before his conversion to the mystic path, after which
he lived mostly as a solitary devotee, first near Cairo, then in the Hijaz, and finally
in Cairo, where he died. He was the author of a number of shorter poem/songs on
spiritual love, as well as at-T@’%lyya al-kubra, a qasida of over 700 verses describing the
spiritual states of intoxication.

16. Abu ‘Abd Allah Muhammad b. ‘Abd Allah b. Said b. ‘Abd Allah b. Sa‘d b. ‘Ali b.
Ahmad Ibn al-Hatib al-Salmani (Lisan ad-Din Da Wizaratayn) (b. Loja nr. Granada
713-15/1313, put to death by strangulation in Tlemcen at the end of 776/1375) [Basit
#4, 22, 28; Darj #2, 22; Quddam #17
Vizier, historian, adib and author of numerous risalat and books. Best known as an

historian of Granada and author of an anthology, Jays at-tawsih [see: Stern: Two anthol-

ogtes..., Arabica ii (1955) pp. 151-169]. The historian and literatus al-Maqqari devoted his
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extensive study of literary figures of al-Anadalus, Nafh at-tib, to Ibn al-Hatib, the first
half of the work setting the stage for his biography by dealing with other personalities,
frequently using Ibn al-Hatib as a source.

17. Abti Walid Yiinus b. ‘Isa Ibn al-Habbaz.

Little is known of this Andalusi poet: even the note on him in Ibn al-Hatib’s Jays at-
tawsih does not give any real biographical information. His presence in the anthology,
though, indicates that he probably died before its author (776/1375), and perhaps was
his contemporary. [Qa’Tm wa-Nisf #8]

18. Abu ‘Al1 al-Hasan Ibn Mas‘ad al-Yasi (1040/1630-31-1102/1691) [Darj #9]

Nasr al-matani devotes 24 pages to this scholar, poet and mystic. According to Nasr
al-matani (v. 3 p. 202) he was a teacher of Ibn Zakir (d. 1120/1708). H. de Castries (1924)
gives the above dates for al-Yasi and says that Malay Isma‘ll commissioned him to es-
tablish the circuit of the 7 (Arab) Saints of Marrakech to counter the 7 (Berber) Saints
of Ragraga (an early example of ‘Alawite appropriation of maraboutism/sharifism for
state ideological purposes). Other sources for Ibn Mas‘td al-Yast include Levi-Proven-
cal (1995/1922), Chorfas... pp. 268-272; Kannun (1960) pp. 285-286, and his poetry in
several places; P. Shinhar (1995) and Ben‘Abd Allah (2001), pp. 100-101.

19. Abii Bakr Ibn Sabrin (d. 747/1346) [Quddam #13]

His biography is found in: al-Ihata v. 2 p. 239, and he is mentioned in Nafh at-tib
(Beirut, 1988) v. 5 p. 455, where two lines of verse are cited that do not appear in Ramal
al-Maya.

20.Abu I-Abbas Ahmad Ibn Sa‘id al-Qayjamisi al-Miknasi al-Warzigl al-Habbak (d.

870/1465 or 872/1467) [Basit #1; Qa'Tm wa-Nisf #2; Quddam #1, 2]

Sources for Ibn Sa‘id al-Miknasi include Durrat al-hijal of Ibn al-Farid (1970, entry
#123 v. 1, p. 89) and Ithaf ilam an-nas of Ibn Zaydan (1929/1347, v. 1, p. 313-314). The
former gives his death date as 772/1370, which is probably a misprint for 872/1467.
The latter gives the dates 804/1402 - 870/1465 or shortly thereafter. He is described as
a Sufi, poet and littérateur who served at various times as imam at the Grand Mosque
in Meknes, and at the Qarwayin and Andalusian mosques in Fez; and he taught at the

Bu‘inaniyya madrasa in Fez.

21. Abt ‘Abd Allah Muhammad b. Qasim b. Muhammad b. ‘Abd al-Wahid b. Ahmad Ibn
Zakur al-Fasi al-Magribi (>1075/1665?—1120/1708) [composed music for Basit #17]
Originating from a noted family of Fez, Ibn Zakar was a student of Ibn Mas‘ad al-

Yasi. Kanntin (1966) describes him as a littérateur and scholar, a poet, grammarian
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and one of the most famous of Moroccan authors. Ben‘Abd Allah (va p. 136) has an
extensive bibliography. He also appears in Nasr al-matant (v. 3, pp. 201-204), and in
Kanntin (1960, p. 313 and his poetry in several places).

22.Abi Bakr Muhammad Ibn Zuhr al-I$bili (al-Hafid) (b. Seville 504/1110-1111, d.

