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Abstract

The Courtly Arts of Praise and Insult in Medieviekature
by
Samuel Tifft England
Doctor of Philosophy in Comparative Literature

University of California, Berkeley
Professor Margaret Larkin, Chair

This dissertation compares the poetry of two pltfigures, the Buyid vizier &ahib

Ibn “Abbad (938-95 CE) and King Alfonso X of Castile (1224-8E). | argue that they
produced poems to control elite discourse, managileg of linguistic style and social
decorum. In so doing, they ensured an obedient.cbhis technique is most evident in
their authorship of ribald, slanderous poetry, Whecirported to break down social rules
but in fact shaped and enforced the court’s normadtigic. Ibn°Abbad, writing Classical
Arabic poetry, did not seek to change preexistiotioms of high and low speech; nor did
Alfonso, who codified the Spanish language and tvasnost famous troubadour of
Galician-Portuguese lyric. Instead, they recognibedutility of writing across the
rhetorical spectrum of a courtly poetic traditidbfost of their political forebears and
contemporaries limited themselves to writing suobtfc motifs as panegyric, chaste
love, and friendship. Invective poetry had beersagred an outside force, a pastime of
disgruntled or merely playful poets seeking to ehidd manipulate the patron. |bbbad
and Alfonso made proprietary, authorial claimsdatking invective as well as grand
praise, a combination that allowed them to domimaield-be opponents in the poetic
field. | suggest that this dominance of languagesiates into political advantage, a sign
of protection from opportunistic poets and a po&tithreat to enemies.

Diverging from prior taxonomies of medieval litaxe¢, which station panegyric
and invective as ethical opposites, | argue thaspecific court politics of the Buyid and
Castilian court resist this binary reading. Thstfechapter provides historical and
linguistic accounts of the two empires, then dstdih“Abbad’s and Alfonso’s
interventions therein. Because they took seemioghtradictory positions in their
legislation, administrative prose, official corresplence, rhetoric, and poetry, their work
forecloses certain broad arguments on ethics. @reigch makes way for my
epistemological discussion of poetic form, whicimmects the poetic analysis in chapters
2 and 3. The study then moves into a structuradaucof the poetic utterance. In chapter
4, | show how the social hierarchies invented anpbetic text push insistently outward,
shifting our critical view toward the hierarchytbie court.
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Chapter 1. History, Language, and Heter oglossia

The social and political rules at work in mediepaktry are as imposing as the poetry’s
own rules of meter, rhyme, and style. They are atpeally productive. Critics and
literary historians encounter a two-part challeagen approaching court poetry, the
centerpiece of official artistic culture in the #sand places | will discuss here. That
challenge is to understand both the sociopolifigattion of poetics and the
sociopolitical order embedded in the poetic tedrdue that, to produce rigorous and
convincing answers to both questions, it is neecggsaread the court as a set of
competing literary claims; the politics of a poemegge only in conversation with other
poems and, importantly, other poetic forms. My aesk emerged originally out of an
interest in jocular and especially derisive poelinymedieval Arabic and Iberian
Romance languages, this irreverent literature iétned in discrete periods, so | began
investigating what role it might have played in #nigl politics at those times. It became
clear to me that any such role would be discerrobly in a study of court literature in its
various forms, in particular the more widely-stubgenres of praise and chaste love
poetry, the predominant literary idioms by whick ttourt represented itself. This more
mainstream poetry, whose political qualities adagvledged and analyzed in modern
scholarship, invites a scholarly revisitation, asgl of the sociopolitical vocabulary of
invective poetry, which up to this point has reeeivittle historicist criticism. | argue that
praise and invective are contrapuntal but by noms@aclear opposition, and both serve
to confirm and shape the logic of courtly life. vhore specific contention on invective is
that, precisely because it claims to upset or laangbe social order, it becomes an
extraordinary tool for the political leader who kveohow to use it. Often he will use his
wealth and prestige as patron, soliciting poeisgoe attacks on other individuals in the
court system. But the cases | will discuss in ¢higly seem more compelling yet in a
political sense: the political leader himself authtine attack. It will be a central task of
this study to analyze the poetic move of the powex$serting his power, or insidiously
claiming to be powerless—and thereby availing thedues of the language of
subversion.

Jocular poetry, as self-referential a poetic maglene might find anywhere, talks
a great deal about the rules that do not govermittthen the point of this poetry is that
the reader not take it at its word. The poetic kpeahrugs off the oppressive and
damaging effects of time—the object of more serjppsms’ complaint—free to drink,
sing, leer, and deride his enemies. This concaibafse is part of the joke, but a great
many scholars have written about it as if the poktelf were somehow at a remove
from history. Medieval literary study has begur®d the historicist call in the last three
decades of scholarship, discussing court poetitg ipolitical context and articulating the
patron-poet relation that informs the poetic t&hat is curious is that such lowbrow
forms have remained generally beyond the palestbhcist criticism, even though the
patrons and poets of libertine works are the vegpte receiving scholarly attention for
their serious literature. Such is the case witRahib Ibn “Abbad (326-85 H, 938-95 CE)
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in the late’Abbasid Empire and with Alfonso X of Castile (1284;r. 1252-84 CE), the
two patron/poets on whom this study is focused.

This study argues that medieval scholarship in gé¢rsfould be more attentive
than it has been to the lowbrow, but that is notself a fully-wrought argument. Rather
than valorizing such literature or redeeming infirdismissive scholarship (of which
there is plenty from both Arabists and Romancedagg readers), | will insist that
“high” praise poetry and “low” jocular forms arerfsmof broad, overarching political
conversations. In short, | will argue that politiead social history does not allow the
critic to view these disparate poems as indeperggressions of personality or culture.
| will also treat the dual traditions of medievhg&toric and modern criticism to articulate
how the high/low binary has arisen and gained aecep in two epochs of reading.
Analyzing the poems is also an analysis of the @eategorization, appraisal, and
placement in literary tradition. On Arabic, philgists have tended to identify little
historical import in such genreslaiga’ (invective) andnujgin (libertinism), although
there are notable exceptions to this trend to beudsed subsequently. The major
historicist studies of Arabic poetry examine gerokpgraise, and their vital role in my
argument will become clear. The comparative lackumh studies ohij@’ andmujn
points to a gap in our critical conversation andairse the encouraging sign that we
might benefit by reading literature more broad-neidig and history more closely than
before. It does not seem plausible that poetrytevritor and performed in a politically
organized court could have been politically irr@etvor innocuous. Reading these
poems, one gains an impression of the politicalsawdal hierarchy of which they
appropriate, comment upon, and reinscribe—thisesuns far from subtle. The same is
true in Iberian Romance study, which is increasiragtentive to reading literary texts as
historically salient, but the medieval genres a@éiast are predominantly pious works
and epic. Th€antigas d’escarnho e de mal diZ&ongs of scorn and slander,” hereafter
CEM) receive a small fraction of the attention dah®pay to th€Cantigas de Santa
Maria, despite the fact that the two oeuvres are nédelytical in the number of poems
produced—and profar@antigasas a whole outnumber the sacred three times dhere
seems to be an accepted notion in Romance philal@iythe CSM are more politically
significant than the CEM, but | am unaware of aogarete historical evidence to
support this.

The reason extant studies are circumscribed inataig | would argue, is that we
as medievalists are still in the middle of a desddeag effort to articulate what is a
literary court: | hope that this study will contribute meaningjuib that project, because
it seems to me one of the most substantive andriaomtochallenges to historians and
critics. Because the court is the center of litgmoduction in both of the literary
movements | discuss in this study, it is crucidbipout its internal power dynamics as
well as its relation to the culture around it. Timeited and inexact nature of available
historical data (e.g., what these courts lookee, N¢here they were convened and for
how long, exactly who populated them and when) e&én some ways a hindrance, but it

! For examples of that effort in the past few desadee Algazi and Drory, “L’amour a la cour”; Afirabic
Literary SalonsBumke,Courtly Culture Carriéon GutiérrezConociendpLemaire,Les visionsNaaman,
“Literature and Literary People”; Rodriguez-VelasCastigos and Rowson, “Religion and Politics.”



underscores a structural question that is very nawelilable to the literary scholar. The
task of rendering the court in theoretical termsdgdoubt fundamental to the broader
work of understanding premodern social, legal, amidtic norms; it also very much an
evolving project that seems to me yet in its eathges. The court that is emerging in
contemporary scholarship is less a fixed place #raitea, a moveable venue for
language, social interactions, and political mameesivThe poetic analyses that follow
will rely upon certain secondary sources that nmepcourt theoretically, and at the same
time will insist that much of the historical temas yet uncharted. | will take on some of
the diachronic concerns of describing two partichlatorical courts; but the larger
project is synchronic, and it is there that | htpeffer a substantive contribution.

One of the many benefits of theorizing the couth&t it compels us to revise
certain historical ideas that have thus far helseoondary literature. It is a commonplace
of Arabic philology that IbrfAbbad had a great court, but because his court was
geographically transient and its membership chdrgehow exactly was that court his
own? A patron’s court is his only insofar he iseatd control who is admitted to it, what
kind of speech its invitees use in it, and whonsthpeople address. Past scholarship,
which has tended to rely on fixed notions of a @a# personality and power base in
order to depict a court, marshals specific hisedravidence in ways useful to the current
project; the necessary task we medievalists h&entap in the past four decades is to
guestion the nature of patrons’ relationships &rttespective courts. The specific
guestions | want to ask here destabilize the naifdhe proprietary role to which
scholarship has, generally without reservatiortspated to these patrons. This is more
than a theoretical exercise, because in the casaoy of the poems | will discuss, the
extant analyses cite the strength or peculiaritthefauthor-patron’s personality as the
operative force in the literary text. This glosgpplied most of all to Alfonsineantigas
studies, and it is precisely this court that woglestion most pointedly a biographical
treatment of the individual author. While cleaiete are significant biographical themes
in his lyrics, particularly in the CSM, these poeans products of highly integrated
cooperatives of artists, groups that themselvesatppaccording to linguistic and artistic
conventions. The CSM are understood as a collakereffort by professional
composers, hagiographers, scribes, calligraphedsillastrators; Alfonso’s authorial role
is a major question, which would seem to argueregae readings of explicit
personality some scholars have pursued in thediesti What is unquestionable is his
symbolic importance in the songbook’s constructiad the lyrics’ performance from the
thirteenth century onward. | will focus on the dmaer and function of that symbolism in
both the Arabic and Iberian Romance traditionsalyn it must be noted that the court,

2 Studies that suggest Alfonso’s personality dragechurt’scantigacomposition include Anglésa musica de la
Cantigas de Santa Mari@ee in particular the third volume) and Montoyarihez, “El milagro de Tedfilo.” The
biographical methodology is practiced most insigyein O’Callaghan Alfonso X and th€antigas de Santa Maria.
For such an approach to Ib&bbad, see Mafizullah Kabir, “The Sahib.” All of thes@rks are extremely helpful to
subsequent research, including this study; | s@uoficaution chiefly to privilege the court as toeiopolitical
organizer of poetic production and a key hermegdntunderstanding poetic content. Of course botlrtcand
individual character are ideas require that wetegether what historical materials we have, &atlprocess is as
much about apprehending gaps as it is completpigtare. This study intends to follow the structurajectory and
therefore focus on the court and the languageseis Lalthough elements of biography will at timgere
prominently.



as a social and political space, has rules thaiegeeand transcend the people therein,
including the patron figure presiding over speewnth eultural production. These
structural concerns inform all chapters to folldowt will become most explicit in chapter
4. The task of the current chapter is mainly taveyrthe pertinent cultural and linguistic
conditions at work in the lat&bbasid empire and thirteenth-century Spain.

Insofar as | advocate a particular methodologig, important to recognize that the
choice of method is itself an argument. It is & tase that we can read a work of
medieval poetry to glean reliable or thorough desions of the court. Explicit
diachronic accounts of courts—who attended a pdatiggathering, who sat or stood
where in relation to the person presiding, who séidt to whom—are few, especially in
the literary text proper (for the researcher, adfieonf the Arabic tradition is that a
medieval anthology or chronicle will sometimes ud# such details in anecdotes with
which it frames a poem). But the important pointish to make here is that, even when a
poem does describe the court, or the patron wheesws it, or one of the courtiers
below him, what the text is in fact doing is buildithe court. The court is less an object
that the literature might characterize than it g@duct of the literature itself. So, my
statement as a critic—i.e., that courts are strestand ideas rather than discrete social
groupings or occasions—is functionally the sammgastatement of methodology: the
nature of the texts at hand compels us to readitee as the catalyst, not the secondary
descriptor, of the court.

Theoretical Background

| want to read the literature associated with thiercas an inquiry both into the
court’s workings and into extant relevant criticisgince the mid-twentieth century,
Structuralist and Formalist approaches have domdhiite conversation about medieval
literature, especially on jocular and satirical igsn Pioneering Formalist Viktor
Shklovsky displays a strong affinity with parodityscene, and subversive literature, a
position whose most obvious explanation is thahgienres destabilize linguistic and
narrative conventions—exactly the work of ‘enstramgnt’ he deems crucial to art
(Theory of Proseawiiii-xix, 155, 167). Despite Shklovsky’'s famey, medieval literary
studies he is well overshadowed by his contempoiiihail Bakhtin. Bakhtin seems to
fashion his own variation upon Formalism, maintagna clear interest in literary forms
but using elements of Structural criticism to miapse forms diachronically. In the field
of premodern literary studies, and particularly agnscholars of jocular literature in the
Middle Ages, the conversation about genre is véignoa conversation with Bakhth.
This dissertation is no exception to that rule, foytaim is to respond meaningfully and
critically to his dialogic theory, a move whichhirik is much needed in our field.
Scholars of many premodern canons, including Arahit Romance languages, have
tended to adopt his ideas and language withoutueh scrutiny as a critical reader
would want from secondary literature.

% Scholars disagree as to whether Bakhtin is prggeformalist, but there is little question thatemeerges from
Formalist analytical training.
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The two basic problems | see in Bakhtin’s methogyplare (1) he is more
thorough in terms of linguistics than in terms @ftbry and (2) his generic statements on
prose are more accurate than those on poetry. @rcbants, | hope to offer useful
theoretical responses. First, there is the setiextti point to consider: Bakhtin’s
understanding of genres is a product of readingiSknd Western European literatures,
so his taxonomy needs adjustment when appliedher tdnguage families and specific
languages such as Arabic. And, even when we tulimettan Romance languages, his
models do not always work. As this chapter addeeise Castilian language and its
historical development, we will see a compellingmyple of Bakhtin’s ideas of
monologue and dialogue: a language used for dprmature becomes a national
language, then acquires novelistic techniques@seihs up to the literary possibilities of
heteroglossia. But in the same time and placeryoens counter to some of Bakhtin’'s
key ideas. He ties poetry to epic, asserting thatip language (especially its lyrical
subset) aspires to the authority of epic speBahidgic 13, 296-97); but that theory does
not accurately describe medieval Iberian lyric. eligdence for the contention is not clear
to me; it seems possible that he is unaware oicerfietorical trends from Antiquity
which are, in turn, highly relevant to medieval ters:

For the ancient Greeks and Romans, lyric was ajoatef form and
meantstrophic songit had nothing to do with theme. No ancient paret
theorist would have thought the “lyric I” a necayseomponent of lyric
poetry. The introspective and emoting |, which reasgm from Renaissance
misreadings ohon-lyric ancient poetry (e.g., Roman elegy), was enshrined
by the Romantics and has held sway in critical thever since. But the
Galician-Portugueseantigasare lyric in the strict formal sense, since they
are strophic songs [...] (Rip Cohen, “Poetics” 95:96)

In one respect, it is difficult to imagine Bakhtimell-acquainted with Classical poetry
and rhetori¢ applying an anachronistic version of the lyricosto ancient genres. In
another respect—one which acknowledges the tragsiture of popular theories—it
may not be so far-fetched to see him emerging faeaderly school which reveres
Romantic modes of interpretation. Whatever theipeseasons might be, the
contemporary scholar is clearly constrained wheallieg Bakhtin’s language, faced
with a Galician-Portuguese poetry that is bothadjad (according to Bakhtin’s own
definition of the term) and lyricalAs | hope to demonstrate in this study, it woutd d
serious and unnecessary violence to lyric to trgai@gorize it as monologic. The most
rigorous analysis of the poems is therefore thet masluctive way to work with
Bakhtin: to revise his theories when necessary baimgd) them into conversation with
alternate models of literature and its social fiond.

Investigating literature as a facet of court lifél wequire the synthesis of primary-
source research with social theory. The court reguvhat Erving Goffman calls “a

* Cohen’s use of the term “theorist” to describeaanient scholar of literature seems less than ateur
® An effort to reconcile this problem—taking intocaant T. S. Eliot’s insistence on the individualosin lyric—is
to be found in Jacob BlevinBjalogism and Lyric Self-Fashioning1-21).
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language of relationshipsS{igma3), because any role one might play in it (e.gtrqn,
legislator, counselor, poet, savant, musicianps¢illuminator, host, and visitor) is only
comprehensible as relative to the other positiaid im that court. To map out this
matrix, | rely largely on Pierre Bourdieu for hidieulation of relative social positions
and hierarchical structures. Two of his most batas, emerging gradually into a clear
light as his bibliography evolves in the late twettit century, merit explication here:

(1) The researcher must define a social systerhdyeinsions that constitute it.
Bourdieu’s term is ‘field’ for these tensions inygmarticular group of people
selected by the researcher to study. “Fields medine relationship between social
structure and cultural practice” (Swar@jlture 9). What is important about this
idea for my purposes is not so much the definitibffield’ but rather the
insistence that the social object of study—e.galan, a court, a professional
class, etc.—cannot be assumed to existiori. It exists only if and when a study
articulates its boundaries, character, and thdiposiindividual people take in it.
(2) No one position or stratum in a social system af itself produce substantial,
lasting social norms. Rather, these norms alwasidtréom a kind of cooperative
work, performed between multiple strata, whethematranyone involved is aware
of the process. According to Bourdieu, no singl@@aconomic groupy itself
determines that its members should speak a cevamattend a certain kind of
school, or prefer a certain artist. Nor can a grdigpate rules to another, even
from a position of socioeconomic dominance. Theireaof a social hierarchy, as
Bourdieu conceives of it, is that any one group&thnods of selecting dialects,
schools, and artworks, depend upon the other griouppe hierarchy.
Furthermore, the association between a group aralitural tastes must be
constantly maintained and reinforced by the behasfithe group’s members,
otherwise it will break downistinction 1-2, 24, 41, 88L.anguage45, 51-54).

From this point of view, it is not just preferalidet necessary that the researcher
identify how a given system divides into classes gioups, and what sort of rules they
collaborate in making. To be sure, there are sicamt problems encountered in applying
Bourdieu’s theories to a premodern context: hertmgs his theory of art production and
consumption around such ideas as the bourgedgigaress, mass publication and
purchase of artwork, the artist's appeal for autopoetc., none of which exiper se
before modernity. But several of his theoreticaldng-blocks are broadly
transhistorical at their most basic level. Withtaer qualifications and adjustments, they
can speak to medieval art production: | will adagparticular ideas of capital (economic,
educational, cultural).