595/1198-99) [Basit #19]

He knew the Qur'an by heart, was trained in medicine as well as poetry, practiced
archery and played chess. Born in Seville, he was called to serve the Almohad Sultan
Ya‘qub al-Mansur, where he was poisoned by the vizier. See Elz, v. iii p. 978-979; and
Diwan (chsa, 1983).

23. ‘Abd al-Gani b. Isma‘il an-Nabulusi (1050/1642-1143/1731) [Quddam #31]

A Sufi of Damascus, author of numerous works, commentaries and letters, includ-
ing a commentary on the poetry of Ibn al-Farid and a diwan. Published works by him
include Diwan al-haqa’iq wa-majmu‘ ar-raqa’iq (1968) and Burj Babil wa-saduw al-
balabil (Damascus: Dar al-Ma'ifa, 1988).

24. Sams ad-Din Muhammad (b. Hasan b. ‘Ali b. ‘Utman) an-Nawaji al-Misri/al-Qahiri

(Cairo, 788/1386 — 859/1455) [Darj #15, 23]

Teacher of ahadit, but with strong Sufi leanings. Wrote panegyrics on high officials
and compiled thematic antholgies of poetry for the upper classes of his time, including
an encyclopedia on wine, Halbat al-kumayt. See article by I. Kratschowsky in El2 vii pp.
1039-1040. Short biography in an-Nabahani (v. 1, p. 139).

25. Tyad b.Masa b. Tyad b. ‘Amrin al-Yahsubi as-Sabt1 al-Qadi (al-Qadi ‘Iyad) (476/1088

— 544/1149) [possibly Qa'Tm wa-Nisf #13]

Born in Sebta and trained in al-Andalus, he was an ardent and lifelong defender of
Malikism; gadi of Granada under Tasufin, and later of Sebta. Ran afoul of the Almo-
hads for his staunch Maliki leanings. Said to have been put to death by Ibn Tamart,
though this is unlikely, since he died some 20 years after the founder of the Almohad
movement. See: M. Talbi’s article in El2, v. iv pp. 289-290. Also: al-Maqqari at-Tilimsani

(1978).

26. aé—gayb al-Arif as-Sarif Ahmad ar-RifaTi ? Ahmad b. ‘Ali Aba 1-<“Abbas ar-Rifa‘ ?
(b. in the Bata'ih marshlands of Iraq 500/1106 or 512/118, d. in the same region
578/1182). [Basit #29; Quddam #4]

A diwan of odes is attributed to this important mystic of Iraq, wherein he claims de-
scent from ‘All and Fatima. [see: El2 viii pp. 524-525]. Various other works attributed to
him or his immediate successors contain his verses, including al-Burhan al-mu'ayyad.
The two sana’i‘ attributed to him have the same two verses.
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27. ‘Alam ad-Din Abu l-Hasan ‘Ali b. Muhammad as-Sahawi (558/1163-643/1245)
[Quddam #15]

A madih poet of Damascus. According to Ibn Hallikan (Wafayat al-a‘yan (Cairo,
1948) V. 3 pp. 340-341), he was born in the village of Saha in the west of Egypt in 558/1163
and studied giraa, grammar and linguistics in Egypt with several teachers, suppos-
edly including al-Busiri (who would have been a younger contemporary). Ibn Hallikan
saw him with a large following in Damascus, where he died. Biographical material on
him also may be found in: Inbah ar-ruwah ‘ala anbah an-najah of Abu l-Hasan al-Qifti
(Cairo/Beirut, 1986) v. 2 p. 311; and Sadarat ad-dahab  ftahbar min dahab of Ibn al-Tmad
al-Halabi (Beirut, n.d.) v. 5 p. 223.

28. Abui I-Hasan ‘Ali b. ‘Abd Allah al-Numayri a$-Sustari (d. 667/1269) [poss. Basit #12,
14, 17; Btayhi #7, 11, 12, 13, 14; Darj #20]
Born near Guadix (Granada), he traveled across North Africa and Egypt, where he
was buried. In addition to the article on him in EI? there is his diwan, which has been

edited and published by Nassar, plus a partial edition/Spanish translation by Corriente
(1988).
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Centuries and Regions
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(Not present for lack of data: Abui Antara, Ibn Antar, Sidi Muhammad b. Alal
(Milay al-Qusar), Sidi Ahmad Asur ar-Ribatt.)

Century

Region

Poet
15t /7th

Hassan b. Tabit (d. around 40/660)

6th /12th
al-Qadi Iyad (476/1088 — 544/1149)
Ibn Zuhr (544/1149)
Ahmad ar-RifaT (578/1182)
Abu Madyan (594/1197)

7™ 1zt
al-Fazazi (627/1230)
as-Sahawi (643/1245)
al-Bagdadi al-Watari (663/1265)
ag-Sustart (667/1269)
al-Badaw1 (675/1276)
al-BusirT (697/1299)

8th/14th
Ibn Sabrin (d. 747/1346)
Ibn al-Hatib (776/1375)
Ibn al-Habbaz (14" c?)
al-BuraT (> 695/1297, poss. 803/1401)

9™ /15"
an-Nawaji (859/1455)
Ibn Sa‘id al-Miknasi (870/1465 or
872/1467)

10th/16th

al-Arusi (latter half of 10th/16%" c.)

11th /l7th

Ibn Mas‘ad al-Yasi (1102/1691)

al-Andalus

d. Granada

Seville

b. Seville

b. Cordoba

b. Guadix
b. Fez

b. Loja
al-Andalus?

Magrib

b. Sebta

Fez, d. Bougie

d. Marrakech

d. Tlemcen

Meknes/Fez

Marrakech

Marrakech

Masriq

al-Hijaz

Iraq

d. Damascus
Baghdad

d. Egypt

d. Egypt

al-Hijaz

Egypt
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Century Region
Poet al-Andalus Magrib Masriq
11th_12th [17th 1 §th
al-Halab1 (1120/1708) — d. Fez b. Aleppo
Ibn Zakar (1120/1708) — Fez —
an-Nabulusi (1642-1731) — — Damascus
lgth_14th /19“‘—20“‘
al-Hadraw1 (1327/1909) — — d. Mecca
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Appendix 1

A Glossary of Arabic Technical Terms Used in the Moroccan Andalusian

Music Tradition

Names of instruments, and musical and poetic and structural terms are given

here according to their current usage in Fez. This glossary is intended to be

used as a quick reference. For most nouns, the singular is given, followed by

the plural in parentheses. In many cases detailed explanations may be found

in the text. Most of these terms come from formal Arabic; expressions from

Moroccan colloquial Arabic are marked MA, and the formal Arabic equiva-

lents are given.

@uz : The second of the two hemistiches
of a line of classically-formed Arabic

verse.

al-Ala : one of the names for the Andalu-
sian music in Morocco; signifies that the
music is played on instruments (ala), as
distinct from the a cappella samac (q.v.).

barwala (barawil) : a North African poetic
form composed in Moroccan colloquial
Arabic, and found chiefly (but not exclu-
sively) in mizan ad-darj (q.v. mizan).

al-basit : an iga‘ (q.v.) in duple meter
characteristic of the first mizan (q.v.) of
the niatba (q.v.).

baytayn : a vocal interlude, without tem-
po, in which the singer improvises freely
on two lines of verse; may appear at any
point in a performance, though it is not
obligatory.

al-btayhi (MA, > ibta'iht) : an iga‘(q.v.) in
triple meter characteristic of the third
mizan (q.v.) of the nitha (q.v.).

bugya (bugayat) : an introductory instru-
mental passage with a fixed melody that
is played without tempo and outlines the
primary tab‘ (q.v.) of a nitha (q.v.); each
niiba thus has its own bugya.

darbiika : a vase-shaped hand drum from
the Middle East.

ad-darj : an iga‘ (q.v.) in duple meter
characteristic of the fourth mizan (q.v.)
of the nuba (q.v.).

dawr (adwar) : 1. a “turn” or repetition
of the principal meldic phrase of a san‘a
(q.v.); 2. a strophe of a muwassah [ital.]
(q.v.) or a zajal [ital.] (q.v.).

farga (MA, > firqa; pl. firaq, fargat) : a
small ensemble of between three and

seven musicians.
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gusn (agsan) : the main body of a
muwas$ah/tawsih (q.v.) or zajal (q.v.)
strophe whose rhyme scheme varies
from strophe to strophe.

hamdan : one of the three “secondary”
tubu‘ (q.v. tab“) that appear in Nubat Ra-
mal al-Maya (q.v.).

harja : in Arab-Andalusi poetry, the
closing two lines of the final strophe of
a muwassah (q.v.); may be composed in
colloquial Arabic, Romance or Hebrew.
None of the muwassahat present in the
Moroccan Andalusian music has a non-
Arabic harja.

humasiyya : a five-line strophic song with
varying rhyme schemes.

al-husayn : one of the three “secondary”
tubu‘ (q.v. tab‘) that appear in Nibat
Ramal al-Maya (q.v.); (cap.) a nitba (q.v.)
based upon this tab‘ in the Dawadiyya
144 manuscript.

ingilab al-ramal : one of the three “sec-
ondary” tubu‘ (q.v. tab‘) that appear in
Nubat Ramal al-Maya; said to be derived
from the tab‘ al-maya.

insad : a vocal interlude, without tempo,
in which the singer elaborates on a fixed
melody and text; may appear at any point
in a performance, but often used to sepa-
rate two marahil al-mizan (q.v.).

al-insiraf : the third and fastest of the
three marahil al-mizan (q.v.); tradition-

591

ally the climax of a mizan (q.v.), but
nowadays may be performed on its own.
iga‘ (tgaat) : a fundamental rhythmic
pattern associated with a specific mizan
(q.v.); the five iga‘at used today in Moroc-
co are al-basit, al-ga’tm wa-nisf, al-btayht,
ad-darj and al-quddam; may be in either
duple (4 or 8) or triple (3 or 6) meter.

al-istihlal : 1. (cap.) the fifth naba (q.v.) in
al-Ala, according to the modern order;
the tab“(q.v.) associated with this nuba.