Basis for Comparison

At no point in my study will | imply a genetic réian between IbfiAbbad’s
poetry and Alfonso’s. The questions of intertextyand influence between Iberian
Romance and Semitic-language literatures is a aoige, debated with particular fervor

6



in the past century. The fact that Alfonso was aedichted a student 6Abbasid-era
Arabic literature—an era in whose waning yearsiiobad plays an active part—is only
tangentially related to the historical trends whictiscuss in this chapt&That may

seem ironic, because there is no doubt that Alferseagagement with Middle Eastern
literatures is essential to understanding his waeld and intellectual consciousness,
what Francisco Marquez-Villanueva calls “The AlforesCultural Concept”But |

detect in theantigano formal resemblance tébbasid poetry (in fact Alfonso’s
translators seem to have worked with very littleéhaft poetry; Middle Eastern didactic
prose concerned them more). And, although Ibermveane to a strong Arabic and
Hebrew lyrical tradition (which is also a traditiof multilingual poems), theantigawas
primarily a northern-looking poetry, in clear diglee with Provencal lyric. All of this is
to say that my comparison of 1bAbbad and Alfonso is based in literary and social
theory, not in literary form itself. Tempting thdug might be to read into Alfonso’s
poetry evidence of his Eastern-language interdstsnost substantive arguments to that
effect are strictly musicological, and even they eontroversial (Anglé4,a musica
3:36-38; Touma, “Indications” 137-50; Wulstan, “By& 191). Certainly at the level of
poetic content, his Arabic philological interestsrtbt emerge clearly.

What makes IbfiAbbad and Alfonso so rare among medieval literati isimgle
one of their traits taken by itself, but rather domfluence of those traitd. propose that
this is because of the specific linguistic, cultuaad political conditions that obtained in
their respective times and places. We might fingdrmumber of patrons who were also
poets, or Janus-faced authors of pious “high-" @@f@matory “low” literature, or
political officials who produced linguistic and leggraphic texts; but to find those
gualities together is a scholarly challenge. linsg®ery probable that other historical
figures exist who combined these qualities anohdéed they do, | surmise that the basic
cultural factors | describe below will be foundhave obtained, especially the specific
kinds of diglossia in IbfiAbbad’s and Alfonso’s respective empiré$his underscores

® For discussion of Alfonso’s translation schoold #meir work from Middle Eastern sources, see Glinza
Menéndez Pidal, “Cémo trabajaron” 364-80.
" See Marquez-Villanueva’s chapter of that name &rddez-Villanueva and Alberto Vega, edsfonso X of
Castile: The Learned Kingd-or a fuller redaction of that argument, seektisoncepto cultural alfonsi
8 This is not to imply that IbAbbad and Alfonso they are at a similar level in tewhsheir historical importance
or the profundity of their works. There is no dothmt they are major figures in their respectivitures, but
Alfonso stands out in the Spanish canon as fewiddals do in any tradition. He enjoys a legacytesfounder of
an entire national linguistic tradition (Castilias the foundation of modern Spanish), to be distlissbsequently
in this chapter.
° Other than Alfonso, the only royals | have enceued who clearly exhibited all these traits are kivigs of
Portugal, Sancho | (1154-1211) and Dinis (1261-)33&ncho was in fact a pioneer of tantiga The fact that
Dinis was Alfonso’s grandson and both kings comgasea common language and form (the Galician-Rurtse
cantigd attests to the favorable conditions thirteenttd fourteenth-century Iberia offered to the patpoet. Both
Sancho and Dinis, accomplishegintigueiros could claim only a fraction of Alfonso’s poetiegguctivity—Dinis is
thought to have authored 137 and Sancho well feseenpared to Alfonso’s 462-471. (The precise nunaer
poems differs according to paleographic accountifRgrther, Sancho and Dinis certainly did not apptothe range
of poetic voices Alfonso spanned; Alfonso is thé/dgalician-Portuguese author to have versifiedesootifs.
The Provencgal duke and troubadour Guillaume IX (20727 CE) authored graphically libertine songs and
oversaw an active coart, although he did not egifahso in the breadth of his patronage (nor, afrse, in
political rank). The troubadours will come up sulpsently in this chapter, for their relations witlf@knso and
Castilian courts generally.



just how essential sociologic methods of readimgifamy argument is to be useful in
medieval studies. The work of this chapter willtbeharacterize the broad cultural,
linguistic, and political contexts in which bothtgn-poets intervened, with an eye
toward informing the poetic contents that subsetjokapters will treat. In the
concluding chapter of this dissertation, | will lnufrom these findings my comparison of
Ibn “Abbad and Alfonso’s respective courts.

Poet-patrons: historical factors, language developments, education, and poetics

Setting aside for now questions of culture, itleac that the political realities of
Ibn “Abbad’s and Alfonso’s respective empires were near-sjteoThe Buyid regime (of
which lbn°Abbad was a prominent member—more on this subsequeitehgntralized
power in the large and bureaucraébbasid Empire; in Spain, Alfonso set as political
goals to consolidate the recently-expanded emggréathed to him by his father, and to
then expand anew.

Ibn “Abbad in Imperial Context: Decentralization

It is a testament to political strategy that fidibbad, as a provincial administrator
in an empire granting more and more authorityggrovinces, seems to have had so
much smoother a political career than did AlfonBoe Buyid vizier rode a volatile
historical and political wave, but positioned hitfiseich that the wave almost always
broke in his favor. Th&ncyclopaedia of Islarthereafter EI2 or EI3, depending on
edition) places him in “the category of ministersaoyin the service of princes who were
either not suited to or were indifferent to thekeaef administration, were able to acquire
an almost autonomous personal power and to becemrmgotrarily the true masters of the
State” (EI2, “Ibn°Abbad” para. 3). These princes, particularly the brogh&dud al-
Dawla (324-72 H, 936-83 CE; a young It&bbad served him only indirectly), Mu’'ayyid
al-Dawla (date of birth unknown; died 373 H, 984)Cand Fakhr al-Dawla (341-73 H,
952-83 CE), displayed political adeptness perhapsshadowed by their fraternal
power-struggles and intrigues. (Ib&bbad served both Mu’ayyid and Fakhr directly.) It
may seem surprising that secondary sources ofhtmsid life tend to pay them less

In the Middle East, IbhAbbad had among his contemporaries patrons who wengaished poets, such as
Abt Muhammad al-Muhallab(291-352 H, 903-963 CE). Al-Muhallabnjoyedmujin (Abdelwahab Bouhdiba,
Sexuality in Islani30). But YDQ's chapter on al-Muhallatioes not highlighinujin the way IbrfAbbad’s section
does, nor have | found evidence elsewhere thabhgpaosed it at court. For the vizier @bAbd Allah ibn S&dan
(ca. 310-374 H, 922-84 CE) there is ample evidafides taste fomujin in al-Tawhidr's Kitagb al-imtz® wa-I-
mu’'anasa(191-97), but Ibn Sdan is not known to have authored that kind of paetry

In late-medieval Egypt and Syria, the ruling Maks resemble the Buyids in their political takeowér
Arabophone lands followed by their acquisitiontod tanguage and eventual energetic participatiditeirature.
Licentious poetry is popular during their reigntwsuchmujin authors as Shams aibibn Daniyal (646-710 H,
1248-1310 CE)Salah al-Din Khalil al-Safad (696-764 H, 1297-1363 CE), TdeDin atu Bakr al-Badf (ca. 782-
847 H, 1380-1443 CE). But these authors are nobpstand to my knowledge the major Maknpatrons who
author poetry do not produceujin (EAL 2:501-3). Because | am not an expert on Méntiterature, | can make
no definitive comments on trends in its themesauttiorship.
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attention than their political inferior Il5bbad; that fact probably testifies to the vizier's
success at building a legacy of belles-lettres fpasitions of patron and author. The
Buyid princes ofAdud, Mu’ayyid, and Fakhr’s generation were active amunificent
patrons of literature, although historians do neéghem a great deal of credit for their
cultural careers. It is IbfAbbad’s distinction to have been (1) an extraordinaatrgn

and (2) a famous author in his own right. And, tiloit might seem counterintuitive, he
probably benefited from his subordinate positiotht® princes. The brothers were well-
known for infighting after the death of their fatiéu‘izz al-Dawla, and IbfiAbbad

seems to have used to his advantage both his @uanohhis geographic stations on the
eastern edges of the empire.

The Buyid takeover marks a physical contractiothefAbbasid Empire, but also
an ideological expansion. Iraqg at that time (thgiBsirose during the early tenth century
and establish real political dominance around ithe bf Ibn°Abbad’s birth) was the
center of a vast but compromised empire. Much efldind it had conquered in the
previous two centuries remained unt&bbasid control, but that control was loose
throughout Central Asia and in the western gargsairAnatolia. (And Central Asia is
precisely the region from which the Buyids had egedrto dominate the capital
Baghdad.) Thus, we might speak of the empire mpleriod as contracting, or at least
wavering in its geographic dominance—a gradual ggecrather than a dramatic set of
events (KabirBuwayhid Dynastyt-14). The expansion | mention, though, was yetemo
subtle, because it was not tied directly to gedgiapccupation: from the provinces a
ruling regime came to Baghdad, speaking Persigdamihar with—and initially
uninterested in<Abbasid courtly culture. It must have been jarfiogthose
Arabocentric elites to find themselves governedumcultured” (i.e., uneducated in
Arabic) Persians; that jarring experience must hlee been eye-opening in a certain
respect. Whatever this first generation of Buyildrsi lacked irfAbbasid cultural
legitimacy, they were no fools in strategic mattarsd the Old Guard must have sensed
the geographic shift that the coup representedptimees who shared military and
administrative powers in the Buyid system were awtable oscillating between
Baghdad and the provinces, where they stationadrgiand garrison commands.
Baghdad and its caliphal seat lost some adminiggratimacy while maintaining
symbolic import. Before the Buyids started the déxadization process in earnest, they
had already served notice to Baghdad that the pecesgiwould host great courts, with all
the governmental and cultural action those coatdifated.

For these reasons, IbAbbad stood to capitalize on a great legitimizing
opportunity, an opportunity shared—but not necelysseized—by many in this second
generation of Buyid administrators. Their mostlg\pncial origins seem to have been an
asset rather than a liabilitj:at the same time they had the Arabic cultural cetence

19 We might include in IbfiAbbad’s peer group of dignitaries Aill-Fafh ibn al*Amid (337-66 H, 948-77 CE), Ab
Tahir ibn Bagiyya (ca. 308-67 H, 920-77 CE), #Alshaqg Ibrahim ibn Hilal al-Sabi (313-84 H, 925-94 CE), and
Husayn ibn Salan (date of birth unknown; d. 374 H, 974/75 CE) aAlFaty’s family was from the historically
Persian city of Qom—nhe is the son oftbFadl ibn al“Amid (ca. 287-360 H, 900-970 CE), a major figure in 1b
“Abbad’s life, who will figure heavily in this study. tbBagiyya was from a farming family in Ana, about 35
miles (approx. 60 km.) north of Baghddtt(ipse2:285); Ibahim ibn Hilal al-Sabi was from the Northern
Mesopotamian city oflarran (YDQ 2:287), in modern-day Turkey. Ibn‘8an’s geographic origins are unknown
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that remained vital in the minds @bbasid elites—who, in turn, remained vital to the
imperial power structur€. lbn °Abbad represented an outstanding new member of the
cultural elite. The two most famous anthologistsaté-°Abbasid literature, A Mansir
‘Abd al-Malik al-Théalib1 (350-429 H 961-1038 CE) anditit al-Riami (575-626 H,
1179-1229 CE), portray the vizier as a culturalatyo, his court unsurpassed in his age.
Al-Tha“alib1's account is particularly noteworthy for its coction, and perhaps
hyperbole: he asserts that It#bbad’s court outstripped its predecessor§Ahbasid
history, gathering more great minds than even teatgaliphal courts had managed at
the peak of imperial powef.

Despite compelling historical evidence that proiahpolitical life served Ibn
‘Abbad extremely well, he expressed a strong desiretttesn Baghdad. The benefits of
decentralization may be clearer to us from ourtfmssurveying centuries 6Abbasid
history. While the Buyids appear to have been quogmnizant of political strategy as they
spread out power, there is no doubt that Baghdathezl enormous authority in the their
concept of empire and culture (al-Kimal-Baghddi, Ta'rikh Baghdd 1:119).

Therefore, | want to argue on one hand that thefiten “Abbad’s career, political and
cultural, confirmed the advantages provinces em@gburgeoning power centers. On
the other hand, he saw the unique opportunitiepdbtical and cultural primacy that the
capital offered. The Buyids are famous for havingidished the role of the caliph in
political affairs but they understood the importamd the institution of caliph, which
“Abbasid imperial conception tied indelibly to thaghdadi seat of power (Hanne,
Putting the Caliph in His Plac&07-09). Because our view ¥bbasid history
presupposes Ibibbad experience thereof, and because he lived mdssdife at far
remove from Baghdad, | think it important to dekerBaghdad as amaginary, a site of
political and cultural glory in the vizier's mind@his of course requires a distinction made
in our minds, between an ontology of Baghdad and+enmaportant for this study—the
vizier's apprehension of the city. Michael Coope@rsotes a historiography some three
centuries after the Buyid takeover but alreadysrearly stages during I3Abbad’s

time: Baghdad’s “‘center-of-the-world’ thesis ewshen the material prosperity and
political importance of the city had receded” (“Bagd” 100).

The many lacunae in our historical data notwithditagy, there is no doubt that Ibn
“Abbad was uncommonly ambitious—he seems to have takeny epportunity for
advancement that Buyid Iraq offered him—and he npd® that Baghdad was where
his greatest ambitions lay. It is unclear just hmuch time he spent there throughout his

(HAI 398). All of them seem to have capitalizedtbe socio-cultural advancement that their politpeasitions
afforded them, with the pronounced exception of Bagiyya—he seems to have been unconcerned withidAra
eloguence and gathering literary salons. Mediewabants say he bribed his way from royal kitchepesuisor to
vizier; the historian Miskawayh excoriates him atettered Eclipse2:310, 5:333).
1 One such elite is the vizier AiMuhammad al-Muhallaiimentioned above), a member of the Atabbasid
“Old Guard” but who seems to have embraced the Brggime in which he served. Al-Muhalidigures
prominently in IbrfAbbad’s writings (DSIA 227-28; IbfAbbad and Alii I-Tayyib al-Mutanabh Nafz'is al-
makhitat 87-88, 104-6, 243-44).
12 For al-Théalibi, see YDQ 3:225; for ¥jiit, see MU 662-64. Following Arabic secondary sosydeefer to
Yaqut al-Rami as “Yaqut.”
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life; his formative visit ther€ was in 347/958. Because Baghdad was the one place
where a young vizier could do his finishing workaitiab (belles-lettres) and
administrative competency, | think it probable thatresided there for substantial
periods—perhaps even settling there—until the dbtes of his provincial career resume
in 968. If indeed he spent a good portion of thetadie in Baghdad (and assuming that
the experience were to have gone well), then ttatiges some explanation for (1)
interest in basing himself there throughout hissggjient career, and (2) his close asso-
ciation with such Baghdadi luminaries astAdluhammad al-Muhallaib(291-352 H,
903-63 CE) and the al-Munaijjim clan. In his 347/2&®ut in Baghdad, Ibbbad was

at the bottom of his upward trajectory, politicadlgd socially. Even when he had become
a full-fledged vizier, traveling from his own prose to the capital probably means as-
suming a guise of extra humility. In Rayy and Isfathe was the proverbial big fish in a
small pond; Baghdad was thus a big pond, wheredcwdahave been surrounded by
equal and bigger fish. In chapters to come we sed his statements of reverence and
humility while in Baghdad, and how those statememy have served his ambitions.

Arabic, Persian, and Ib\bbad’s Habitus

If Ibn “Abbad’s appetite for Arabic achievement is easy to ustded, his
relationship with Persian is somewhat more compléere is no doubt that he was
bilingual but his major cultural projects were inahic; that is logical given tHébbasid
cultural space in which he operated. The challdagthe Buyids was to demonstrate
excellence in Arabic—this is especially importamt bn“Abbad’s generation, as the
previous Buyid rulers had not always been concewiddmastering Arabic, let alone
developing Arabophone courtly culture. In that enae, Ibn°Abbad was among the
most successful Buyids of any generation. Theabkersian in his court is unclear from
extant sources—on the one hand, he made ample sphisecourt for Persian discourse
and poems? on the other, his poetry condemns the pro-Persiama of the
shufabiyya® It seems that he had ample appreciation for Repsiatry but not as a
canonical part of his own literary career. And tlertated no promotion of Persian
cultural identity at the expense of Arabness—tlasoas for this should become clear in
the course of this study.

13 The prince Mu’ayyid al-Dawla (then AiVlansiir) traveled from Rayy to Baghdad on an officialivie Mu‘izz
al-Dawla, theamir al-umarz (Prince of Princes) and Buyid chief. Mu’ayyid’sgsion was to request Munz's
daughter as his bride. He took with him figdobad, who had been studying underibFadl in Rayy (CHALABL
98).

14 Evidence of IbifAbbad’s Persian knowledge is to be found inMmmadAwfi, Lubab al-albab 255; Edward
Browne,A Literary History of Persid.:463-6, 2:93-94; AW 142-44, 306, 466; and MU 2:68% is especially
remarkable for its report that Il5Abbad used his Persian speaking ability to include comens at his salons,
holding debates in spoken dialects of the langad2-44)—presumably because those commoners cotikdke
part in Classical Arabic discourse. These textsljsgussing IbfiAbbad’s knowledge of Persian, also provide
evidence of his Persian poetic activity.

15 EI2 definesshifibiyyaas “a movement within the early Muslim society ethilenied any privileged position of
the Arabs” (“Al-Shiiiibiyya”). The most important moment fehifizbi thought was the rise of tfidbbasid Empire,
a time of great ethnic diversity in the largest amast powerful Islamic cities. The most vocal pnogots of the
movement tended to be of Persian descent likéAbhad himself, so his poetic condemnation of a pro-iaars
dogma is significant. For a discussion of this ppsee chapter 3.
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Ibn “Abbad maintained his circumspect position on languagkclture—
dogmatic in certain respects but not an extremersedent of one language over the
other—perhaps as a response to the intricate Refsabic relationship among the
Buyids generally. Contrasting the regime to thednisally-overlapping empire in
Central Asia, Joel Kraemer notes,

The Buyid sovereigns, unlike their Samanid courgtesp did not stimulate
the development of Persian letters. It is tellingtf whereas Mirz al-
Dawla was unfamiliar with Arabic, and required aterpreter, his sons
were proficient enough to write in this languagke Becond generation
Buyids assimilated Arabic cultural standards, th@nian sentiments
notwithstanding Klumanism in the Renaissance of Is|a4).

A canny use of his bilingual talents, details ofiethwe will see subsequently, may also
have been one of the 16Abbad’s numerous techniques for political advantages ¢f
great significance that, although he hardly shigdyafrom his Persian identity (i.e., he
used Persian comfortably at court), his writingsndbemphasize that identity; all the
texts | have been able to locate that describedesof Persian were written by others. In
order to promoted himself, he demonstrated his ppwkEreasoning, his literary
erudition, and his literary taste—in other wordsmnpetencies that he hadquired and
acquired in Arabic exclusively.

In a famous quip, IbPAbbad likens Baghdad to his teacher@bFadl ibn al-
°Amid,*® and that comparison might give rise to some veogpctive historical observa-
tions. His words, ‘Baghdad among cities is like Brefessor among men’Baghdidu
min al-bilzdi ka-I-ustidhi min al€ibadi”*), give us an inkling of how he constructed his
ideals of high culture. There is no question thpteexisting idea of th&Abbasid court
and courtly discourse was for the vizier a large pahis cultural formation, but we must
also view this cognitive and self-building procassan active part of the development of
a Buyid cultural regime. The Buyids did not vievethselves as separate from the
narrative of Abbasid political preeminence, and they recognibed narrative as
inextricably tied tdAbbasid artistic culture. This is especially trifdlm ‘Abbad’s
generation, for whom Arabic was a native languaget least the language of their
initiation into public discourse. The idea of a Gegnic culture into which one is raised
and educated raises for us the crucial theoretioahent at which Bourdieu uses, and
recasts, the termmabitus The word, whose roots lie in Latin sciences ani¢tbpophy,
achieves a definition in Bourdieu’s works that seejuite distinct from any previous
use: “durable, transposaldespositions (Outline 72, emphasis original), social forces
whose power derives largely from their lack of éxiphrticulation. In another of his
works,Language and Symbolic Powéne volume’s editor provides a slightly more
explanatory gloss: “a set dfspositionsvhich incline agents to act and react in certain
ways. The dispositions generate practices, peaepand attitudes which are ‘regular’

16 | will refer to him by his first name in order distinguish him from his son, the vizier AbFath ibn al*Amid,
whose association with If&bbad is known as having been a competitive one.
7 SeeYDQ 183.
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without being consciously co-ordinated or goverhgany ‘rule’” (Thompson in
Bourdieu,Languagel2, emphasis original). The absence of a statkef lalows a very
strong adherence to rules that are by definitioriaar, absent the intervention of social
research.

How might we read IbfAbbad’s above axiom, its conspicuous show of
admiration and its undertone of aspiration, inatjale with the sociological claim of
cultural theory? In IbfiAbbad’s writings, Baghdad and Ald-Fadl are the sites of gloried
history, inherently auspicious by virtue of thetatd they speak. They are reference
points of achievement and standards by which thegd@uyid might judge his own
work in court settings. Explicitly and unsubtlyethrepresent both the possibilities
available to him and the pressures he seems tmtake an ambitious vizier and
litterateur. To understand his habitus, | sugdest it is necessary to see how he
constructs ideals such as Baghdad and |ABadl. This is not because either city nor
mentor is ara priori representative of culture, but because of (1sthectural relation
Ibn “Abbad inserts between them in his quip and (2) topahefpraise poetry we will
read subsequently. Geography and exemplary biogrhagtome refrains in the poetic
imaginary, and it will be useful to bear in mine ttoles Baghdad and Al-Fad! will
take as centers around which fiédbad charts a cultural periphery.

To medieval literati writing about Baghdad, keymatmts of the city’s grandeur
and mystique are its fantastic size and its agpgiitmaterial good¥ Histories written
during and shortly aftéAbbasid rule make grand statements about what Batjhd
consumes (goods) and what it produces (arts ancitgg. Probably the most famous
passage about Baghdad’s abundance istga®l ibn Al Ya“qib (ca. 215-78 H, 830-91
CE), better known as al-Yatibr:

e W il 5 edlall s Aualdll Glalil aes (g Leall JE505 [, ] 31l dans s LdY alaay & S35
Lo Lgs aaiald (3 yoala s yaie s cdlaa Lo agl s W) 2l Jal (e Gl gl sl e (5AY) Jal
<l il Ll el Ay clalac YV ol yeill Lgbla 8 5y 3 Lall 8 A 3 Gl

O e piall s 3 odall (e Jany ¢ aie JS L JalSS ia ol puds a1 sl

e il 5 ecill 5 caaall s caind) 5 caighl e leadl Jang 43l (DYl Gl e 5 oDyl Ll
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(Kitab al-buldin 4)

| mention Baghdad first of all because it is tharbhef Iraq [...]. (P)eople
emigrate to it from all countries, both near ang &md everywhere there
are men who have preferred it to their own courtithe peoples of the
world have their own neighborhoods there, thenldrand commercial
centers; that is why there is gathered together Whiat does not exist in
any other city in the world. It stretches out oa tvo banks of those two
large rivers, the Tigris and the Euphrates, anatlet commercial products

18 See alfabar 3:873-74; Y&qubi, Kitab al-Buldin 241, 246, 248, 254; ait, MuSjam al-buldin 1:686.
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and staples flow to it on land and on water. Fag with great ease that
each commercial object is transported endlessiy fEast and West, from
Moslem and non-Moslem regions. Indeed, merchansliseought from
India, Sind, China, Tibet, the land of the Turke Khazars, and the
Abyssinians—from everywhere in short—to such a dedhat it is found

in greater profusion in Baghdad than in its couwfrgrigin. It is procured
so easily and surely that one would think thathadl goods of the earth are
sent there, all the treasures of the world gathtvexk, and all the blessings
of the universes concentrated there (trans. Wiétrailer 8-9).

Certainly, Baghdad continued as the empire’s ecanoanter in the Buyid period,
though noticeably less preeminent than in the presstiwo centuries. To a member of the
cultural elite like IbrfAbbad, even a diminished trade volume subtracted fitden the
value he ascribed to the city. As Michael Coopersates: “Baghdadi scholars were so
numerous and so eminent that reference to thend coutinue to support the ‘center-of-
the-world’ thesis even when the material prospeatiigl political importance of the city
had receded” (“Baghdad” 100). The capital's reamfrdchievements is cumulative; it is
not reset with each generation, century, or evgimre. Thekatib (official secretary)

Hilal al-Sabi (359-448 H, 969-1056 CE) and vizier ®dBhup® al-Rudhawari (437-88 H,
1045-95 CE) report,

The Saib (sic) Ibn ‘Abbad at all times of his life wagathed to Baghdad
and anxious to rule there, and watching for oppuoties for this. When
Sharaf al-daulah died, he [IbAbbad] aspired to realize his ambition, and
believed it was within his reach. He suborned aefarsons to put before
Fakhr al-daulah the glories of the territorieslod¢ and assure him that
they could easily be conquered (trans. Margoliolthipse6:171,
parentheses and brackets add@d).

We might here note the irony that, although iAhbad’s patronage was a major reason
tenth-century writers and artists favored provihc@urts over Baghdadi ones, he would
have preferred to oversee all this cultural actiintthe capital itself—at least according
to the predominant historical narrative of his era.

Abi |-Fadl, a famouskatib, demonstrated to Ib#bbad extraordinary upward
mobility in the Buyid system and how to consolidtite social advantages of that
position. Whereas IbfAbbad’s father and grandfather were both high-leveEhucrats,
Abt I-Fadl is the first in his family line to ascend to avgonment position—nhis
forebears farmed and peddled (EI2, “IbrfAtnid” para. 1). It seems probable that Ibn
°Abbad’s father died ca. 334/948 and that the boy joined Ail-Fadl in Rayy not long
thereafter. That he learned literary arts fromgheeminent epistolary writer of his era

19 Margoliouth’s transliterations vary from those dige this study, although (it is hoped) not at éxgense of
coherence. Also, a historical note: evidence suggdbat, among IbPAbbad’s many ambitions, that of establishing
himself in Baghdad is one of the few he never aqiismed.

% This date is unverified; certain accounts claimt flather and son both died in 995, though thisnseenlikely
(CHALABL 96).
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was a distinction not lost on It5Abbad, who praised his mentor and addressed him with
great deference even after establishing himsedhasdministrator. IbPAbbad’s writings
suggest that the mentorship included poetry, ritgtofficial correspondence, and logical
argumentation.

Just as Baghdad is the place fBbbad associates with tfAbbasids’ great
architectural, scientific, philosophic, theologicahd literary milestones, Ald-Fadl is a
repository of eloquence, acquired knowledge, andigad success. In the language of
Ibn “Abbad’s oeuvre, ‘The Professor’ is a gloriomsmdi/ (praised figure) and an
abstract standard of excellence, as if he wergtadavhich IbnAbbad’s writerly voice
refers when seeking inspiration. This textual treatt is consistent with the language
subsequent writers use to describai Abadl—indeed, they may take cues from lbn
“Abbad’s writings in this regard—but what distinguishhis particular teacher-pupil
relationship is how closely the pupil seems to nhdkeascent on that of his teacher. 1bn
‘Abbad, although he seems to have acquired more lafting than Ab I-Fadl, was in a
certain respect not as accomplished as his meXibarl-Fadl seems to have ascended
further, in that he was born into a lower-classifany aqit reports thafAbbad, the
father, worked ifTalagan as a teacher before acceding to provirigiab and vizier
under Rukn al-Dawla (MU 663). In other words, itiear that IbrfAbbad was born into
an elite position and that his status (perhaps‘alsbad’s death, though this event is not
reliably documented, as noted above) was probalelyrtain reason that Ab-Fadl
invited him to be an understudy.

To sum up these biographical points, the data siggste strongly that lbn
“Abbad privileged Baghdad as the capital of culture,levhe employed sound strategy to
maximize his provincial role. So while his ultimatmbitions lay in Baghdad, he hedged
his bets by maintaining his famous courts in th&e¥a lands, where he could direct
literary currents. The many great thinkers he etti@to the cities where he was posted
(Isfahan, Rayy, and Jan) would in previous centuries have probably setittethe
Fertile Crescent centers of Baghdad, Basra, and.Kiife eastertfAbbasid Empire,
substantial portions of which were Persian-spea&imdjidentified with Persian culture,
provided him a convenient space to establish Hiiga and cultural fame. The region’s
predominantly Sif character was also, no doubt, a great advantadbrf6Abbad as a
writer and patron. As we will see in chapters 2 @nde seems to have enjoyed a certain
bully pulpit, above and beyond the symbolic doma®af the courtly patron, in
versifying theological themes and arguments. Wihiéxe is no way of knowing whether
his peregrinations between cities far east of (tag termal-ir aq denoted the Lower
Mesopotamia in the Middle Ages) truly inform theesigth of his poetic statements, it
will become clear that the theological contenniseparable from places marked and
commemorated in his poetry. His interest in thed&yanch of Stia—there is no
scholarly consensus as to whether he subscribiéfllty—is attested by his prose work
al-Zaydiyyaand his patronage: two of the era’s most promiZayt SH imams
traveled from Baghdad to join his court in RayydEZaydiyya” para. 12§ Of
particular note is that IbtAbbad was Mutazili, and famously so in his era. This Islamic

2L For a consideration of the Zayguestion in IbrfAbbad’s curriculum vitae see Gabriel Reynold#, Muslim
Theologian in a Sectarian Milied8.
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theological movement received caliphal endorseroelyt briefly in“Abbasid history;
that official position’s revocation in 233 H/848 @kght suggest that Mtazilism was
marginal by IbrfAbbad’s time, but in fact the movement was quite strahthat
moment. The Buyids promoted it energetically anchdbappear to have been overly
concerned with the Caliph’s position on the matidirof this is to say that IbfAbbad’s
Mu‘tazilism, although scorned famously and whichfobad himself suggested was
controversial, does not seem to have truly destabilhis political or intellectual
standing® It was in the eastern provinces that he was ltucated, and vested with
authority, and it was there that he assembled th&t famousAbbasid court of his era.
Thus, returning to IbMAbbad’s appeal to Fakhr al-Dawla that they take Baghuamx
might reasonably ask if the failure of that plarswatimately in the vizier's best
interests.

Poetics and Taste in the Buyid Vizierate

We have seen that tenth-century politics offered’Abbad a great legitimizing
opportunity; he also found such an opportunityh@ tontested arena of poetic language
debates. In addition to his roles as patron, geeizographer, and officiddatib, he
intervened in the literary field as a critic of pp@ast and presefitRead in the context
of Ibn“Abbad’s career, many of these prose works seem to ex@ensonal agendas as
well as to promote a particular literary position«efer particularly to IbfiAbbad’s
treatment of Al I-Tayyib al-Mutanab$3* (303-54 H, 915-65 CE) in the treatiseKashf
‘an magwr shir al-mutanabls (‘The Revelation of Faults of al-MutanatsoPoetry’).

What seems of utmost importance to fAibbad, in the poetry he authored and
most of all in his prose, was to affect the predwant literary taste of his era. Just as he
shrewdly navigated political currents in the empinehis work he paid constant and
careful attention to his era’s major literary argnts. That interest is not merely
academic; rather, it is a function of his overaterests in cultural hierarchy. Erez
Naaman, studying IbfAbbad using Bourdieu’s concept of habitus, describesvthier’s
project as the attempt “to makes literary taste the hegemonic in the field” (“Litéuee
and Literary People at the Court of $4hib Ibn “Abbad” 290). Taste, for IbfAbbad and
for a great man§Abbasid contemporaries, was neither a personaydicrasy nor an
inexplicable force that inhabited people but rathé&ey element of socio-political
standing. In IbrfAbbad’s hands, literary taste is dynamic and versatiteindispensable
lever with which to influence the people around hinwill require further analysis to
understand how the vizier’s taste might or mightmdiscernible from that of his

22 For al-Suimt’s derision of IbrfAbbad’s Mu‘tazilism, see MU 2:662—although the poet is idésdiby family
name only, he is most likely I5Abbad’s courtier Alli Husayn al-Sumi. For Ibn°Abbad’s comment on
Mu‘tazilism’s many critics, see YDQ 3:320.

#«Critic” should not be understood here in its modsense of literary critic, but rather as someghilvser to what
a film critic does in a newspaper or magazine.theowords, IbifAbbad does not analyze poetry so much as he
judges certain sections of certain poems good @r lbé important also to keep in mind the overh#torical thrust
of this criticism; medieval prose about poetryidadtic and, explicitly or implicitly, its lessorse about how to
compose good poetry.

% The same is true of the derision aimed at®vhad, most importantly Ab Hayyan al-Tawvhidr’s (310-414 H,
922-1023 CE) ruthless criticism, which will be treg at various points in this study.
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contemporaries, and how the dominant position efigld might have been attained
through literary work.

The late’Abbasid era was a high point of rhetorical prosslpction and therefore
a period full of metapoetics. Among rhetoriciang) binary oppositions became popular
to categorize poetsnarbii’/masni (‘natural’/‘crafted’) andgadm/mukdath
(‘Ancient’/'Modern’). These binaries overlap toade extent, but as Naaman has argued
convincingly,mabi“/masni® are the terms most pertinent to fdbbad’s milieu—and in
fact gadmymukdath do not appear very relevant to the vizier’s litgrdebates (Naaman
80). As did Alai I-Fadl before him, IbrfAbbad valorizesmabii® in the form of Al
‘Ubada al-Buhturi (206-284 H, 821-897 CE), the famdéébasid panegyrist. Late
“Abbasid historiography shows how significant akBuf is in themarbi“/masniz
paradigm, and in turn the significance oftdlbFadl’s and Ibn°Abbad’s repeated
references to al-Biiuri as a model to be imitated. To rhetoricians of drat al-Blturt
representednabii® greatness at the precise moment wimemi;® poetry had begun to
rise. Rhetoricians’ binary categorizationpafets a synecdoche for thearbi/masnii®
styliségic split, is al-Buturi vs. Halib ibn Aws Al Tamnam (ca. 190-231 H, 806-845
CE).

The labelsnabi® andmasni© (the latter term is often translated as ‘artifiot
‘mannerist,’ in addition to the translation givemoae) carry with them weighty
suggestions of a poet’s cultural background. THey presume a certain cultural history
of Arabic in which Arabophones grew increasinglgtdnt from a natural- or intuitive-
sounding language—and therefore turned away fratuhal’ poetry—as they urbanized.
In this formulationmarbii® style is more common among Bedouin (or at leasipB-
trained) poets while thaasnii® is a product of urban culture. Poets themselvesodo
tend to self-identify as one or the othemétbii® andmasniz® para. 3). | agree with
Naaman’s main critical arguments on this topic,clittan be summed up as follows:

« |bn“Abbad and many of his most admired associates profgeseral preference
for poetry which, in the predominant narrativegpoétic style and development,
exemplifiesmanbiz® style (129).

» This preference is not unequivocal. There seenetadbinstances in which Ibn

°Abbad or the poets around him use the temagbi® andmasnii®.?° Instead,

% Qad'm andmuzdath are metapoetic categories—that is to say, progenaon poetry use them but poets do not
describe themselves as such. Also, they are rictlgtemporal. To distill grossly a long and iraie literary
conversation, the general consensus holds th&tribients are poets predating the second to fouatiucies
H/eighth to ninth centuries CE (i.e., the apeXAdfbasid imperial expansion and wealth), while wéraerges from
this period of flux is Modern stylayithin those two centuries, certain poets are labeledefbh@and some Modern.
In Ibn “Abbad’s era a contemporary poet’s work might be caledient if rhetoricians find in his work echoes of
the Ancients, e.g., early Bedouins and Umayyadssetstyle is closely associated with Bedouin imyaged the
tripartite gasida (‘ode’). For descriptions of theabii/masni® nomenclature and the historiographies it engenders
seeEncyclopedia of Arabic Literaturéhereafter EAL), mabii® andmasni® para. 3; and Mansour Ajami,
Neckvein0.
% |bn °Abbad does however mention a closely related wea, (literally ‘nature’ but which we might translats a
‘natural poetic ability’), in the letter of recommaation he writes for his courtier Alv-Hasan al-Nawani (YDQ
4:392).

17



the ‘natural’ style of which a%ahib speaks highly as the model for the
contemporary poet is a perfected hybrid. Easy thgwn spite of being rich
in bad®:?" pure like the ancient Bedouin style without usimghaic and
uncouth expression; fluent but devoid of the weatessive facility of
‘modern’ urban poetry and hence preserving thelgglof the Bedouin
style. This remarkable statement outlines an ideatic style, which may
be hardly materialized in practice, but yet oneratited at by a$ahib and
others. This was probably the ‘natural’ style shdahim as a model by
his admired master Abl-Fadl Ibn al“Amid [...] (Naaman 200).

Now that | have shown that I5Abbad’s taste is (1) a synthesis of literary
currents, (2) an inheritance he claims fromiAd-adl, and (3) an instrumental part of his
cultural authority, the question arises of how kedihis taste to influence those around
him. This is in fact the central question in Naamatudy (and by now my debt to that
work is obvious), which concludes that “as the sewf power akahib took advantage
of his privileges to makhis literary taste the hegemonic in the field, and ngeeerally
his vision of the court and the courtier the one ireetff Those unwilling to adapt to the
courtly habitus that to a high degree took its ghfapm the aggregate of the vizier's
cultural preferences, had no place at court” (29@phasis original). | want to branch out
from Naaman’s theoretical language in one impontaayt and in so doing open the
opportunity for my comparative, diachronic argument

Rather than “the source of power” | would call f8dbbad the conduit, who
enjoyed little to no autonomy as a power synfBdlhe contingent nature of his
bureaucratic position—as opposed to that of asutgrince, who has a genealogical
claim to power—was probably a key factor in histhanbition, motivating him to
organize the most famous Buyid court. True, heifédl his secretarial profession as his
father’s legacy, but he inherited no real guaranfdes mandate; as vizier he worked at
the pleasure of his prince, who could have demotgalinished him at any time. It is thus
unsurprising that in his writing he cites #bFadl constantly and cites his father almost
never—it is his training that justified his viziéeanot his family line. What makes lbn
“Abbad so vivid an illustration of dynamic, fluid, termaoy power is this professional
distinction he maintained and his techniques fanaestrating it at court.