Jjawq (ajwaq) : an orchestra, especially an
Andalusian music orchestra, numbering
from seven to 20 musicians.

kamanja : a violin played resting verti-
cally on the left knee, since the 19** cen-
tury one of the standard instruments in
Andalusian music ensembles.

al-madih : 1. praise poetry generally, and
specifically of the Prophet Muhammad,
concentrated in but not exclusive to
Nubat Ramal al-Maya (q.v.); 2. (cap.) an
a cappella style of music found among
certain Sufi brotherhoods, related mod-
ally, rhythmically and textually to al-Ala
(q.v.); sometimes used synonymously or
in conjunction with as-Samac (q.v.).

matla“ : 1. the opening line of a poem,
used to identify it; 2. more particularly,
the first one or two lines of a “complete”
muwassah (q.v.) or zajal (q.v.) that bears
the repeating rhyme.



592

marahil al-mizan (s. marhalat al-mizan):
the three “stages” of a mizan perfor-

mance—al-muwassa’, al-gantara and
al-insiraf (q.v.)—arranged according to

increasing tempo.

mizan (mayazin, MA > mawazin) : a
“movement” within a nuba (q.v.), dis-
tinguished by and named for one of
the iga‘at (q.v. iga‘); the five mayazin, in
order, are: al-Basit, al-Qa’tm wa-Nisf, al-
Btayht, ad-Darj, al-Quddam (q.v.).

muallim (pl. muallimin) : the highest
and most respected level of mastery in
the Moroccan Andalusian music: an
orchestra leader who teaches the fine
points of the tradition, having arrived at
a deep knowledge of it under the tutelage
of a master from the previous generation.

muwassa‘ al-mizan : the first and slowest

of the marahil al-mizan (q.v.).

muwassah(a) (muwassahat) : a form of
Arab-Andalusi poetry, strophic and char-
acterized by a varying rhyme scheme and
sometimes a varying metrical pattern;
composed in Classical Arabic, but may
have a non-Arabic harja (q.v.). Sometimes
used synonymously with tawsih (q.v.).

an-nas$id : a movement in the 13th-
century nawba of al-Andalus, according
to at-Tifas1, comprising an instrumental
prelude followed by vocal and instru-
mental music.
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nuba, (MA, > nawba) (nubat) : the chief
structural form of the Moroccan Anda-
lusian music: a suite of songs and instru-
mental interludes theoretically charac-
terized by modal and poetic-thematic
unity; typically composed of five mayazin
(q.v. mizan), each having a specific rhyth-
mic pattern. There are at present 1 nibat
in the Moroccan Andalusian music tradi-
tion: Ramal al-Maya (q.v.), al-Isbahan,
al-Maya, Rasd ad-Dil, al-Istihlal (q.v.),
ar-Rasd, Garibat al-Husayn, al-Hijaz al-
Kabir, al-Hijaz al-Masriqi, Iraq al-Ajam
and al-Ussagq.

al-qa’im wa-nisf : an iga‘ (q.v.) in duple
meter characteristic of the second mizan
(q.v.) of a nitba (q.v.).

al-gantara : the “bridge,” the second of
the three marahil al-mizan (q.v.), per-
formed in a moderate tempo.

ganun : a zither of Turkish origin (and
usually of Turkish or Egyptian manufac-
ture) having 36 strings; it has become
practically a standard instrument in the
larger Andalusian ensembles.
qasida, qasid (qasd’id) the most
highly developed form of Arabic poem,
monorhymed and monometric, non-
strophic but with a polythematic struc-

ture.

al-quddam : an iga‘ (q.v.) in duple meter
characteristic of the fifth mizan (q.v.) of

anuba (q.v.)
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Quddam Bawakir al-Maya : one of two
mayazin (q.v. mizan) that do not belong
to a nitba (q.v.), recently assembled from
“orphan” sana@’i‘ (q.v. san‘a) whose origi-
nal nitbat have been lost.

al-Quddam  al-Jadid
Bawakir al-Maya.