On the matter of IbPAbbad’s taste | would also like to expand on Naaman’s
language. | see nothing inaccurate about mentiocamupjitalicizing his taste” but, in
Naaman’s study, that high-poetic taste is esséntal elaboration upon that of Al
Fadl. | have established just how predominant a roie’Abbad assigns to his mentor in
demarcating the habitus. Like political authorityjtural authority is not something Ibn
‘Abbad created for himself but rather derived from leadeeachers, and (perhaps to a
lesser degree) institutions such as the Buyid regind the vizierate in the abstract. |

2" Bad® is stylistic term often translated as ‘manneris#abic rhetoricians tend to associdiad® with the
archetypamuzdath (‘modern’ poet—see footnote above), a categowyhih Naaman also refers in this quotation.
% As | have posited, IbfAbbad used his provincial administrative role to maxienhis autonomgs a functionary

of the regime-this is a separate matter from autonomy in theenadastract world of symbolic power. His day-to-
day exercises of power, those often-banal admatistr actions only rarely mentioned in the chrogsglare where
he was most autonomous.
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would therefore say that, in the realm of bellagds, Ibn°Abbad’s taste was scarcely
his own at all.

Where the vizier seems to have staked out his @enmaty corner and to
distinguish himself boldly in terms of taste istle aggressive and transgressive poetry
he composed and sponsorhija’ andmujin. This poetry enjoyed popularity from the
Umayyad era through tifAbbasid er&’ perhaps most of all during the latter part, in
which Ibn°Abbad lived. However, its role in the court and itsat@nship with the
highest-prestige poetic genres was volatile. Amidteyateurs of that period there is no
consensus on these genres’ merits, in contraBetddminant poetic modes of praise and
elegy. The major arbiters &bbasid literature—i.e., patrons, writers of proseg
anthologists—vary greatly in their appraisaldo&’ andmujin. Their treatments range
from valorization to apology to dismissal to conareion® and | know of no evidence
that, in Ibn°Abbad’s time, the positive responses dominated thetivegaven though
both literary registers were alive and wdllujizn production in particular seems to have
been at a historic peak, although medieval rhetwfars less direct commentary on
mujzn than onhija@’. There is no way of knowing All-Fadl's stance orhija’ andmujn,
their absence in higatmat al-dahr(hereafter YDQ) section suggests that he did not
write works in that vein, or at least not muchtoBiut we cannot be sure of what
survived in textual form, nor what editing al-ThlibT may have performed in the
anthologization process. Finally, this lack of weeent poetry authored by Aly-Fadl of
course does not tell us whether he liked it or Hwt°Abbad himself does not cite his
mentor vis-a-vidija’ or mujn. In other words, he relies on mandates probalpgrste
from his educational habitus to justify his invaivent in these controversial poetic
forms. The danger of such involvement manifes#skhlzq al-wazrayn (hereafter AW):
al-Tawhidr's relentless critique of IbtAbbad, his morals, and his literary sensibilities.

As we will see in chapter Bjja’ is a poetic mode essential to i#&bbad’s career
and to his management of the court. One of thelenabin understanding the role of
hij@’ in “Abbasid poetics overall is that it is not altogetblear how the major literati
station it in the territory of taste. The idealoé invective poem is not one of the central
concerns of medieval Arabic rhetoric but it ariseseveral key texts: Qdcha ibn
Jdfar's Naqd al-shir (44, 114); Ali “Al1 ibn Rashg al-Qayravint’s Al-“Umda(2:174-
76), and Najm al-in ibn al-Athr’'s Jawhar al-kanZ310). In addition to the perspectives
they give on how literature was read in the lagesars of the Classical tradition, these
texts reveal some of the accretive and dialectbrijues that Arab rhetoricians
practiced. Ibn Rash bases hikija’ remarks on those of Qawha. Ibn al-Athr, in turn,
draws from Ibn al-Rash. All three are equanimous on the subjedtipf , demarcating

29 The most famous fulljija’ poems in Classical Arabic literature are thos&miayyads: “Al-Akhal” Ghiyath ibn
Ghawth ibn alSalt (ca. 20-92 H, 640-710 CE), “Al-Farazdaq” Taammibn Ghalib (ca. 21-112 H, 641-730 CE),
and Jair ibn “Atiyya ibn Badr (32-113 H, 653-732 CE). The poeti@hiy between the latter two is particularly well
known. Bashsir ibn Burd (ca. 95-167 H, 714-784 CE) andisan Al Nuwas (ca. 129-200 H, 747-815 CE) are
the two most famous poets who wrateijin in the®Abbasid age, the latter most famous of all. Bashisagan his
life and career under the Umayyad regime and, athahe Umayyads are more famous for praise aie sahn

for mujin, there is a quite plausible argument to be madethiey played a major role in craftingujin’'s early
thematics, especially in the satirists’ sometimasy personal attacks. The medieval scholar Abal al-*Askai
gga. 338-400 H, 950-1010 CE) suggests a close igagrauping betweehija’ andmujin (Diwan al-mdani 1:211).
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space in the canon for invective but cautioningtpt@ be judicious in their choice of
targets and words. Ibn al-Athdistinguishes himself in that, among these three
rhetoricians, he cautions most strongly againsioViin hija’.

For the purposes of this study, the most impor@assical Arabic reader, other
than Ibn°Abbad himself, is probably al-THalib1, who anthologized and commented
upon much of the poetry we will read. It seemsdabthat he would appreciate both
mujizn andhija’ poetics, given how much of them he accommodatéssianthology, and
his high praise (YDQ 3:35-36) of AltfAbd Allah ibn alHajjaj (330-91 H, 941-1001
CE), whosenujin is as brazen and scandalous as any in Arabiatitex. Al-ThéalibT's
nomenclature and selection of poems also remiraf thkee major overlap betweenujin
andhija’, such that they are more accurately grouped tegdilan separately, especially
in the“Abbasid canon. And, al-ThaibT's anthologizing work seems to argue another
important formal point: althoughija’ as a writerly tradition recalls the tribal and dbu
exchanges between two slanderers, the invectivenisaeheeky attack presupposes the
lack of consequences that the very namgin denotes (on which see chapter 3).

Al-Tawhidi seems to take two quite different positions onrtiadgter of lowbrow
poetry, writing with evident enthusiasm about tieer Ibn S&dan’s ‘mujin night’: he
quotes Ibn Salan saying, ‘Come, so that we might make this nidrgurs mujin-ish!”
(Al-imtz® wa-I-muznasal91). But al-Tawidi, in a clearly personal attack, faults Ibn
“Abbad both for nasty habits and for favorinmijzn (AW 139-51); in fact he criticizes
Ibn “Abbad on these moral and literary-taste grounds througAW. In so doing, al-
Tawhidi suggests that nasty habits and a tastenfgin are closely related. This also
alerts us to the inconsistency of al-Tadr's position onmujzn. Al-Raghib al-kfahani,
probably the most famous rhetorician to devote tsuibsl text tomujin as a poetic
guestion, shares with al-Tawdi the tendency to address libertine behavior apdalitire
together. He however refrains from judgimgijizn as inherently good or bad. His chief
concern is to presemujin as a category of poetic topoi with which his btier audience
should be familiarNMukadarat al-udah?’ 264-304). For an unambiguous condemnation
of bothmujzn andhija’, see Aln Muhammad ibrHazm,Rasi'il 66 (although it cannot
be assumed that this work is representativébbasid arguments, as its Andalusi
provenance suggests that it would have been peapteemedieval Eastern scholars).

Following Bourdieu’s argument that the same teaesgof accumulation,
maintenance, and exchange apply to both symbotiavaaterial capital@utline 177-83),
| would characterize IbfAbbad’s demonstrations of taste as investments to bdrisf
social status. Just as his deliberate echoes ofi&bdl's tastes were conservative
investments, IbPAbbad’s career irhija@ andmujin invited some risk. It is highly
probable that he enjoyed these forms of poetryha@sally, but all questions of his taste
lead us to questions of social and political stagdit will be my argument that he taps
into great potentialities in this transgressive kvedbrow literature, using it as an
instrument of control at the same time as he etgits entertainment value.

In the case offija’, the social efficacy of the genre is obvious: ¢hisra long
history of poets using invective poetry to (1) ighce patrons afraid to become its object
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and (2) intimidate rival poef8.In certain accounts, poets have had to flee counds
even cities, lest their good names be ruined imstaged attack. Importantly, there are
no rhetorical mandates condemning or dampehijag) on the grounds that its author is
too powerful in society—in other words, there aoerules to ensure a fair fight. This of
course is to IbfAbbad’s advantage in all cases except that of tradisglts with a

prince or a caliph, and there is no evidence ofhsuconflict. It is therefore not difficult
to imagine the power wielded byhga’ poet who is also a vizier, a prominent scholar of
Arabic, and the organizer of the most importargliattual court of his generation. If his
invectives are not always in good taste—and, aggiad taste is a crucial part of his
sociopolitical standing—then we might assume tlaat faste is a price he is willing to
pay in exchange for a powerful poetic weapon.

Mujin’s sociopolitical value lies in its entertainmematwe, i.e., the very quality
that would seem to make it innocuous. As | willadpelow, it is anything but innocuous
in Ibn “Abbad’s politically dynamic milieu. The avowedly disieguous quality of the
poetry gives thengjin (libertine; grammatically, the active participleroujin’s verbal
root) speaker a reliable escape route should haklea to task for his verses. Addressing
wine, one of the most popular conceitsnajin, Andras Hamori points out: “The
Muslim writer who set about praising the joys afadol had a ready excuse: the Prophet
himself declared that poets say one thing and dthan The widespread doctrine that
poetry has nothing to do with reality was tailofedthe irreverent” ©On the Art of
Medieval Arabic Literaturé?2). Ibn“Abbad’s society observes varying levels of
acceptability and exculpability of the other beloasidepicted imujzn—fornication,
pederasty, scatology, and jokes at the expenseaX self and others—but Hamori’s
point holds true for all of them.

In the economic terminology | have been using ®cdbe IbrfAbbad’s cultural
maneuversmuijin is a form of conspicuous consumption—its literafinition suggests
carelessness and profligacy. Whenniagin speaker celebrates his indiscretions in verse,
he is affirming that one of his rarefied class samehow get away with them. So, even
though the content ohujin is much like the European carnivalesque—the p@etisona
playing the fool, fornicating, making a mess of &jgpearance—the idea of class reversal
popularized by Bakhtin does not apply to the gesraicely as it does to premodern
European literature. In marfixbbasid examples, and certainly in fi#bbad’s case,
mujzn indeed has subversive functions, but here thefirang in the hands of the
powerful. Recalling Naaman’s above-cited statenosentbnAbbad’s regulation of taste
at court, we will see the potentialmmujzn to lendhija’ a mien of exculpability, and
therefore a false sense of harmlessness. Therefbesy we encounter the vizier's bawdy
poems under the corporate headingnafijizn andhija’’ (YDQ 3:314), we gain a sense
that these terms do more than complement each, @theéindeed do more than overlap.
That the invective work can take recourse to ite gwpposed lightness allows it to speak
a language of very heavy-handed power.

311t is not totally clear just how dangerohigz’ can be. Ibn Rast) details certain Arab tribes laid low hija’,
when the charges leveled were traE°UmdaZ2:182). In the top-down political space of Umayyati°Abbasid
caliphates, individual rulers and administratorglgamete out public punishments fuij@’ poets, although Islamic
law allows 80 lashes for falsely accusing somedrferaication (Geert Van Geldefhe Bad and the Uglgl, 129),
which is one of the favorite expressionsiji’ .
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Poetic Lanquage and Alfonso’s Habitus

| want to emphasize the cultural factarsund Alfonso during his education and
ascension for two reasons: (1) they are key td#sec sociological picture | am trying to
draw and (2) there is very little specific infornaoat on Alfonso’s education. He began
training in Burgos, Castile, under the noblemancizaFernandez de Villamayor and his
Galician wife, Dofla Mayor Arias. (It is a royal ¢os, common at the time, that
surrogates rear young princes at a remove frorkittgglom’s main cities.) They had
extensive land holdings in Galicia and it seemsljikhat they would have brought him
to visit that area in his years under their caltbpagh specific Galician itineraries are not
specified in Alfonsine texts. He thanks the twcoctesrs for their care and training in
towns in the region of Burgos (Ballesteros Barétthn detalle” 409-11). In addition to
Castilian and Galician-Portuguese, it seems vespatle that he would have learned
Latin in childhood, as Spanish royal traditionstaie that the crown prince should be
prepared to communicate—orally, at least—in théndride language of administration
(Rodriguez de la Penfia, “Los reyes” 33). Which otheguages he knew, and the extent
to which he might have known them, is unknown. Segi®lars have conjectured that
he learned Arabic (Dodds et al. 221) but | am awédureo clear evidence for that. What is
clear is that Arabic texts and Arabophone transsatorculated through his court and that
he supported Arabic education along with Latinismikingdom (Beltran de Heredia,
Bulario 1:43, 1:197; Sanchez Herrero, “Centros” 375-76).

In the thirteenth century, to be an Iberian trouadneant to compose lyric in
Galician-Portuguese. Medieval sources state tleatrdubadour title was among the
highest artistic distinctions, if not the highesty one; it also plays an essential role in
modern methods of understanding the court struchiseorically and theoretically
(Rodriguez Velascdastigos42-44). When “Alfonso” as lyric speaker stateshia
prologue of the CSM that he wishes to be Mary’sitadour (CSM “Prologo B,”
Mettmann ed. 55), it is a given that no languageepkfor the one in which he is
speaking is serviceable for the realization of thigh; the only other language of
troubadourism was Provencal, which was appreciatéd court but not adopted as a
language of poetic compositiéh.

To describe Alfonso’s acceptationadntigapatronage and authorship, | use the
terms genotypical and phenotypical. | intend neitheall its empirical-sciences
designations, strictly speakifigjMy use for them is simple and abstract: tastevased
and passed between generations (genotypical) atedda demonstrated in courtly
activities (phenotypical). These terms also undeesa key difference between lbn
“Abbad’s cultural story and Alfonso’s. Simply becausewss king, Alfonso owed his
legitimacy more to his genealogy than to his compet, no matter how his

32 Catalan poets wrote lyric works in Provencal Ihig tlid not characterize Iberia generally, andGagalans
eventually developed a lyric tradition in theirimatlanguage (Martin de Riquejstoria 1:21-22).

¥ The Oxford English Dictionarygives the following definitions for the two ternmmting with both their roots in
the field of biology: forgenotype*“[T]he genetic constitution of an organism”; fenenotype“The sum total of the
observable characteristics of an individual, regdrds the consequence of the interaction of theichdhl's
genotype with the environment; a variety of an aigia distinguished by observable characteristittserahan
underlying genetic features.”
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contemporaries might have judged (or how we aslachamight judge) his competence.
Ibn “Abbad is a subject in whom a prince has vested authedtretractable authority,
for which the vizier must continually prove his coetence.

It is crucial to see Alfonso’s affinity for theantigaas a cultural and theological
dogma that he inherited—actively and cognizantisiolvn agency—from his forebears.
He takes every possible opportunity to draw orfdtiser's memory as the main source of
Castilian-Leonese legitimac¥fimera cronica genera:772-73 [chapter 1132] and
CSM 221, 292, 345). Fernando is well-known &suatigapatron; that and his political
legacy both inform Alfonso’s genotype (Bragaancioneiroxxxvi-xxxviii; Ferreira,O
som119; Snow in Akehurst and Davis ed. 274). It exétfiore unsurprising that Alfonso’s
cantigacareer—in the lyric texts themselves and in hig wladescribing himself as
troubadour—is freighted with political meaningstthe Setenarig a didactic work on
king-vassal relation¥' Alfonso describes his father “pagandose de omaetadores e
sabiéndolo él ffazer; et otrosi pagandose de om@esrte que ssabian bien de trobar e
cantar, e de joglares que sopiessen bien tocamesstitos; ca desto se pagaua él mucho e
entendia quién lo ffazian bien o quién non” (¥3Jhus we might see the king’s position
as a studied form of taste, i.e., an earned paoditiaistinguish the best lyrics, i.e.,
phenotypical. But because Alfonso’s link to hidhatis so critical to his status as king—
and because Alfonso is the implied speaker irSitenario the narrator of sorts—
Alfonso claims it as part of his own accumulatetiural wealth. So it is also
genotypical. Th&etenariomakes clear that musico-poetic taste is (1) vanghra
distinction of the highest classes and (2) somgtthat Alfonso, in claiming for himself,
attributes to his own father.

If Alfonso indeed learned to enjoy, discern, andgg@icantigasas a young student,
that educational experience is inseparable fronmthterial inheritance he claims when
his father dies and he succeeds the throne. Téigptine, a form of taste that Alfonso
proclaims in writing here and demonstrates at ¢ogptoup with what Bourdieu calls
‘legitimate manners’ which

owe their value to the fact that they manifestrdrest conditions of
acquisition, that is, a social power over time vhgtacitly recognized as
the supreme excellence: to possess things frompasie i.e., accumulated,
crystallized history, aristocratic names and tjt[es] paintings and
collections, vintage wines and antique furnitusetoi master time, through
all those things whose common feature is that dagyonly be acquired in
the course of time, by means of time, against timeg, is, by inheritance or
through dispositions [...] only acquired with timedaapplied by those who
can take their time’Qistinction 71-72).

3 TheSetenarids part of the Alfonsine canon, although it is ratirely agreed-upon whether Fernando initiated it
and left for his son to finish or if Alfonso’s cdyroduced it and applied Fernando’s posthumousiimgiur (see
Craddock, El Setenario Ultima [sic] e inconclusa reundicién alfonsinaldgrimera Partida”).

% [Fernando II1] used to appreciate singing men hadnew the craft, and he also used to apprectatgiers who
knew well [how to perform] lyric poetry and singirand [he appreciated] minstrels who knew how &y pl
instruments well; thus, he appreciated this [musécy much and knew who did it well and who did’not
(translation mine).
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The pages in which Bourdieu asserts this claim ietda brief discussion of kings, how
they acquire and pass on competencies along wathliklongings, as if Bourdieu felt the
need for a premodern referent amidst a book destidat modern social ideas. For royals,
perhaps even more than the bourgeoisie with whecis 8o centrally concerned, the
burden of their social standing is a political lemdA twentieth-century European
professor or banker or restaurateur (i.e., theskofdvhite-collar Frenchmen who make
up much of Bourdieu’s survey sample) whose artiststes do not fit his/her class is
simply an unsuccessful social agent accordingdaules defining that class; the
consequences might include a certain social st@midamissed opportunities for
advancement professionally, but not a completefriath that person’s position. A
medieval king with the same discordance may be bgdms court as a dilettante and
thus compromise his royal mandate. Power, insafqgeaple associate it with one
person, seems to require a certain legerdemainabra@tment to make it adhere. The
laws iterated in Alfonso’tas siete partidasay as much, albeit from multiple points
around the subject of the king’s appearance andwehat court.

Vestiduras facen mucho conoscer & los homes pdesi6lpor viles, et por
ende los sabios antigos establecieron que los vegtesen pafos de seda
con oro et con piedras preciosas, porque los htvegrudiesen conoscer
luego que los viesen & menos de preguntar por (Ellrsida 2.5.5):

Dress has much to do with causing men to be rezedreither as noble, or
servile. The ancient sages established the rutekiihgs should wear
garments of silk, adorned with gold and jewelynder that men might
know them as soon as they saw them, without imygiior them [...]
(trans. Samuel Parsons Scott 2:288).

Costumbres et maneras debe haber el rey muy bumnasmguer fuese
apuesto en su contenente et en sus vestiduras,@s$tumbres et las
maneras non fuesen buenas, vernie grant desacardarsus fechos, por
gue menguarie mucho en su nobleza et en su ap¢2ttré):

A king should have very good habits and manners.dhough he may be
well-bred in his demeanor and his dress, if histeand manners are not
good, he will display much incongruity in his acts for the reason that he
will be greatly deficient in nobility and elegand&’ans. Scott 2:289).

These prescriptions are for kings generally angeipetuity, not just for Alfonso himself,
and this is crucial for two reasons. First, Betidasare explicitly interested in their own
durability in Spanish royal administration. Secohohust be borne in mind that
inheritance and the generational transfer of tbhearare not only essential to
monarchies, but also indicative of the intra-faatitransactions essential to Bourdieu’s
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theory of taste. For him, the social class of of@sily can and often does overshadow
other determinants of taste, such as formal edutathonetary wealth, and profession
(Distinction63-65).

In the logic of the legal code, the king's appeaeamerges with his practices; his
clothing becomes part of his comportment, andébistingent upon him to animate his
visual features in such a way that they achievenbay with his movements and speech.
Further, he must wear his dress in such a wayjttigatlearly outside that which his
subjects might acquire—or evamuire about. Properly turned out, he makes his
vestments tools of control.

The samdPartida from which we have read also sanctions readirsj18), music
appreciation (2.5.21), hunting (2.5.20), and gaafestrategy (2.5.21): any of these
activities may be for self-edification or diversjdroth of which are acceptable motives.
The criteria are ability and moderation, themewlach we will return in reading court
poetry.

[E]l rey que non sopiese destas cosas bien ugamsgque desuso deximos,
sin el pecado et la malestancia quel ende veraigiissele hie aun dello
otro grant dafio que envilecerie su fecho, dexaaslcdsas mayores por las
viles (2:41):

a (sic) king who does not know how to practice ¢hibsngs skilfully, as we
stated above, in addition to the sin and impropraétwhich he will be
guilty on this account, will also suffer great injuwhich will degrade his
actions, on account of his abandoning great and tjuags for those who
are vile (trans. Scott 2:297).

As the text returns to how the king might best espnt himself so as to be distinct from
other people—the kind of work with which the ficstation, on clothing, begins—the
echoes of Bourdieu are of course very strong. Behdrom the limited historical
perspective of medieval court life, it become clibat the maintenance and exercise of
royal power depends on a relational notion of iharts members. In dress, physical
behavior, and speech (content and sound), thedffirghs constantly a difference
between his way and the ways of others, whethesgmts, merchants, soldiers, or nobles
of the highest order. In his cultural projects gixerts control over himself most of all,
lest he cede mastery of his mind and let the gansertg overpower him. So, while the
Partidasemphasizeonsistencyn one hand—demeanor and dress lose their signde
if habits and manners are not of a certain qualitye-end goal in all these instructions is
to manage and mark difference.

| hope to have demonstrated that Alfonso, for @lifar-reaching vision of
language and culture, was less a revolutionary éimaastute subscriber to cultural trends
already in motion. Just as he accelerated defynftather than initiating) the move to
Castilian underway since Fernando’s reign, thusecgimg the process, Alfonso adopted
(and adapted, rather than overturning) the prengbioetic tradition in Galician-
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Portuguese. This musical and literary project nmastiewed against the backdrop of the
Castilian ascendancy in Spain for several reasdmsf among them that Castilian would
replace Galician-Portuguese as the main poetiukzyg nearly a century after Alfonso’s
death in 1284° To him, the efficacy of Galician-Portuguese liests dynamic
relationship with the languages around it, partidyl Castilian and Occitan (the latter of
these two will come to the fore subsequently is gtudy).

Alfonso’s main innovation in lyric, the CSM, is aeasure of his exertions to
shape the Galician-Portuguese poetic language sadsuunique poetic cachet for his
own purposes. Again, tleantigaup to that point was areligious; if Alfonso hadchadel
the only plausible model seems to have been Praleeligious lyric, but | am aware of
no evidence that Alfonso was exposed to such wBrkslberia, some thirty years before
the CSM, Gonzalo de Berceo (ca. 1190-1264) embaskeicomparable project, albeit
much broader in hagiographic scope. Bercédilagros de Santa MariandLoores de
Nuestra Sefiordike the CSM, drew much of their content fromatLatin accounts of
Marian miracles. In other words, these religiousotbok on a Castilian character (more
precisely, Riojan, which is Berceo’s dialect, clgselated to Castilian) a few decades
before Alfonso gave them a Galician-PortuguesearSic

The project of refashioning tlwantigainto sacred lyric makes clear that Alfonso
sought to outdo his father not in poetic taste rfeado represents the apex of taste in the
Setenari@ but rather in poetic role. Alfonso, a poet-kiogain extent unrivaled by his
forebears, reshaped the Galician-Portuguese waditiamatically. The CSM make up a
remarkable subset of tlwantiga their entirely devotional content rendering them
autonomous, at a certain level, from other Galiftantuguese lyrics. As a textual corpus
they are just as authoritative as Alfonso’s govental works in Castilian—although, as
| will detail later, he derives that authority fragifferent sources in the respective
corpora.

In that Alfonso fashioned an identity as a lyriepwith a quasi-divine mandate,
he created for himself a privileged space as rligipoet—a space not enjoyed by poets
or patrons theretofore, including Fernando. By imivey the CSM sub-genre, Alfonso
ensured that he would share the role of sacredvptieho other author in the Galician-
Portuguese canon. In this way, it is not just aipamice he derived from this language

% As Galicia represented Iberia’s lyrical homeland €astilian was rising so conspicuously in officialture, it
hardly seems coincidental that “the Galician-Partgg tradition modulated into a Galician-Castiliait school in
the fourteenth and fifteenth centuries” (Paden,rt@blogy” 196-97). In Portugal very much the samacpss
seems to have occurred when Portuguese of a southaracter (as opposed to that spoken in Galilcssgminated
from the royal scriptorium: “na primeira metades#ulo XIVse acentua o proceso de nacionalizacion lingliatica
despeito do componente galega—xa encarreiradoauboggrecedente”; ‘in the first half of the fountdle century
the process of linguistic nationalization distirghes itself, at the expense of the Galician compieréa process)
already underway in the preceding century’ (TavAmppesia liricab2; translation mine).
370n this religious trend in Provencal poetry, seiédin, Medieval Latin and Romance Lyr29-30.
% There is no fully satisfactory answer—other thambanal observation that the kingdom WAS rich with
multilingual cultural ferment—as to why these semgly contradictory trends happen in the same cgnAlfonso
may not have known of Gonzalo de Berceo (BerGadlected Worksvi). The textual record suggests that Berceo
was among the very first poets in Castilian; he m@swell-known until being anthologized in the leigenth
century.
3 The lyric speaker says ‘I wish from this day forhbe Her troubadour, and | pray that She willehane/for Her
troubadour [...] CSMPrologue B).
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but also some of his most important claims to sperathe sacred. It is debatable whether
one can talk of Alfonso having one coherent poatice, because of the extreme contrast
between his sacred and profane works.

Thecantigas and the CSM illuminated manuscripts depictingoAlo at the
center of a harmonious and productive court arepafse, propaganda in many respects,
but their very existence and their propagandistshgive us a sense of how important
court life was to Alfonso’s self-styled reputatidthatever problems the king had with
his nobles, and the residents of his cities anahtrgside, he seems to have enjoyed great
success overseeing his intellectual and artistictcd here, scribes, savants and
musicians collaborated with the king to producepnise (legal, administrative, didactic,
etc?®) and lyric poetry. Extant texts suggest that GaficPortuguese lyric reached its
apex of production in the thirteenth century—we @eagatistical peak in activity even if
we do not count Alfonso’s contributions, which trestves far outnumber any other
poet’s. Despite the inherent problems of relyingmuthe textual record’ the data at
hand suggest quite clearly that Alfonso was ahiktrical center-moment of the
tradition. A century before his reign, his royatdbears in Castile (including Fernando
[l1), Leon, and Navarre set precedents for welcapinovencal troubadours into Spanish
courts—a practice that intensified in the earlytd@nth century as those troubadours
faced political and military aggression from théijensian Crusade (Carlos Alvar in
Izquierdo Benito and S4enz-Badillos ed. 333-34jordo continued with great vigor this
practice of opening his court to literary wayfarmm the north. The cross-pollination
between Occitan and Galician-Portuguese lyric ti@uk is potent well before he makes
his interventior?

It is hard to overstate the importance of the temdur title, whose definition and
distinction attracted strong interest in Alfonso@urt®® The term as it exists in English
probably does not adequately express the complekitye Galician-Portuguesmbador

“0 A great deal of Alfonsine prose is the translatiork he sponsors, the bulk of which is produce@dtedo and
Seville. Historical sources do not specify, to nmplledge, the degree to which he oversees thislaton
personally—and indeed how much of the total texfwatiuction he overseesantigasincluded.

1 Our access to extant texts can not account forrewh of this music is beingerformedin any one period, nor
for inevitable losses of manuscripts since.

2 Joseph Snow writes, “One composition attributeBemando |11, written in Galician-Portuguese, evas the
hallmarks of troubadour art (nine-line stanza, reysecheme, vocabulary). But whether or not it ifaist
Fernando’s, this poem certainly anticipates thelieolouresqueantigasof Alfonso X, Fernando's son. Alfonso
speaks, in one of his secular poems, of the fadfieecourt poet to meet the high ideal of the @ecrpoets. This
admiration for the Occitan manner is borne ouhmitemainder of Alfonso’s verse production. In fé#anay be
thought that he pays the highest accolade to thahd style in his compilation of 420 songs to ¥dris Cantigas
de Santa Mariain which he introduces a second protagonist (prighfailmself) in the guise of a troubadour serving
a Liege Lady (the Virgin) in hopes of winning thmught-after reward, Salvation. This embedded naagas well
as many of the illustrations that illuminate ondhe#Cantigasmanuscripts) not only adopts the external disgaise
the troubadour figures with whom Alfonso must hagsociated as prince in his father's court, bat iatgates—
indeed, revitalizes—the forms and conceits of Hentdecadent poetic manner of the troubadours”t{aést and
Davis ed. 274).

3 In theDeclaratio, a response to the Provencal poet Guiraut Riarplicatiq the figure of Alfonso X provides
for Riquier definitions ofoglar, inventor, trobador, etc., and places them in a qualitative hierakelly trobador at
top. The work, purporting to be Alfonso’s own, magll be in fact a Provencal author’s. Its Occitanduage and
its conspicuous approbation of Riquier lead someget@ve that it is actually Riquier’'s disingenuaitempt at self-
promotion. In any case, we know that Riquier watead a member of Alfonso’s court (Paden, “Guiraquier”
para. 1).
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(usually renderettovadorin Old Spanish). In all Iberian languages of {hatiod, it is
inseparable from its Provencal associations; that@ctroubadours, famous for
centuries before Alfonso’s time, provided the atgpe for the Galician-Portuguese poet-
musicians. Eukene Lacarra Lanz points out thabimdours ‘were characterized by their
refined education. The complex formal techniquéhefr poetry and the rigor of their
metrics, rhythms, and strophic schemes did not pémprovisation. On the contrary, it
[the poetry] required a good understanding of gramamd a solid rhetorical base [...]
(Amordés, et al., ed. 410, trans. mine, bracketedifd The height of lyrical authorship is
less a matter of genius than a matter of craftshipns medieval poetics, the
troubadour may possess natural abilities but neoistly the product of a rigorous
education. Thérobadortitle is a symbol of competence and not of a seeital
attachment to Romance lyrical traditions. Alfonsodspus ofcantigas—and in particular
his appeal to the title in the CSM Prologue—is mdestration of his education. Even in
the context of professing one’s devotion to Marg agcounting her miracles, Alfonso as
‘Mary’s troubadour’ is less an enraptured, inspicedduit for divine eloquence than a
supremely eloquent savant. It was his technicalitrg—or at least the implication of
technical training which his musicians might havevyded him at court—that allowed
him to (1) enter a heavily love-themed poetic ¢iboe and (2) elevate and refine the
character of that love theme to encompass thedacre

Further, use of Galician-Portuguese was an effectiove of cultural diplomacy.
Authoring (or at least overseeing the compositiffrGalician-Portuguese poetry was a
shrewd way of managing Alfonso’s court, which wals 6f Provencal poet while
using a poetic language distinctly Iberian, compretible to many of his Spanish elite
subjects—quite possibly to the more plebian popudads well—and strategically
aligned with the peninsula’s western lands. AltHo@d Spanish was well-established
as an epic language by the thirteenth centurysaeds to have been a popular lyrical
currency as well, it could only have been the medad juglares(a broad term for
minstrels), not the more specific and distinct slastroubadours (R. Menéndez Pidal,
Poesia juglarescd01). Even as we view the transition, a centutgrafard, to Spanish
as musical language, “Galician-Portuguese [...] a¢t@dithe unique position of acting as a
bridge for troubadour conceits, lexical terms, @&ndy lesser extent, strophic forms and
rhyme-schemes for the newly confident and dynagrmic bf both ‘Spain’ (the Castilian-
dominated areas) and Portugal’ (Akehurst and Dedi®273). In this way, Alfonso was
able to capitalize on the gloried past of Occitar,dynamic present of Galician-
Portuguese, and prepare—even if unknowingly—theipeecabulary of a future
Spanish-language lyric production.

44« os trovadores eran autores de la misica y ta ¢ sus canciones y se caracterizaban por sa@dnc
refinada. La compleja técnica formal de su poesbrigor de su métrica, ritmos y esquemas estéfio permitian
la improvisacion. Por el contrario, exigia tenehwen conocimiento de la graméatica y una sélida bet®rica

[...].” While | follow with Lacarra Lanz’s charaateation of the rigor of troubadour discipline,rhainsure why he
seems to conclude that improvisation is not inttbebadour’s range of artistic practices. If theggir performs a
lengthy repertoire of songs from memory, | woulshkhthat certain amounts of improvisation wouldihevitable,
no matter how stringent the formal training invalve

> We know of five major Provencal troubadours whersded Alfonso’s court and five others who had pative
relations with him as patron, although their phgbfresence at his court is unknown (Akehurst aadied. 274).
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Chapter 2: The Use Valueof Praise

The member of the medieval political elite who upedtry to build and demonstrate his
power had two social maneuvers he might make itexis he produced. One option was
to affiliate, by praising a beneficent figure, reagdizing about the beloved, or confirming
the bonds of friendship. The other maneuver wa®tstruct an enemy—a poetic
persona almost always wrought from the identitpraé of the poet’'s contemporaries—
and to slander him or her. In Arabic, at leastréheas long been a temptation to see these
two registers of poetic speech as opposing bookemdds and rhetoricians have
represented panegyric as ‘building’ and slandeédestroying’ since the seventh century
CE (Van GelderBad 35-36). But panegyric can ‘build up’ not just tleeeiver of praise
but also its deliverer, whereas slander does n#ssarily ‘destroy’ the slanderer—so the
metaphor is only of partial utilitf It is easy to see why a contrastive, oppositional
model of praise and slander should be popularempdern literary endeavors such as
the anthologizing of poems and the compositiomsfructive rhetorics. The challenge
now is to understand genres in literary historyl amore specifically to examine why
literary scholars in the Middle Ages might havedidee language of opposites to arrive
at their own understandings of the canon. Together chapter (on panegyric) and the
following one (on invective) will present poeticaliies as interrelated, codependent,
and collaborative genres in larger sociopolitic@j@cts. Rather than breaking down the
stylistic barriers between praise and slander]llasgue that IbrfAbbad and Alfonso
create and maintain those barriers so as to barwef#tpicuously from both taxonomic
sides.

Ibn “Abbad

Ibn “Abbad’s praise poetry was a key part of his campaignefgitimacy—
cultural and political. It, along with his gramnwati, medical, theological, and epistolary
works, marks a clear effort to subscribe to Ardbgh culture in its most rarefied written
forms. But what makes this poetry particularly intpat to this study is its function
parallel to, and in conjunction with, his derisied jocular works.

In order to understand how these various poegisters function, it is necessary
to keep in mind one of the main contentions of tdiap: Ibn°Abbad’s cultural
legitimating effort was, to a great extent, synoousiwith higpolitical claim to
legitimacy. This is generally accurate through@tbasid court history, but its relevance
and immediacy for the Buyids is accentuated by tRersian roots. They were
demonstrably successful in rendering the (Arakipba mere symbolic leader, thus
ensuring for themselves the empire’s chief admiatiste roles. But they recognized
Arabic as the hegemonic language of culture aha twhen Persian literature was not

6 Aba Muhammad ibn Qutayba (213-76 H, 828-89 CE), one ofiihgr Arabic rhetoricians, refutes the slander-
as-destruction premise, calling both praise anddeglamodes of building(-Shfr wa-I-shifara’ 1:94).
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widely disseminated as a literary currency. Allitatze evidence points to the Buyids’
keen interest in appropriating Arabic for themseslvether than trying to develop or
promote Persian poetry. The need to demonstrateidnaastery, and in some cases
artistry, is underlined during I6bbad’s era by the recent memory of Buyids unable to
converse in Arabic: the regime’s founder, #a al-Dawla, required a translator at court
and is portrayed as generally uncultured inakishzr. It thus provides us no small
insight that his sons—including his successor ag,Emz al-Dawla—became
competent, literate Arabic speakers (Kraemer 54xedver, it is thevizierateof “lzz al-
Dawla’s generation, rather than a supreme rulet,dbtablishes a Buyid legacy of
privileging, writing, and sponsoring court literegu

| want to insist, with Bourdieu, that a person vawogjuires cultural competencies
and objects need not be aware of an articulatedfsates, even the very ones that s/he
follows, and adaptJutline 72); the most acute awareness is instead mo$y hikeused
on harmony or dissonance between class and tas@l{fer Wordsl31-32). Returning to
the previous chapter’s invocation of the habituspuld append John B. Thompson’s
description of it generating “practices, perceptiand attitudes which are ‘regular’
without being consciously co-ordinated or goverhgany ‘rule’™ (12). The “perceptions
and attitudes” about Arabic language are, in“Winbad’s milieu, not always immediately
clear from extant texts; but the practices areahghly detailed. Whether I6¥bbad (or,
for that matterilzz al-Dawla, or any other Buyid of that era) ssade describes the
importance of Arabic mastery in his career is hetinost important question. What
merits our attention more is how they privilegetarkinds of speech and literary forms,
thereby providing a view into their perceptions atitudes. Bourdieu explicitly rejects
what he calls ‘structuralist determinisnih (Other Wordsl3), i.e., the disappearance of
individual agency into the all-encompassing systétanguage: for Bourdieu, this is one
of the more unproductive strains of structuraligiuanents made by Louis Althusser,
Ferdinand De Saussure, and Claude Lévi-Strdn<3ther Word<9, 13).

Ibn “Abbad’s career at court illustrates the kind of edwmzdi and adoptive
practices described above. This includes all favfn&rabic discourse he employs, e.g.,
legislation, debates, proclamations, poetry heaathnd commissions. His brilliant
success as Arabophone intellectual is informedabg,in some small part a measure of,
Arabic’s importance as the official imperial langealt follows that the hierarchical
structure within Arabic discourse—i.e., the relatpositions of linguistic registers,
dialects, accents, literary genres, etc.—is al$emely important as a social
determinant. Chapters 2 and 3 intend to showAlbad’s navigation of the linguistic
hierarchy within the Classical Arabic tradition.€élparticular category with which the
argument starts is his praise poetry: a categogsemameniad: or mad#’) suggests
praise of others but, as we will see, fidibbad’s task is to move it closer to self-praise
(fakhr).