see Quddam

qufl (aqfal) : the line or lines of a
muwassah/tawsih (q.v.) or zajal (q.v.)
following the gusn (q.v.) that bear the

repeating rhyme.

rabab : a two-stringed, boat-shaped rebec
characteristic, even emblematic, of the
Moroccan Andalusian music.

ra’ts (also MA rayis) (ruas@’) : the “chief,”

or leader, of a jawq (q.v.).

ramal al-maya : (cap.) the first niba (q.v.)
in the modern canonical arrangement,
devoted thematically to religion and
praise of the Prophet Muhammad and
comprising the tubu‘ (q.v. tab‘) ramal al-
maya, inqilab ar-ramal, al-husayn and
hamdan.

ruba‘yya : a four-line strophic song with
varying rhyme scheme.

sadr : the first of the two hemistiches of

a clasically-formed line of Arabic verse.

as-Sama“ : Sufi music related modally,
rhythmically and textually to al-Ala, but
typically performed a cappella; often
used synonymously or in conjunction
with al-Madih (q.v.).
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san‘a (sand’i® or sometimes sanacat):
in general 1. a song with both a spe-
cific thythm and melody, as distinct from
tusiya and bugya (which are instrumen-
tal only), baytayn (which is vocal, impro-
vised and untimed) and insad (which is
untimed but with fixed melody and text);
or in the special sense here of 2. any song
that is not sugl, tawsth, zajal or barwala.

sawt : a song; a movement in the 13th-
century nawba of al-Andalus, according
to at-Tifasi, comprising vocal and instru-
mental music without an instrumental
prelude.
suba‘iyya : a seven-line strophic song
with varying rhyme scheme.

sudasiyya : a six-line strophic song with
varying rhyme scheme.

sugl (asgal) : 1. in Kunnas al-Ha’tk: a non-
strophic san@ (q.v.); more commonly
today, 2. any san‘a which contains taratin

(v,

tab® (tubu) : a musical mode, analogous
to a magam in the Middle East; char-
acterizes a specific niba (q.v.); Moroc-
can musicians recognize 25 primary
and secondary fubu® ramal al-maya,
ingilab ar-ramal, hamdan, al-husayn,
al-isbahan, az-zawarkind, al-maya, rasd
ad-dil, as-sika [also as-sika], al-istihlal,
Iraq al-‘arab, ar-rasd [also known as ra’s
al-maya or rasd al-maya] al-husar, al-
mazmim, az-zaydan, garibat al-husayn,
al-muharrara, al-hijaz al-kabir, al-masriqt
as-sagir, mujannab ad-dil, al-hijaz al-
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masriqi, al-Traq al-‘ajam, al-ussaq, ad-dil
and ramal ad-dil

tagtiya : the second or alternate melody
in a strophic san‘a, usually corresponding
to the first line of the qufl of the text.

tar : a small frame drum with cymbals
embedded in the frame; one of the old-
est percussion instruments used in the

Andalusian music tradition.

at-tarab al-andalust : one of the names
for the Andalusian music in Morocco;
emphasizes the music’s emotional and
therapeutic effects.

taratin : (>ratana = to speak gibberish, to
speak unintelligibly) nonsense syllables,
such as ha-na-na and tay-tiri-ray, which
are part of the textual and melodic struc-
ture of a sug/ (q.v.); synonymous with the

Middle Eastern term, tarannum.

tawsth (tawasth) : 1. a sana (q.v.) whose
structure resembles a muwassah (q.v.),
usually poly-rhymed and often poly-met-
ric, and composed in Classical Arabic but
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without harja (q.v.), or 2. a san‘a whose
text has been assembled from more than
one source, typically poly-rhymed and
often poly-metric and therefore similar
to a muwassah.
tusiya (tawast) : an instrumental inter-
lude within the context of a mizan (q.v.);
a tusiya always follows bugya (q.v.) at the
beginning of a mizan performance; other
tawast may be found within the mizan,
occasionally even interpolated into the
middle of a san‘a (q.v.).

ud : the Arabic lute; today, the Middle
Eastern version with g or 10 paired strings
is a standard instrument in an Andalu-
sian Music ensemble.

zajal (azjal) : 1. a type of Arab-Andalusi
poem, similar to the muwassah (q.v.)
(strophic, poly-metric and poly-rhymed),
but composed in Andalusi colloquial
Arabic and lacking a non-Arabic harja
(q-v.), 2. a san‘a (q.v.) whose text is com-
posed in Andalusi colloquial Arabic and

possibly derived from an Andalusi zajal.
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A Summary of Tubu“associated with each nuba (following ar-Rayis, 1982,
and Guettat, 2000)

Nuba

Tubu

Associations

Ramal al-Maya

al-Isbahan

al-Maya
Rasd al-Dil

al-Istihlal

al-Rasd

Garibat al-Husayn

al-Hijaz al-Kabir

al-Hijaz al-Masrigt
al-Traq al-Ajam
al-Ussaq

ramal al-maya
ingilab ar-ramal
hamdan
al-husayn
al-ishahan
az-zawarkind
al-maya

rasd ad-dil
as-sika / as-stka
al-istihlal

Traq al-‘arab
ar-rasd

(aka ra’s al-maya or rasd al-maya)

al-husar
al-mazmum
az-zaydan
garibat al-husayn
al-muharrara
as-sika / as-stka
al-hijaz al-kabir
al-masriqi as-sagir
mujannab ad-dil
az-zawarkind
al-hijaz al-masrigt
al-Traq al-‘ajam
al-‘ussaq

ad-dil

ramal ad-dil

midnight

nighttime

sunset, blood
midnight

morning

morning

midday

evening

morning
morning
pre-dawn
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A Summary of Published Editions of the Modern Canon and Known Manu-
scripts of Kunnas al-H&’'ik and the al-Jami‘T Corpus

A. Published Editions:

1) Majmu‘at al-Agant al-musiqiyya al-andalusiyya al-ma‘rafa bi-l-Ha’ik. (1353/1934-35)
Ambirka al-Makki ed. Rabat: al-Matba“ al-Iqtisadiyya. A partial rendering of the
Kunnas covering six niibat not presented in the modern canonical order. Copies are
owned by the Dawudiyya Library in Tetuan (cat. #146), and by the Jam‘iyya Hawat
al-Musiqa al-Andalusiyya al-Magribiyya in Casablanca.

2) Majmu‘at al-Ha’ik li-t-tarab al-andalusi. (1972) al-Faqth Ahmad b. al-Hasan Zwitin
ed. Covers all eleven nubat, though not presented in the modern canonical order.
Photo-reproduction located in Dar al-Rasid in Casablanca.

3) Majmu‘ azjal wa tawasth wa asar al-musiqiyya al-andalusiyya al-magribiyya (al-
ma‘raf bi-l-Ha'ik. (1397/1977) ‘Abd al-Latif Ibn Mansur. Presents all eleven nabat in
the canonical order.

4) At-turat al-‘arabi al-magribi fi al-miusiga : musta‘malat nabat at-tarab al-andalust
al-magribi : $ir, tawsih, azjal, barawil—dirasa wa-tansiq wa-tashih Kunnas al-Ha'ik.
(1979). Hajj Idris Ibn Jallin Tuwaymi ed. Presents all eleven nibat in the canonical
order.

5) Kunnas al-Haik (1981) Limited fascimile edition of 1000 copies of a manuscript
owned by al-Hajj ‘Abd as-Salam ar-Raqiwaq of Tanger, published by Jam‘iyyat
Hawat al-Misiqa al-Andalusiyya in Tanger.

6) Min wahy al-rabab (1982). ‘Abd al-Karim al-Rayis ed. The al-JamiT corpus, supple-
mented by “notebooks” at the editor’s disposal. Presents all eleven nabat in the
canonical order.

7) Kunnas al-Ha’ik. (1999) Malik Bennuna ed. Fully annotated edition of the manu-
script Dawudiyya #144 owned by the Dawudiyya Library in Tetuan.

8) Kunnas al-Ha’ik. (2003) Manuela Cortés Garcia ed. Facsimile of a manuscript copied
in 1931 in Tetuan for Fernando Valderrama Martinez, original now lost. Online:
en.calameo.com/read/002149848019a1bgaoddb.
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B. Manuscripts and Their Provenances

(members of Cortés Garcia’s “familia al-Ha’ik” are marked with a superscript f)
1) “Kunna$” in the hand of Prof. Muhammad Benniina, containing selections of al-Ala

and malhun songs; cited in 1999 edition of Kunnas, p. 25; owned by Malik Bennana.

Undated.

2) al-Ha’ik—(“Raysuni”) Manuscript in the library of the ar-Raystuni family of Chef-
chaouen (photocopy donated to Benniina for use in his 1999 edition: see pp. 17,
19 fn.); no date indicated by Benniina. Benniina indicates this is the source for #21
(“Bennis”), below.

3)f Kunnas al-Ha’ik—(“Raqiwaq”) Manuscript owned by al-Hajj ‘Abd as-Salam ar-
Ragiwaq of Tanger (copy donated to Benniina for use in his 1999 edition, see p. 17);
copied 1325/1907. Published in 1981 in a facsimile edition of 1000 copies by Jam‘iyyat
Hawat al-Musiqa al-Andalusiyya in Tanger. (see A #5 above)

4) Mugaddimat al-H@ik—Manuscript #536, Manuscript section, al-Hizana al-‘Ama,
Tetuan, containing only the introduction to the anthology. Undated.