Ibn “Abbad, like his fellow Buyids, was a $hiMuslim, and loyalty to that sect is
probably the most obvious feature of his poetpogit that he uses the poetic format to
promote his Sif affiliation at the same time that he legitimizéséelf as a member of
the Arabophone elite. The former legitimizing camgpabecause its claims are
controversial and resonate greatly throughout theie, tends to overshadow the latter
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campaign of self-promotion; but both projects sddu¢ viewed in concert. To conclude
that hisdiwan is all about being Sh is no less accurate, and no less banal, thangayin
Moby Dickis all about a whale. It is exactly the rhetorisaiength of IbriAbbad’s pro-
Sha polemics—i.e., the unsubtle content—that motivatstudy of the poetry’s less
obvious cultural and political claims. The poemalgred in this chapter show that his
insistent theological messages enable, and inagrenabled by, the poetic speaker’s

fakhr and bravado.

a za'iran sa'iran il @ asi”: ‘O Visitor, coming toTas’ (DSIA 91-95; translation mine):

poem praising A I-HasartAl1 al-Rida (151-203 H, 768-818 CE, hereafter “Imam Ali"),

eighth Imam of the Twelver Sfia
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the holiest grave of the greatest of men.

3 By God, | swear that the oath “By God!” comegtor
from a faithful one deeply devoted.

4 Tus the Lush is where | wish
to stop and rest in my journey,

5 And then push on,
with more strength than the noblest camels have—

6 —to Mashhad, wrapped in Purity,
with me my companions Nobility and Exaltation.

7 To my Leader, and son of my Leaders, | say,
Faces of my age were frowning but now laugh.

8 When | see those who oppose the CalipHAli,
their flags turn abruptly back!

9 | speak the truth openly, in loyalty to you—
—the truth, from its first moment, has receivedutst due!

10 O Son of the Prophé&tthe one
whom God endows with the strength to break thosmgyant
enough to reject Him;

11  And OHusayn, Caliph Ali's Chosen Successor,
more virtuous than the most mature, experiences; m

12 And O Imam Ali, who achieved the Greatest Ravlip wants for
nothing,
who wears glory without anyone dressing him ug.in i

13  As for those who oppose, like the Jews—
—for them, Judaism might as well be mixed with
Zoroastrianismf—

14  —Oh, how many people did they bury in gravesatly impure,

*"|.e.,°Al1 ibn Abi Talib (hereafter Caliph Ali), the Prophet Muhammasi®-in-law and the fourth Rightly Guided
Caliph.

“8 See previous footnote. Here, Caliph Ali’s relattoiMuhammad is exaggerated.

“9 This reference to ‘those who oppose’ is a perriniaif a term used in line &i&wasib); here, it isbary al-nusb,
literally, ‘the Sons of Opposition.” The poem heél@es not equate Judaism with Zoroastrianism bberamplies
that the Jews’ devotion to their own religion isveeak that they might as well be Zoroastrians.
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who deserved to be buried instead in ChristianIsapus!

You® are secure cords to which | stay attached
as long as | continue breathing.

No one pulls away from the bond of your love
except for a hidden opposer.

If you scrutinize the ill omen on his forehead,
you find in it the Devil’s trap.

How many a sect around you has called me aaheihfi
With a large hammer, | bash them (into submigsion

| overmaster them with proofs, so they are sieln
fleeing from me, terrified, like a downed bird!

Their scholar, when | debate him,
is in a bull’'s skin and a water buffalo’s hide!

They have never known—although the Calixalt you—
the sound of a call (to prayer), nor the beatinthef
Christians’ chime.

Ibn“Abbad seeks your protection,
so he does not fear the lions of the den!

O my Leaders, please stay at his side,
so that God might make room for him in Paradise!

How many a word of praise for you has he wrought
as if each word were the garments of peacocks!

This poem, how many times will its reader say,
“He has scattered pearls on paper!”

Its author masters the fineness of poetry
as Solomon ruled the palace of Bilq

May God grant him what most wished,
that he might stay ifias!>

*0|.e.,Husayn and Imam Ali.
®1.e., an animal that does not learn from any numobéeatings it gets.
*2 Reference to the addition &8 make to the call to prayer, invoking the Caligh A
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Two apparently disparate campaigns merge in tresmp&learly, the main agenda of this
poem is to specify geographically a sacred sp&is)(Ibn°Abbad oversaw a vizierate
well to the east of Baghdaiis is further flung, in the northeast corner of nrodean.
(Rayy is near the modern metropolis of Tehran iimoentral Iran.) A common theme
of thediwan, as mentioned earlier, is Btpropaganda. In other words, Ibxbbad’s

poems designate as sacred a set of particular dodpakefs, and historical accounts of
religion. As both messages—geohistorical and thiipoéd—coalesce here, they serve to
draw“Abbasid political attention to the empire’s easteost reaches and mark that space
as Shi7 territory. That sign-posting work did not requimajor effort; in Ibn"Abbad’s

time, as nowTas was indeed predominantlyi&hHis court, too, divided fairly evenly
between Sunni and ShMuslims, and probably the occasional Christian deaish
courtiers. The poem’s total audience is difficolestimate, since we do not have
information on the dissemination of this work. Digsphe author’s fame, my suspicion is
that this poem did not gain much of an audience wiekbn “Abbad’s provincial base; it
would not seem to have elicited great interest ajfidbbasid literati.

The significance of this poem’s topic is undersddog certain geographic and
historical realities of the period. The Buyids weapidly decentralizing theAbbasid
Empire’s political and theological base. In minimgz the caliph’s potency and assigning
major administrative powers to their own viziersi@generals, the Buyids enabled their
regime to flourish provincially. Thus, courts suhlbn°Abbad’s in Rayy acquired a
political and cultural distinction they had not yiausly enjoyed (KraemeHumanism
52-53; BosworthMediaevall:53-54). If Rayy was an eastern stronghol@Atfbasid
power,Tiis was an outpost: hundreds of miles further eastpelr in St and
Zoroastrian territory. A major Zoroastrianism pmese endured throughout Iran and
eastern Iraq, including Rayy, as late as the focetitury H/tenth century CE;
concurrently, temples of fire worship were actiearias (EI2, “Madjis” para. 15).

FurthermoreTas is the site not just of Imam Ali’s grave, butcatd Hartin al-
Rashd’s. Having died within ten years of each otheeythre interred adjacently, as Ibn
“Abbad would no doubt have been aware. Even as Imars gitave make$is one of
the most revered Twelver Shpilgrimage destinations, the city memorialiZagbasid
greatness as well asi&tholiness. It is precisely #in al-Raskd and his legacy as the
“Abbasid caliph and patron par excellence who isked in YDQ to detail IbfiAbbad’s
success in gathering and contracting great pddtse fact of Hrin al-Rasid’s interred
presence iffis and the fact that the poem makes no mentiomot l@mphasizes the
praise of Imam Ali even more than the poem’s hiighvh language already suggests.
Thus it is not surprising to find in the poem t&#1 identity trumps’Abbasid identity.

There is little doubt that this poem accomplishéswt claims to do: marshaling
its author’s eloquence for the sake of praisingnmadi. In so doing, it also performs that
task in reverse; it uses the Imam’s holiness aaddgur as an idea through which to

%3 This and all translations of poetry mine, unle$geowise noted.

**In what is perhaps exaggerated praise, afélibaopines that IbfiAbbad outstrips his predecessor in that respect
(YDQ 225-26).

* Indeed, no extant poetry by IBAbbad mentions Hriin al-Raskd; those leaders memorialized in tiean are
overwhelmingly, if not exclusively, $i.
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prove the poem’s eloquence. As the poem assodiatgseaker more and more closely
with the Imam, explicating the particular rhetotiaad theological techniques that the
speaker uses to cement the bond, an ontologicairegt emerges. The speaker’s claims
of his own intellectual prowess fold into moral ipiand Sk identification: line 6 reads
“li-mashhadin bi-I-zai&’ multazifin,” the grammatical case endings making clear that
Mashhad is ‘wrapped in Purity,” although of counseam Ali and the speaker gain
Mashhad’s purity by association. Further, the idiea pure material of wrapping-up
suggests the tactile image of the body preparetduoal—the historical memory of the
Imam’s death and internment, fundamental to thep®sense of saluting place and
person.

The purity-intelligence relation becomes clearie$ 18-20, when the poetic
speaker begins to advertise his own language. lterggoem makes its boldest and most
controversial claim, alluding to critics defamirigetspeaker. This leaves the question
open of who these critics are in the social andimels landscape drawn up in this work.
Certainly it is possible that they are Suand/or an anti-Mazili group of thinkers (see
chapter 1 for an introduction to Mazili debates). The poem does not speak against
Sunn readings of Islam, nor does it imply ai%koup d’etat although that is arguably
what the Buyid takeover accomplished in tAbbasid empire. Instead, it alludes to a
‘sect’ or ‘faction’ (thefirqa of line 18), implicating a challenge whose idgni#t
suggested without the more controversial poeticaraivnaming names. Those Jewish
and Zoroastrian interlocutors—who are identifieddash—represent much easier
scapegoat, i.e., one that was largely unrepresémtbée “Abbasid political structure.

In contrast to the easy targets of Jewish group ‘wbpose’ part al-nasbi ka-I-
yahidi), Sunn Muslims would make a formidable political challentg the poem’s
polemic, and maligning them might invite social guuditical risk. Direct references to
Jews and Zoroastrians (line 13) are an invectivenaap, preparing for the move to
intra-Islamic dogma. When the poem alludes to araored but clearly identified ‘sect’
(firga), that sect is in direct contention with the pogsispeaker. The Jews’ faults are
opposition to Imam Ali and impure burial practicEsen this latter fault, in context of
the poem, is itself a form of opposition; it flissthe face of purity, whose supreme form
is Imam Ali’'s own grave. This slight seems to résobre from the Jews’ incompetence
than any threatening rebellion. They are an effaigeless faction, less an enemy than a
foil; the group indicated in line 18 are the repposition the poem invents, and |
extrapolate that they are Muslims of some kind.g8se the motif of conflict with the
firga is in an intellectual arena, rather than the taste to prophecy and negligent
practice of religious rite that we have seen ind&eish and Christian polemic, it seems
to me most logical that the speaker is making ezfee to M(tazilism. The ontological
and theological nature of the Mazili debates ifiAbbasid history seem to lend
themselves to the imagery introduced in line 1&sJand Christians are blind to Islamic
revelation and incompetent in their practices;fitgm may hear but resists
understanding. The speaker, claiming to beat dnedinlent ‘scholar’ with repeated and
ritualistic strokes, reminds us of the multivaleature of discipline: this work that he
executes he suggests to be simultaneously physidahcademic.
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Line 18 constitutes the transition-point in the mo®n which the historiography
and the speaker’s vocal register both turn. Whweeentork has marshaled geography to
occasion praise and religious debate to spur thielggmatic with which the speaker must
contend, now the speaker focuses on his own iotelles adversaries, the sect is armed
with rhetoric. The possession of speech is a fac¢héit distinguishes this group from the
poem’s conception of Jews, Christians, and Zori@asty the motif of debate allows the
poem itself to take on a new historiographic argoim€&he opportunity presented in this
challenge is for the $f, Mu‘tazili speaker, in his love for the Imam, to summon his
intellectual powers to rebuff them. It is his acailepreparation, his deductive and
rhetorical prowess, that wins the day. Faith isthetcriterion here—nor is purity, as it
was in the Jews’ case. From 18 onward, the poemiest entirely dedicated fakhr
(self-praise) and supplication to itsiSlneroes. The poem’s speaker, initially suggesting
that his fealty to the Imam was unlimited while #peaker’sauthoritywas limited, now
indicates that his potency has no limits as he detep his sectarian argument. Although,
as we have seen, he enters the poem’s final thtrdaiplea to his Sf lords, in fact the
speaker has already asserted growing self-confedbpthat point in the composition.
When the speaking adversaries themselves resacttsation (18), he brings to bear his
best argumentative faculties and strategies totbleat down. The poem is at least as
much an advertisement of his intellectual wortlo&Sh“t dogma.

The resonance of line 18 carries through to tHerBon-Bildis reference, when it
becomes clear that the final thrust is intertextuel, self-praise in the form of textual
history. Sexual domination, whose political funatio “Abbasid poetry is well-
documented?® secures this poemfakhr and polemical content. The mention of Solomon
and Bilgs (1) places the poem in a certain vintage ofditghistory, (2) aligns the text
with Qur’anic authority, and (3) invokes sexualipos$ for the purposes of affirming its
own potency. To understand how this operation tpkase—the ancient literary
resonances from which I5Abbad draws, and the ways line 26 might resonate in his
milieu—it is helpful to know how Arabic texts rendgilqis, and how they relate her to
Solomon:

The name Biltg does not appear in tKaur’an but is current with Muslim
commentators. ®a XXVII, 15-45 reflects some of the principal elents

of the Sheba legend and desribes (sic) the sunhipoo$ the Queen, how a
hoopoe Kudhud carries a letter to her from Solomon, the Queen's
consultation with her nobles, and the despatclredents to Solomon.
When these are not well received by the King, the&px of Sheba comes
herself and, by a ruse (mistaking the polishedrffooa pool of water), is
made to uncover her legs. Eventually, she surrendegether with
Solomon) to Alih, i.e. she becomes a Muslim. (EI2, 184" para. 2,
parentheses author’s)

Thefakhr, as with any reference to the supremely authorda@ur’anic text, asserts the
reliability of the poem’s own arguments—and, irstbase, aesthetic worth. But what is

%% See Suzanne Stetkevyéhetics144-79.
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particular to the poem, as noteworthy as its clafverity, is its claim of virility. Bildgs

is dominated via her home, i.e., both her propangy an extension of her physical self. In
the Arabic textual matrix that informs line 26Solomon fetches her throne and disguises
it in order to show her the superior abilities faigh allows him>® Then, the palace, too,

is rendered marvelous—but according to the Qur'gllng, Bildgis’s palace is not

exactly hers. It seems rather to be Solomon’s oslage—or one he erects specially to
confound Bilds when she visits him—therefore in line 26, thestarct “sarka bilgisi” is
probably best understood as ‘the palace of tha®fdtpry’ or “Bilqis’s” palace,” where
the internal quotation marks indicate that the gmla associated with her but is not in
fact hers. Solomon has it built and orchestratestise to make it look like water; it is

his domain and functions to reveal that whighers: her legs.

The soundness of the palace’s design—the workna&sshiomon ensures in its
construction—is the wonder it exhibits, proven big’s initial supposition that its
glass surfaces are water. In other words, her exr@ygnitively the same sort of error she
makes in her selection of an object of worship. &her of her perception, ironically
orchestrated by the rightly-believing Solomon, @sdo her the error of her beliefs.
Bilgis’s baring of her legs represents a clear violatiatbeit done by her own hand—of
her physical sovereignty. Transposed into the Argbetic tradition and its durable pre-
Islamic conceits, the image of the bared queen sdmbear significantly on this praise
piece. Suzanne Stetkevych points out the early @Ataboos on the royal female body,
forbidding sightand verbal description of those body parts the quesapg& covered
(Poeticsll, 17). Solomon’s accomplishment of a licit vi@at—which renders Bilts
shocked and renders her monotheistic—is one afib& striking physical dominations a
king can accomplish over another royal. This stkngwn to virtually any member of
this poem’s elitedabaudience, is a key hermeneutic to my reading.

The gloried violation is an allegory for the poemtgviousfakhr, which presents
the poetic speaker as religiously and cognitivelyesior to his opposing debaters. By
likening himself to Solomon, the authorial figurages a mantle of incontestability onto
the poem. It is essential to note that he accoimgdishis by means of Bilgjs violation
story, and not just his use of the palace. In & claim that “[i]ts author masters the
fineness of poetry as Solomon ruled the palacelgi (“yamluku rigga |-qaii
ga’iluhu mulka sulayminasarha bilgisi”), the palace image is thoroughly apropos of the
author’s well-crafted poetry; the idea of hidership, | contend, is most closely linked
with Bilgts herself, specifically her vulnerable body andreégious conversion.
Reinforcing this is the double entendre o§t,” (*a” omitted as it is merely a
grammatical case ending) which can mean slavewetlsaas fineness (Laner-g-q").

| have analyzed at length this final linefakhr because |1 think it is the poem’s
crucial thrust into the theme of this chapter: Abbad’s claim on Arabic literacy,

>’ That is, the poem rests not only air&27, but also on the many Arabic legends outsideQur’an that treat
Bilgis. The various claims about Solomon and Bilgye relevant. (See EI2, “Bik” para. 4-6 for a brief synopsis of
these claims.)

%8 One edition of IbrfAbbad’s poem, irfUyin akhlar al-Rida, reads ®arsha bilgsi” (4), or ‘Bilgis’s throne.’ In the
Qur'anic telling, the throne is properly hers baihioved and disguised by Solomon’s minions. | aemgireement
with DSIA editor MthammadHasanAl Y asin, who readssarka bilgisi” (‘Bilg is’s palace’) with the version in
Majalis al-mu’mirin.
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virtuosity, and, ultimately, canonicity. There magry well be no finer allegory for Ibn
‘Abbad’s Arabic-letters career than Solomon’s intriguighwthe Queen of Sheba. First,
they are both foreigners, of a type, who are rezdlétuslim in the Qur’anic narrative.

To the ethnically Arab community that first accegpis Qur’an in the first century of
Islam, Solomon is an ancient Israelite, a Jew/ thmi Qur’an insists that he is a sort of
proto-Muslim. His interlocutors with Sheba are aalsnwho do reconnaissance for him
in Sheba’s domain and are able to communicate Sotbmon because he understands
their languages. Solomon is like Ib&bbad in that he uses his polyglot abilities to secure
his political position, to advance his religionause, and to do reconnaissance.iBjlq
whom Arabic traditions place in southern Arabiaalso a foreigner, but of a quite
different pedigree. A potent ruler of an errantglepshe submits when Solomon
displays to her the feats which his God allows tarperform. Her failure to identify a
physical object (mistaking glass for a pool), amehther physical submission (baring her
legs), coalesces in moral, religious submissiore @r'an declares this result with a
near-paronomastic use of the Arabic root systéksldmtu mé&a sulaynana li-ll zhi”
exclaims the Queen: ‘| have submitted with Solonm@od,’ i.e., ‘| have converted with
Solomon to Islam’ (27:44). The diction of this vesuggests a doubling or thé-mroot,
once explicitly in ‘aslamtti (tu is added at the end to indicate tense and thesverb
subject), then implicitly in Solomon’s nansylaynan. Finally, it should be noted that
the entire act of converting hearkens back to Soldsndeception of Biltg, the sexual
politics thereof, and the story of a recognitioheTerb that she uses to characterize her
submission takes, in Arabic morphology, the genghiim, a reminder that Bilig’'s
acceptance of Solomon’s religion also the aftervadrder embarrassment on the
polished floor.

Reading praise in context

It is a pity that Bourdieu wrote very little ababe Middle Ages, because the
medieval cultural market which 1I3Abbad navigates is very effective exemplar of
capital exchange®. The extreme efficacy of the medieval salon, ofidi@ry, or
grammatical treatise, or epistle, or indeed theypaemendicants’ slan lies in the
highly efficient and clear system of material paypm&Vhen an artist or academician
composed a work for a specific patron, performex that patron’s presence—or
entrusted its performance to a professional reeitard was subsequently paid (or left
unpaid or, worse, punished) according to the p&n@sponse as audience, the payment
may be a singularly precise measure of the cultapital attributed to that work.
Because the patrons about whose courts we knomalsé occupied positions at the very
peak of Islamic elite culture, they representedld gtandard of cultural capital, its most
reliable and highest-value denomination. And, beedhe exact payments for specific
poems are often documented in the compendia thatdehe poems themselves, the

% For a critical consideration of Bourdieu and hisdretical ties to medievalist scholarship, seesifger, The
Premodern Conditio®4-113. In pages 107-13 Holsinger ties Bourdieoisception ohabitusto a project of
translating and commenting on Erwin Panofskytthic Architecture and Scholasticism

% .e., theQasida Sisaniyya, which Ibn°Abbad commissions from AbDulaf al-Khazraj (birth and death dates
unknown but perhaps close to 1%bbad’s).
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medieval Arabic canon provides extremely efficigatiges of an extremely efficient
cultural-material market. It bears noting that modscholarship has identified
substantial strains on that system that, at timksct the entire literary economy. James
Monroe and Mark Pettigrew argue that this norm etiiraval Arab culture becomes
challenged at discrete points in history, citing Buyid period in the East and, in the
Andalus, during Almoravid reign. They cite exampdéshifting or waning patronage:
high-ranking officials showing little interest imgise poetry and poets responding to poor
market conditions by composing for mid-level ofdils with questionable cultural
authority. According to their argument, such coiodis produce some of the most
important shifts in Arabic literary form after tipeak of Islamic imperial power (“The
Decline of Courtly Patronage and the Appearandéeat Genres in Arabic Literature”
138-39).

Monroe and Pettigrew provide an important remirafdrow fraught is the
guestion of a market in the Middle Ages. | wistuge this as an opportunity to view the
broad picture of Arabic literary patronage as ao$éttricate economic and political
guestions. Among the first complicating historifadtors to note is that patrons of Arabic
poetry varied markedly in their behavior toward fsaend texts. They were well known
for their relative generosity or miserliness visiapoetry, and it was typical for a patron
to pay great sums to certain authors they favoneldpéttances to other poets. Therefore,
it cannot be assumed that the units of materiaheay that represented much of that
market’s currenct held the same value in each and every poetic cRather, the inter-
court networks of patrons and poets created ansghaoe in which all literary figures
compared their practices with those of their peenge result was that not only were poets
judging one another as texts were disseminateaeieinpire, but also patrons knew who
was paying whom what amount, and for which compmsst That the market was
functional meant that it applied and reapplied galto poems, the ceremonies in which
they were delivered, and the goods for which theyenexchanged. | therefore argue that
it was efficient, historically dynamic, and a systef singular utility to modern
scholarship. One other economic aspect bears natipget’'s acquisition of fame and
cultural capital could grant him certain forms af@omy? in the courts he frequented.
Should he become disenchanted with a patron, erwacsa, and the payments not suit
him, his good name and the popularity of his wavksild open for him options: offering
his presence and services to someone else or,paoredly, composing invective
against the patron who had displeased him. Wheompapaid poets it was understood, in

&1 patrons would pay with coinage, precious stonasiable garments, animals from the patron’s stabied land
parcels, to name a few examples. They also offeotitical favors and would make official governmanpositions
available to poets, e.g., market inspector and bé#uk imperial post service, the latter of whiehs practically an
intelligence position in thBAbbasid system, although some accounts claim threds minimized and fractured
under the Buyids (EI2, “Bad” para. 1-4).

82 «Autonomy” not to be understood in the specifiase Bourdieu ascribes to it Tihe Rules of Arwhich provides
an account of Gustave Flaubert’s interest in ‘artgit’s sake’ (8). To Bourdieu, the literary fiefdwhich Flaubert
invervened, dominated by publishers with commelioia@rests and strong consumer demand, experiencesked
change with Flaubert's establishment of an autonenpmle of artistic production. While it is usefat us to bear
in mind the idea of autonomy in any market for emtjuding the medieval cases of interest to thisly there is no
question that Flaubert’s appeal toward autonomyirieteenth-century France was totally differengrenically
and philosophically, from the situation of a preragdauthor.
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many situations, as a measure to prevent damagegpas well as to promote and
commemorate the poems they wanted to hear.

Study of this market is an undertaking more thecaiethan empirical. The major
historical and literary texts on the Buyid &rare often our only sources of the poems,
guotations, and anecdotes they contain, and areftine not readily corroborated. But
this study takes a view of history propounded byddésm White, i.e., that historical texts
are structured narratively and are questionableatiaely (Tropics of Discours&1-100).
Although historical accounts surely differ from caeother in the reliability of their
contents, they are not more inherently or gendyicaliable than narratives labeled as
fiction or folklore. Just as IbfAbbad constructs a cultural and political narrative for
himself and al-Thalib1 constructs a historical and literary narrativéais anthologizing
of “Abbasid poetry, so do we modern scholars constersions of history according to
our methodological loyalties and critical perceptioWhen, for instance, al-Tlalib1
reports that IbfiAbbad ordered nine silken garments foriAbQasim al-Z&farani in
response to al-Ztarant’s poetic request for clothing (YD@27), the most important
matters are that (1) a major Arabic anthology comdithe anecdote and that (2) therefore
the patron and poet are known to exchange poetecspfor material goods and
sociopolitical promotion. Whether the event act#dok place, or if the vizier ordered
12 garments instead of nine, is generally unvdri@and certainly less important than
the anecdote’s written existence. The questiotsis @eripheral to a study of Arabic
canonicity; al-ThélibT’s inclusion of the anecdote makes it importariniellectual
history in very much the same way that a famousopakenders a poem important,
regardless of how aesthetic or important the readgit find the poem’s contents.

The inclusion of the story, rendered in prose amdihg the text of al-Zdarant's
poem, commemorates the poem and in so doing gtariex-post-facto approbation. It
also assures the reader that the successful ttarshas pushed along the general
economic progress of the patron-poet model of taekat. The anecdote’s status as a
recorded moment—or perhaps more accurately, tfeeatlthat moment having
happened—constitutes several claims, large and.sWighout saying as much
explicitly, al-ThdalibT asserts the success of poet and patron, in adlddithe
demonstrated success of the poem. Afatani, his material desires spurring him to
offer his services, works under a deadline (Wbbad urges him to compose quickly)
and his work evidently pleases the vizier. fBbbad confirms through performance the
virtues of the generous benefactor. The poem jtsalfing pleased the patron within the
anecdote, stands in YDQ as its own statement afesis¢ because YDQ is a great
anthology.

Here, we come to a point that applies to literarfjures well beyond the Classical
Arabic tradition. When we examine our own reliancean anthologist such as al-
Thdalibi—i.e., our credulity that the anecdote happenetkasribed in the text at
hand—we see how we may be implicated in a manydciestlong process of textual
truth claims. The anecdote’s utility to us can canha cost; in relying on al-TFaibt's
account, we not only promote him, we also tenegfwaduce the ideology of the market
ideal which underpins the anecdote itself. An asialgf the story’s transmission may

83 E.g.,Yatmat al-Dahr Mu‘jam al-Udali’: Irshad al-Arib, Makasin | sfahan.
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help to reveal the ideological work of interestenekl-Thdalib1's report of a successful
poem-reward transaction is its own kind of claimthat it seeks to confirm the smooth
functioning of the poetic market during Ib&bbad’s career. This is a key element to the
ideology that sustains a market, its stability gast-historical phenomenon. If we view a
market as functional and self-sustaining, and itken view as possible a series of such
markets emerging in an overarching history of aucals development, we are taking
active part in an extremely potent ideology. TadrabThaalibt's report (he credits it to
‘Awn al-Hamadhni al-Tammi, a courtier of IbriAbbad) in a credulous way is to open
the possibility of its reproduction; when we haweasigned it to a narrative of cultural
history, we can use it as a reference point if demiify and outline subsequent markets
in later epochs. But what is perhaps most strikind enabling about the ideology of a
market’s soundness is how dependent it is upoexistence of anthologies and their
retrospective voice. In a broad view of historygatbgy, and cultural developments, the
anthology is what allows the poem, the story o€dmposition and performance, and the
resultant lasting sense of confidence that theeays$tas worked. The point made above—
that the appraisal of poems is a continuous, oft@rtitive process through history—
echoes here. Patrons respond to and commemorates pag of course do their courtiers
and, eventually, broader audiences in the readhestoial transcription, dissemination,
and recitation. But the anthology gives what isbataly the most important form of
commemoration.

The methodological and historiographic questionsiad Ibn“Abbad’s career
come to the fore when he praises his contemporatiespecializes in panegyric,
judging by YDQ and hisiiwan, which together contain all known poems he autfbrs
This is typical of poetic production in his era;atllistinguishes him from most poets is
the position he occupies in the official politi¢aérarchy. We will see that the voice of
“Ibn “Abbad” the poetic speaker changes markedly when ispsaa contemporary
individual rather than a transcendent religiousitey

That change of voice, | will argue, is a calculatesponse to IbrAbbad’s
political position, an attempt to draw attentionagwirom his own political authority as
he advertises his (junior) affiliation with a maputhority. His panegyrics to his mentor
suggest a poetic figure of “IldAbbad” who is docile, humble, and obedient—in other
words, quite the opposite of the “IbAbbad” emerging from Ya z7'iran sa’iran il @
tusi.” This would seem to contravene the claim | haasenabout his career generally,
i.e., that his political and cultural ascendanclargely the same move. But this apparent
humility is little more than a feint, an poetic a@mtion of the era that, in the vizier's
hands, is as artificial as it is useful.

Abi I-Fadl, one of the great writers of the Arabic episttentored botfiAdud al-
Dawla and IbrfAbbad in that discipline. Unlike ibPAbbad, Abi Fall seems to have had
a modest upbringing; al-Taiidi recounts that his father, &mid, was a seller of grain
in Qom (MU 663). Al I-Fadl’'s career as vizier arkiitib (official secretary) stationed
him throughout the eastetAbbasid empire, in such major cities as Fars, kfiah
Khurasan, and Rayy. Idbbad’s affection and high regard for him is attested i

®The diwan fails to include IbrifAbbad’s explicitly sexual and brazen invective, as @diluhammadAl Y asin
claims to chafe at its obscenity (DSIA 306).
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chronicles (see chapter 1), with the notable aediptable dissent suggested by al-
Tawhidi, who in AW quotes the vizier criticizing his menfor not knowing theology or
Islamic law, in fact not knowing the Qur’an wellat. Even here, though, al-Tavdi
quotes IbrfAbbad as praising Ab I-Fadl as virtuous and a great author (28%).

From time to time, a certain kind of book seemsudace in the contemporary
academic market, opening with an Acknowledgemesttian graciously thanking
mentors and begging forgiveness of any errors—gineceeding with a polemical
monograph, thrusting aside competing argumentsradmizing its own academic
authority. In this poetic analysis, | will attentptshow how IbrfAbbad maximizes his
authority through exactly the same sort of ingtatglanguage.

% |t cannot surprise us to find al-Tawi attributing to his most prominent enemy words isédnt and
ungraciousness. What is striking to note is thmagriother work, al-Talidi voices almost exactly the same
backhanded praise and explicit criticism of fisibbad, as if al-Tawidi were recycling a formula of ‘good writer,
bad and ignorant Islamic scholaKi{ab al-imtz® wa-I-mugnasa61).
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“Qadima I-ra7su mugaddaman $ibqgihi: ‘The Leader stepped forward, favored in his
preeminence’ (DSIA 249-50, translation mine), pqaaising Al |-Fadl ibn al“Amid
upon his coming to Isfahan
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1 The Leadéf stepped forward, favored in his preeminence,

as if the entire world followed the course of tuststep;

2 and it mountains were shaped by his judicious qualis/séas
from his generosity, and its lush gardens frommioisle
character,

3 as if the heavens were subject to his authority,
like the servant submissive to the one who owns his
indenture.

4 Its stars are shared with him: the inauspicioeso
are his enemies’, the auspicious ones afg@®horizon.

5 | remain fervently desiring the light of his brow
with the same desire the lush gardens have forlthel and
its rain.
6 To such a point that ffeappears atop a short-haired stallion
striding—

—were he to say, “I have surpassed the wind!” hald/be
speaking the truth.

7 His®® features resemble the cloud, his ascent
like thunder, his course like lightning.

% | have translateddl-ra’7su’ as ‘the Leader.’ Al-ra’ 7su’ must trigger in the poem’s audience the accomimany
title al-ustzdhy, ‘the Professor’ and Abl-Fadl’s best-known honorific; the latter term does appear, probably for
metrical reasons and mere economy in this shorposition. A key benefit of this English term is tlitadenotes an
academic and administrative position, which is whatpoem itself does with the figure of it&mdi.

".e., ‘The world’s [...].”

%% .e., Al I-Fadl.

1.e., ‘The stallion’s [...].”
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8 | have put into poetry praise that cannot pogsibl hin® justice,
and bowed down in gratitude, with no pretensesing to his
true level.

Bourdieu insists, “The power of words is nothingestthan thelelegated poweof the
spokesperson, and his speech—that is, the substhhtediscourse and, inseparably, his
way of speaking—is no more than a testimony, arelamong others, of trguarantee
of delegatiorwhich is vested in him”"L{anguagel07, emphasis author’s). He is of course
referring to systems: the language systems fronctwhispeaker chooses words and the
social hierarchies that overlap and co-functiorhwahguage. This poem advertises a
particular system of education and formal componingeghenomena rendered most
economically and aptly in the Arabic teadab), embodied here in Abl-Fadl.
Bourdieu’s point lines up almost too well with theem, because the testimony he sees
as implicit in discourse is in this case quite e@iplThe poem praises the man who has
taught literary language to It5Abbad, so by extension, it praises the very language in
which it is written. It is like a billboard advestng the effectiveness of billboards.

This poem not only is written in—and in referenge-the linguistic guarantee
that Bourdieu describes; it also actively requdstsguarantee of legitimacy. Arabic
praise poetry, at least in th&bbasid period, is agenda-driven and materiallgriested.
In her survey of poems from pre-Islam onward, SoeabBtetkevych argues:

We can reduce the gasida ceremony to the sim@sstar pattern: a poet
comes before a patron offering him a poem praikiagenerosity and
requesting a gift. The patron, if he denies thaiest} at the same time
denies the claim of the poem, that he is geneansjn doing so
undermines his own moral authority as a legitinmater. To legitimize
himself, that is, to confirm the veracity of thetues enunciated in the
panegyric, the patron must accede to the poetisastgpr demandrge
Poetics of Islamic Legitimac34).

This model requires some adjustment to work withghem of interest hereQadima |-
ra’isu’ is clearly a poem of praise, but it does not egik a request from Ad-Fadl.
Secondly, it does not appear that the elder vifierall the adoration IbMAbbad heaps
upon him, is a political superior. If anything, Ib&bbad has the more distinguished
administrative career—»but that is not necessaailiest in this poem, since we do not
know precisely when it was composed. In my readiniis poem, the political
dynamics Stetkevych identifies in thhesida performance are useful, but only if we
understand what Abl-Fadl might have that IbfAbbad would want from him.
Ibn°Abbad’s education is, in all likelihood, already conmteléy the time he
composes this poem, judging by the mere fact tisgpdetry is deemed worthy of
anthologizing. The primary transaction in theirfessional, academic relationship—Ibn
“Abbad sharing in Al I-Fadl’s cultural capital as his successfully traineddent—has

) e., Ahi I-Fadl.
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already occurred. The propagandist, opportunistiment in this poem is most probably
its citation of their bond; the announcement ofrtlegstanding relationship seeks to
renew that relationship and reinforce it. Cleatiyt effort can be successful only if #&\b
|-Fadl approves of the poem. Line 5’s testimony, ‘| remf@rvently desiring the light of
his brow’ (ma ziltu mushtqgan li-niri jabinihi), is more than hyperbolic flattery. As he
avows his desire fal-ustzdh, the poem’s speaker renews his allegiance andtasks
deepen the debt to which he refers at the poenmislgsion.

The poet-patron dynamic Stetkevych cites guia pro qug in which the poet
expects his praise to be affirmed (i.e., paid &mgording to the measure with which he
lavishes it. But Qadima I-ra7su mugaddaman $ibgihi’ deems itself insufficient and
indeed claims that its author can never be sufftdie fully praise thenamdii. This
admission could well be precisely because“fisbad doesnot seek payment. If, in
Stetkevych’s model of the supplicataggsida, quid is praise anduois payment, then
we might conclude it to be counterproductive fa goem to minimize its own worth in
the closing line. But that is precisely what paregiy do, here and in mafébbasid
works. What the poem is soliciting of Alb-Fadl is his confirmation that the mentor-
mentee relationship still obtains during f#bbad’s adulthood, and that IGAbbad
owns the momentum (i.e., the legacy) of his mestoareer.

It is unclear if the poem is meant to procure aemak reward of any kind—I
suspect that it is not, as a prominent vizier ratjng payment from an equal seems to go
against courtly protocols. Instead, | believe thatvites Aha I-Fadl to approve of its
language, so that Ildbbad’s poetic (and, perhaps his prose, by extensamguage
becomes a surrogate of &bFadl’'s own eloquence. If successful, the poem achiéwes
its author a share of Ald-Fadl’'s tremendous cultural capital. The hyperbolic resty
with which the poem ends is, as | have noted, desinious. Still, it is not illogical that
the poem should observe a literary hierarchy otWwihtismamdi/ is the apex—that
hierarchy is widely accepted, judging by the replaat “his correspondence [...] was so
famous and considered so important as a modelhitbet was scarcely a scribe who did
not possess a copy of it [...]" (EI2, “Ibn &mid” para. 3). Perhaps stronger praise is to
be found in a good many medieval anthologies, attgpas widespread the phrase
“bada’at al-kitzbatu bi<abdi I-hamidi wa-khatamat bi-bni fanmid”: ‘Writing style began
with “Abd al-Hanid [ibn Yéahya ibn Sdd] and ended with [AbI-Fadl] Ibn al-“Amid.’

To understand exactly what the poem accomplistreissfauthor, | return to
Bourdieu’s above-cited “guarantee of delegationjbged by the speaker: that delegation
is what the poem requests ofiAbFadl. It is a sizeable reward and, | surmise, it would
be sufficient as the only clear thing the poem estied. The famous phrase that posits
Abt I-Fadl as the last great prose stylist may or may netaaly be current by the time of
this poem’s issuance, but there is no doubt thatAbbad’s reverence for his teacher
was widely held among the Buyid elite. If AbFadl approves of the poem, he makes
Ibn “Abbad heir to his stylistic legacy and his politicatear, the two of which are
thoroughly intertwined. A I-Fadl has the authority not only of preeminent styfiat
also as the model of a cultured vizier. ftbbad may wield more overt political power

"L Neither of the poem’s two medieval sourcéatimat al-dahrandKhass al-khiss) informs us when the poem was
composed and/or performed. Ibbad was 32 years old at the time of his mentor'stleat
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than his teacher, but only Al-Fadl has the distinction of having tutoréldud al-
Dawla, who occupies the highest levels of Buyid go{f The status a%\dud al-
Dawla’s fellow pupil—already advantageous in thaiiplies a shared past among the
two alumni—Ibn°Abbad parlays into future dividends. That is, in segkime mantle of
Abii |-Fadl’s vizier-protégé, IbrfAbbad secures for himself Abl-Fadl’'s mantle of
wisdom and reliable counsel. The cachet in such imtgllectual and political renown is
obvious for the vizier, whose career and well-balegend largely on his relations with
his superiors.