5)f Kunnas al-Ha'ik—(“Valderrama”) Copy of a manuscript executed in 1350/1931 for
Fernando Valderrama Martinez by as-Sayyid Muhammad Bucasal (original now
lost, facsimile published in 2003; see A #8 above).

6)f Kunnas al-Hatk—Manuscript #10415 in the library of Sidi ‘Abd Allah Kanntn in
Tanger, donated by al-‘Arab1 al-Wazzani (Cortés Garcia 1995, pp. 48/78; 2003 p. 23).
Undated.

7)f Kunnas al-Hatk—Manuscript deposited in the library of Sidi ‘Abd Allah Kanntn
in Tanger, dated 1325/1907; possibly a copy of #3 above (Cortés Garcia 1995, p. 48).

8) Kunnas al-Haik—(“Wazzani”) Copy of a manuscript given to Sidi Muhammad ar-
Raysuni by al-‘Arabi al-Wazzani. Undated. Possibly the same as #6 above.

9) Kunnas al-Ha'ik—Recent copy, undated, owned by the Sawdri family of Tetuan
(Cortés Garcia 1995, p. 78).

10) al-Ha’ik—(“Leiden”) Leiden Universiteits Bibliotheek Or. 14100, National Library,
Leiden, Holland.(Shiloah # 066; Benniina, p. 17); undated.
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1) Kunnas al-Haik—(“London”) British Library, London Or. 13235 (Shiloah #067);
undated.

12)f Kunnas al-H@ik—Manuscript #1292 b at the Bibliotheque Hassaniyya in Rabat
(Cortés Garcia, 1995 pp. 48/77, 2003 p. 22); copied 1353/1935.

13) Kunnas fi al-musiga al-andalusiyya—Manuscript #45 C at the Bibliotheque
Générale in Rabat (Cortés Garcia, 2003 p. 23); copied 1329/1911.

14) al-Ha’ik ft t-tarab al-andalusi—Manuscript #858 d at the Bibliotheque
Générale in Rabat; a copy also deposited at the Royal Academy in
Rabat (#1750/1); undated. (Cortés Garcia, 1995, p. 72).

15) al-H&'ik fi al-misiga—Manuscript #101 C at the Bibliotheque Générale in Rabat;
date uncertain, but Cortés Garcia speculates 11th century of the Hijra (see the de-
scription in 1995 p. 73 1. 148).

16) al-H&'ik ft ilm al-masiga—Manuscript #3376 > at the Bibliotheque Générale in Ra-
bat; undated. Copied by Ahmad al-Hamiyani (Cortés Garcia, 1995 p. 73).

17)f al-H@’ik—Manuscript #8 at the Bibliotheque Générale in Rabat; recent but un-
dated copy (Cortés Garcia 1995, p. 77)-

18) al-H&'ik fi l-alat al-andalusiyya—Copy of #16 above made by al-Kittani, deposited at
the Royal Academy in Rabat (ms. #1752), dated 1331/1913.

19) al-Ha’tk—Manuscript #1751 at the Royal Academy in Rabat; dated 1404/1983.

20) al-Ha’ik—(“Bennis”) Manuscript owned by the wazir ‘Abd ar-Rahman Bennis;
#4598 at the Royal Academy in Rabat. Copied by Ibn Mansir (copy donated to
Benniina for use in his 1999 edition: see pp. 17, 25; see also Cortés Garcia 1995, p. 76).
Undated. Benniina indicates that this is a copy of #2 (“Raysini”), above, though
without mugaddima and missing two nubat from the beginning.

21)f al-H@’ik—Manuscript #943, 3 volumes, at the Royal Academy in Rabat; owned by
Muhammad al-Fasi; copy dated 1907.

22) Kunnas al-Ha’ik—(“D144”") Manuscript #144 from the collection of the late Tetuani
historian, Muhammad Dawud, now deposited at his private library, al-Hizana ad-
Dawidiyya in Tetuan (subjet of Benniina edition, 1999); dated 1202/1788.
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23) Kunnas al-Ha’ik—Manuscript #145 from the collection of the late Tetuani historian,
Muhammad Dawud, now deposited at his private library, al-Hizana ad-Dawudiyya
in Tetuan; undated. (Cortés Garcia 1995, p. 75).

24) Kunnas al-Ha’ik—Manuscript #146, al-Hizana ad-Dawudiyya in Tetuan. This is a
supplement written out by the late Tetuani historian, Muhammad Dawud, attached
to his copy of the Ambirka edition (see A #1 above), containing the remaining five
nitbat not published by Ambirka.

25-26) Kunnas al-Ha’ik—Manuscripts #147 and 179, al-Hizana ad-Dawudiyya in Tetuan.
Two copies of the same manuscript; undated; #147 contains 20 pages of mugaddima
only; #179 in very deteriorated state. (Cortés Garcia 1995, p; 76).

27) Kunnas al-Jami7T—(“Ri327") Manuscript #1327 at the Bibliotheque Générale, Rabat;
dated 1330/1912.

28) Kunnas al-Jamit —(“Piro”) Manuscript owned by Ahmad Piro of Rabat; dated
1329/1911.

29) Kunnas al-Jami7 —(“Belmalih”) Manuscript owned by Jam‘iyyat Hawat al-Misiqa
al-Andalusiyya in Casablanca, donated to the Museum of Andalusian Music, Casa-
blanca, by al-Hajj Ahmad Belmalih; undated, but said to have been copied in 1902.

30) Kunnas al-Jami7 (a, b)—Two similar partial manuscripts, each containing portions
of Nubat ar-Rasd, deposited at the Museum of Andalusian Music, Casablanca.

31) Muntahibat nubat musigiyya—Manuscript #Dio31 2762 at the Bibliotheque
Générale, Rabat; undated but with mugaddima making reference to being based
upon al-JamiTs collection dated 1303/1886; contains only a selection of sana’‘ from
each nuba, but includes mizan ad-darj and barawil; probably a 20t-century anthology.
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Tables of Correspondences among D144, Wazzani/Valderrama
and the Modern Canon (IM/IJ/MW)

Several details should be kept in mind concerning this data. These tables con-
cern texts only, with no consideration given to settings of particular sana’
other than mizan placement in the later manuscripts and the modern canon
(tab‘and performance order are irrelevant here). All D144 texts that appear in
other versions of Ramal al-Maya are counted, regardless of whether they ap-
pear in Ramal al-Maya or al-Husayn in D144; and calculations are made based
upon this total. In addition, [ have counted as a “text” only clearly related items:
generally speaking, texts of more than one hemistich that fall at the beginning
of a gusn or qufl.

A number of san@’i‘now in Ramal al-Maya bear only a passing resemblance
to earlier texts. For example, the 23rd san‘a in Wazzani and Valderrama, Dahaba
s-sams yasraq (a zajal in tab‘ ingilab ar-ramal) has attached to it a marginal
san‘a that shares two segments with Basit #23 in the modern canon (Garami
mujaddad). The rest of the text, however, is completely different. This does not
suffice for the level of correspondance as defined here, and so this san‘a is not
counted.

A more complicated case is Allah bittu Ahmad, the 19th sana from Quddam
Ramal al-Maya in Wazzani/Valderrama (a tawsih in al-husayn) along with its
marginal counterpart (Ma kanzi wa-timadr), which I have counted as a single
san‘a corresponding with Quddam #7 and Digq #324, despite their differ-
ences. D144, the modern canon, and the marginal text in Wazzani/Valderrama
share the same gusn; D144 has a unique qufl; and the canon shares its matla‘
with the Wazzani/Valderrama main text, and its qufl with the marginal text.
Thus the four texts are related in some way, but represent only one san‘a cor-
respondence as defined here.!

Furthermore, the data summarized here reflect correspondences within the
Ramal al-Maya/al-Husayn complex only. A few sana’i‘ from these two nubat
in D144 reappear later in other nubat, and not in Ramal al-Maya. An example
is the 10th san‘ from Basit Ramal al-Maya in Wazzani/Valderrama, Banafsaju
-layli tadakka wa-fah... (a tawsih in al-husayn), which also appears in D144

1 This san‘a represents a partial inversion to the problem of incorporation discussed above. It
is found in Dig4 in Nubat Ramal al-Maya, and is performed today in tab‘ ramal al-maya, but
Wazzani and Valderrama both indicate it as being performed in al-husayn.
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(Benniina #221, pp. 271-272, Basit al-Husayn). However, this text appears in the
modern canon in Quddam al-Hijaz al-Kabir. Thus, this text counts as a cor-
respondence between D144 and Wazzani/Valderrama, but not between either
of these and the modern canon.

Finally, we need to keep in mind as well that the totals in Wazzani/Valderra-
ma used to calculate correspodences with the al-Jami‘T corpus and the modern
canon include both the main body of these two manuscripts and the sana’i‘ap-
pearing in marginalia.  have done this both for simplicity’s sake and in order to
compare the Kunnas tradition as a whole with the later versions of the textual
tradition. Though they represent additions to the basic text of the Kunnas, the
marginalia nevertheless carry the same asil/ connotations as those found in the
main body of the manuscript text—indeed, many of them have become estab-
lished as part of the repertoire as presented in the modern canon. In any case,
it is now impossible to determine who was responsible for these additions, just
as the authorship of the main text is in doubt, as well.
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