Through these poems and in a great many of hiddoteal endeavors, lbn
“Abbad earns the privilege of swearing at court. Thisris of many privileges he earns; |
emphasize it not because it overshadows otherisgsrof authority but because it is a
key part of that authoritgs he exercises. iln the chapters to follow, | will integrate Ibn
“Abbad’s transgressive and outrageous literature irgdange-scale project of
Arabophone cultural primacy. Contemporary Arabsstsh as Beatrice Gruendler, Stefan
Sperl, and Suzanne Stetkevych, have done muclvéalrthe political function of “high”
literature, most of aflAbbasid praise poetri.| will further argue such that forms as
mujzn andhij@’—whose artistic and social merits are controvessiabng literati in ways
thatmad: is not—are not mere entertaining diversions frampolitical work of “high”
art. Rather, the extreme forms of transgressioni@mdrow literature, of which Ibn
“Abbad is a known author and patron, are tools jushasps—if not as large or famous—
as their highbrow counterparts. In terms that brimggjonce again into Bourdieu’s
economic model, the vizier, in authoring and consimisingmujzn andhija’, is not
merely spending cultural capital but earning it angesting it for his own profit.

As | hope to have demonstrated above,Minbad is fully engaged in using
argumentation as a poetic mode. His poetry comegsolese, at times, to rhetoric. This
move is quite consistent with the Ktarzili thought popular throughofibbasid
literature —as noted above, Ibhbbad is himself Mtazifi. All of this is to say that he
taps into the logical, empirical powers of Arapioseto effect a poetry that is
authoritative, convincing, and conclusive. He isdoymeans the first—or even one of the
first—to do so in Arabic, but he is one of the b&ghat makes his poetry compelling are
(1) his mastery of prose eloquence which he impastgoetry and (2) the historical fact
of his great prominence, politically, socially, anwlturally. When we read al-Tt#ib1's
exultant praise of IbPAbbad for his gift of words, it is useful to keep inmui that the
anthologist—himself quite astute politically—is pably grafting IbrfAbbad’s
prominence on to his eloquence and in a certainpaiging both. Bringing both those
qualities together in his praise, al-Tild1 offers a reminder of the sociopolitical weight
granted not only to the composition‘@bbasid poetry but also to the way it is read and
anthologized during the Middle Ages. In this regpsach historicist modern scholars as
Gruendler, Sperl, and Suzanne Stetkevych echoyaol@practice of reading poems as

2 After Abii |-Fadl’'s death, and thus after the issuance of this péartud al-Dawla would become tfiabbasid
Amir al-Umaa’ (‘Prince of Princes,’ or preeminent ruler of tempire).

3 The particular works in which these historicigjaments are made include Gruendiedieval Arabic Praise
Poetry: Ibn Al-Rm7 and the Patron’s Redemptio8perl, “Islamic Kingship and Arabic Panegyric Rgéth the
Early 9th Century”; and S. StetkevycHhe Poetics of Islamic Legitimacy
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politics. And, | argue, IbfAbbad must be included in this critical idiom, not jdst his
praise works but also for hmsujzn andhija’, to which the next chapter is dedicated.
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Alfonso

Of the many conceits and mechanical elementgiibibguish Alfonso’s praise
poetry from lbrAbbad’s, the most important difference, for the sakéhef study, is his
technique of mobilizing ideology. ThHeéantigas de Santa Marighereafter CSM) are as
conscious of eloquence—specifically, attributinggglence to their putative author—as
are Ibn’Abbad’s poems, but the CSM use a language of mirackmthor their claims of
veracity. Theirs is not a dialectical model buéstimonial one. IbfAbbad composes
works that are canonical first and foremost becafisieeir consistency with, and their
integrity within, the Classical Arabic linguistiod literary norms of his era. The author’'s
political position is clearly relevant, but the Ara canon has demonstrated that to be a
secondary or tertiary criteridi. The CSM are canonical because of the sacred eegist
which they speak and, perhaps just as importaodgause Alfonso is in a position to
perform canonical speech acts.

What | mean by this is what Gerald Bruns definesaa®nical: “forceful in a
given situation” (Hallberg ed. 68), which he illceges with a story from 2 Kings in the
Hebrew Bible. In this account, King Josiah receiadmok from Hilkiah, the high priest.
Hilkiah confirms that the book contains commanasfrGod and that previous kings
have not heeded its words.

And it came to pass, when the king had heard thelsvof the book of the
Law, that he rent his clothes. And the king comneahHilkiah the priest
[...], saying: “Go ye, inquire of the Lord for me,chfor the people, and for
all Judah, concerning the words of this book thdbund; for great is the
wrath of the Lord that is kindled against us, beeaour fathers have not
hearkened unto the words of this book, to do adagrdnto all that which
is written concerning us.”

[...] And the king sent, and they gathered unto hiintha elders of
Judah and of Jerusalem. And the king went up tditluse of the Lord, and
all the men of Judah and all the inhabitants afiseEem with him, and the
priests, and the prophets, and all the people, $rotdl and great; and he
read in their ears all the words of the book ofd¢beenant which was found
in the house of the Lord. And the king stood onglaform, and made a
covenant before the Lord, [...] to keep His commanaké...], with all
his heart, and all his soul, to confirm the worfithes covenant that were
Writte%in this book; and all the people stoodrte tovenant (2 Kings 22:8-
23:3).

" The most famous poets of the Buyid era were afteen appointments in government, but they wereandhe
highest levels of administration. One outstandixgneple of an author with a poor record of ascemih@social and
political systems is al-Talvdi, whose writings have proven historically more famand widely-read than those of
his contemporary, IbPAbbad. And Ibn°Abbad, more than any other patron, represents alkTdis failure to rise

in the world of latéAbbasid courts.

® Following Bruns, | use the Jewish Publication 8ocbf America’s 1917 translation of the HebrewIBib
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Bruns posits that “[t]he lesson of Hilkiah is tlzainon is not a literary category but a
category of power [...].” | find his definition of canicity very useful, for the historical
breadth it signals and for its insistence on thdipal nature of reading. Two elements of
language history bear noting here. First, Brunslsion of a Hebrew holy text places us
in territory distinct from Alfonso’s medium of Romee languages (even though Alfonso
marshals those languages to make translationsadIMEastern texts); Louis Gardet
describes “the Semitic idea of the effective valtithe spoken word” (EI12, “D@d™), i.e.,
the tautology between utterance and act, at lelshwsod is invoked in the utterance.
This kind of binding speech, in which the declamatof one’s intents or desires vis-a-vis
God is materially the same as offerings and actfjerts, physical rituals such as rending
clothes), is a logic different from that observednedieval European Christendom:
Alfonso may state his wish to be Mary’s troubadoutr the CSM—despite their many
suggestions of Mary’s favor toward Alfonso and faisiily—do not depict her explicit
approbation of that wish. Secondly, canonizatioa asncept recalls scholars’ work,
especially in Late Antiquity. An originary versiah European canonization is the
process of including, excluding, and editing certiblical texts, especially those Greek
works that came to make up the New Testamentf8anbnizing a book meant
approving it as sound and sacred, Bruns now alerte a form of canonization occurring
within the book itself.

At a political level, Josiah is of course only paty analogous to my medieval
example of the king vis-a-vis literature. The moadlethe ruler obeying God in the
Hebrew Bible is quite different from a Castiliamgis obeisance. Josiah rends his clothes
to indicate his humiliation and grief that the bdws theretofore been unheeded, then he
speaks to his inner circle, and then to the gregaiblic. The book is itself a kind of
event, whose ramifications are dire but have nehlmmmprehended until Josiah’s
recognition of the text. Alfonso begins his CSMjp “to reveal the miracles She (i.e.,
Mary) performed” (KH 2), i.e., to celebrate graeé®ady given to Iberians and other
people from Christian empires. These miracles aikkmown among Alfonso’s
audience by virtue of the oral and written accodrtsn which he seems to be working.
(Many Marian stories were in circulation at thateéiin Latin, e.g., Juan Gil de Zamora’s
Liber Mariag produced in close association with Alfonso arel@sM Medieval Iberia
“Gil de Zamora,” para. 3]. The CSM draw on manyte same anecdotes as do the Latin
versions.)

Alfonso’s task is therefore not to convince anytra the miracles are real but to
convince the audience that his reverence is rehh&nlanguage credible. He is
responding to the canonicity of the miracle stonmstten and oral, which he folds into
his songs. So, while he resembles Josiah in hisggodrformance of devotion, he is
clearly interested in making a canonical work, whiosiah is not. For Josiah the text is
an end unto itself—certainly his reading it alosadts own work, which we might call a
performance of canonicity—while for Alfonso the #bage is to make truth claims in a
lyrical language theretofore used for statementsiapeople, not saints or deities.
Furthermore, and probably just as importantly, Affo’'s will stipulates, “Otrosi
mandamos que todos los libros de@antares de loor de Sancta Magaan todos en
aquella Iglesia do nuestro cuerpo se enterraragdas fagan cantan las fiestas de
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Sancta Maria [...]" (Antonio G. Solalind=d.,Antologia236, emphasis editor’s): ‘We
also order that all the codices of songs praisimgtiMary be interred in the Cathedral
(of Seville) and that they be sung at the festighlSaint Mary’ (translation mine). From
the proto-history of the lyric text, to its perfoamce, to its physical manufacture and
recitation in perpetuity, Alfonso’s effort works dime model of canonicity as delineated
in the Hebrew Bible.

The lyrical nature of the CSM brings up a probleentioned in chapter 1: how
do we speak about this poetry as both authoritatngedistinct from epic literature?
Insofar as Bakhtin characterizes the epic as “ddaafr'beginnings’ and ‘peak times’ in
the national history, a world of fathers and ofrfdars of families, a world of ‘firsts’ and
‘bests™ (Dialogic 13), then indeed the CSM appeal to an epic foraudiiority, and
Bakhtin’s epic-lyric proximity model stands (296)9Tertainly the universal claims of
the lyric voice narrating the works—and especidily refrains—support the theory. |
will focus on two elements of the CSM that trouBkkhtin’s argument: the particular
lyric language of the poems and the shifting positf Mary fromcantigato cantiga As
| have noted, Bakhtin argues that epic and lyrciaterested in monologic authority; but
he takes as his starting-points the Greek and Itditions, in which both epic and lyric
are composed in the same language. (In this ugedérm “language” | mean the sort of
conventional term one might use in describing gddinguistic system, e.g., “the Greek
language” and “the Latin language” as basic textsanean those phrases. Bakhtin of
course has a much more multivalent use for the temguage”; when he describes “epic
language” and “lyric language” he seems to meaguages or glosses that, through their
authoritative descriptions of the world, imply peutar kinds of literary speakers, in both
cases imperious and undialectical.) His readinGlaésics is of course not immediately
portable to the medieval period and its linguistiel literary developments in the
vernacular. Castilian enjoyed no lyric fame in Alfo’s time; it did not emerge as a
major lyrical medium until the fourteenth centuaypd came to dominate the peninsula
only in the fifteenth century (Beltrdn Pepkpética, poesia y socieddd5). In other
words, it was only then, more than a hundred yaties Alfonso’s death, that the great
epic (theCid) began to share a language with the most famoulsswad contemporary
lyric.

Bakhtin’s diglossia is a flexible critical idea, igh we might use to describe
characteristics within one language or among sélarguages (and with which we
might question the very identification of a langaas unitary and consistent). The
problem is that Bakhtin’s definition of lyric doest seem as versatile; the monologic
guality he attributes to it would preclude digl@sand thereby foreclose the wide
theoretical possibilities his work allows in otlgemres. The historical picture of
medieval Iberian literary culture, specifically tiwisions of genres among distinct
vernacular languages (see chapter 1), does naodinfatself contravene Bakhtin’s ideas,
but it does problematize them greatly. GaliciantiRguese as a poetic language is in
clear dialogue with Iberian epic mainly insofaitamarks the generic edges of Castilian,
which, as noted above, was at that point is thguage of epic.

| therefore argue for a clear scholarly distinatimtween lyric and epic in the
discussion of the CSM; in understanding the poesres @rpus, | think their lyrical
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quality should merit the bulk of our attention.ave noted how important the Provencal
troubadours and their lyric tradition were to tdamtigagenerally. People from France
played a key role in early Spanish consciousneasctnt languages: it was twelfth-
century Cluniac bishops who began the Toledo tediosi effort and thereby galvanized
the academic understanding of Latin in Spain (AlVaaducciones y traductoreg0-61;
Donovan Liturgical Drama?25; Marquez Villanueva, “Ways and Means” 150). Whe
Alfonso reenergized and expanded that effort, Lstmained the default language for
translations from Arabic, from which vernacularsiens were sometimes producéd.
Latin was also the predominant language in whichidlamiracles were recorded, both
in prose and lyric poetry. The project of buildithg CSM was therefore largely a project
of reading, synthesizing, and retelling accourasfit atin—in other words, a project
very similar to translation. There can be littlaudbthat the CSM texts drew upon Latin’s
authoritative cachet, i.e., the scholastic imparéawhich is the Cluniacs’ legacy and the
more remote cultural memory of the Roman Empirkbéria. And, of course, Latin was
the language of official histories and of the Clagpic tradition, two textual practices
using the same language of authority, in Bakhtopsion Dialogic 13). In this sense,
there is a hint of the epic inherent in any wor&vding from Latin, including that of
composing the CSM. | want to emphasize how deedpethia layer is, and insist that the
cantigais written in a fully-formed lyrical language wdléfore Alfonso’s project. In its
lyrical existence, Galician-Portuguese is unequalgavhat Bakhtin would term

dialogic, with only partial qualities which he aib@s to epic and lyric. Alfonso seems to
maintain quite faithfully the form of the Galicidprtugueseantigaas it exists prior to
the CSM, not only in terms of length, melody, aneten, but also in the construction of a
speaking (singing) voice. The CSM do indeed seelatithority of truth, but they use
techniques different from those of epic and offitiatory.

Here | encounter a problem in dialogic theory, bdatsac from which | think it
necessary to exit in order to understandctigtiga | want to describe lyric in an
extremely basic, formal way, then review other desions of the poetry. Lyric is no
doubt a multivalent term but, it seems safe to diesdt as a historically sung poetry
whose and that its singer is often a solo perforthés then logical to conclude that the
song’s authority rests very much upon the figuréhat singer. If the singer lacks fame or
gravitas, then Hé might signal the author to whom the song is aitel, in order for the
song'’s claims to resonate. (Of course, this presuim author and singer are identified
as different people, and the ideology of early apur poetry wants a unitary
singer/songwriter. It is difficult to imagine Alfep X as the sole author of any of his
works, least of all the very large collection ttiee CSM represent. | will address the
problems of identifying author and performer below.

For reasons of literary historiography, it is neszeg to speak of, and privilege, the
fraught problem of the individual in modern crifitanguage. In the past century or
more, philologists and critics have tended to assethe lyric with individuality. It is
not altogether clear to me how well-founded thesids; even if we are to accept its

% A notable exception is tHabros del saber de astronomimanslated from Arabic directly into Castilian.
" Iberian troubadours were exclusively male, as sppdojuglares a more capacious title in terms of class and
gender, on which see Ramoén Menéndez PRIzdsia juglaresc80-34.
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accuracy, it does not seem readily portable to paegry outside of a European idiom.
Indeed, the entire question of the individual pogbice is more complicated in
Alfonso’s poetry than that of his less-powerful tamporaries in Galician-Portuguese.
But it seems essential to address this conventaewdription of the lyric for the mere
fact that it is so popular with major artists, plsibphers, and critics of the European
canon. T. S. Eliot’s argument of “The Three Voioé®oetry,” although it claims
dissatisfaction with the term “lyric,” is predicdtepon the notion that the lyric is better
suited to self-expression than are other literamyrgs. During the same decade of the
1950s, Theodor Adorno also confirms this theorys #triking that, in such a contentious
argument as his “On Lyric Poetry and Society,” berss to accept received wisdom
about the lyric. (Although he signals very compg]ldirections lyric is capable of taking
in a social context, he does not argue againdtiteriography itself, which associates
lyric with a lone speaker.) To approach a famoudybaf songs from a Romance canon is
to confront a history of reading such songs; pestrapre accurately it is a historiography
of reading, a way of viewing the lyric as under tivenership of the solo performer. The
logical extension of this point is that, in the carof Western criticism, the lyric owns the
individual, i.e., it enjoys a generic privilegetime minds of many famous theorists.
European Modern criticism, which since the RomaR#ciod has assigned tremendous
importance to self-expression, seems thereforegiga great importance to lyric. (The
irony is that in Eliot and Adorno’s time and in tlieguages which they read very little
of the poetry being produced is called lyrical, aedy little of the lyric being produced is
called poetry.)

The other reason for privileging the individuahigolitical reality of 13th-century
Christian empires in Iberia: Although much premadéerature is more genre-driven
than author-driven (KilitoAuthor 3, explicitly following Gérard Genett@alimpsests
90), the CSM display an extraordinary preoccupatith promoting the troubadour and
author as individuals. Alfonso builds this corpiigoems for the express purpose of
assigning them to his name and his legacy as Hmgpph Snow, referring to the CSM
exclusively, confirms this: “Of Alfonso's known wks, theCantigasis the one with
which he is most personally identified and whichymeove to contain important keys—
even at this remove of time—to the kind of persewas or, better yet, the kind of
person he wanted to be” (Burns deimperorl24).

These two points are meant to illustrate that wherspeak of identification and
individuality in the CSM we are speaking about idgees of producing and reading
poetry. In other words, the focus on the individobably tells us more about criticism
of lyric than about lyric itself, especially in iemodern forms. At every level of CSM’s
composition, production as written and illuminapeeces, and recital as music, there are
elements of collaboration, borrowing, and diffusitins not clear whether Alfonso
performed them himself; even assuming that heldidyas one among many singers,
historically.”® As compositions, the CSM are self-referentiak likeCantigas

"8 Just as lyric theory reveals at least as muchtabodern reading practices as it does about théavalcur-text,
the history ofcantigaperformance brings us to the modern period. Thel @& the most widely-performed of all
cantigastoday. Because much more of their music is presetivan of profaneantigas(Sharrer 459), and because
musicians and musicologists have tended to preé&ecorpus’s sacred vein, musical interpretationh@fCSM are
many. The large number of voices that sing CSM—aar-encreasing number, as CSM are to this day arfa
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d’escarnho e maldizlCEM); but | would argue that they are distinctfrthe CEM in

that they aim for posterity as much as they spedkédir thirteenth-century audience.
Another contrast with the CEM, whose manuscriptsi i@ be quite plain and lacking
illuminations (or with illuminations that are incqtete), is that the CSM codices seem to
have received great personal attention from Alfoi$e CSM are not only lavishly
rendered in many cases, but they are also thedudfjélfonso’s instructions to his

artists and bookmakers as to the poems’ appeardaceration, and musical notation;
they are mentioned explicitly in his will (Greenf®olitics” 326; Guerrero Lovillo 14).
Martha Schaffer opines, “Creo que Alfonso manddardp musica porque corresponde
con sus ideas sobre el poder del libro; la musdaduye para que el «lector» del codice
comprenda el texto de la misma manera en que eink®@y de una cantiga lo
comprende”: ‘I believe that Alfonso orders the cogyof the music because it
corresponds with his ideas on the power of the pthekmusic is included so that the
“reader” of the codex understands the text in Hrmesway in which the “listener” of a
cantigaunderstands it’ (ed. Montoya Martinez and DomizgRedriguezEl
Scriptorium141, translation mine). Another way of saying ikithat the music is
essential to the work’s canonicity.

Thecantigareadings in this chapter will confront the tigimding between
individual and lyric text, both in the critical lgnage on lyric and in the specific logic of
the CSM. That Alfonso wished these songs to becmajor part of his identity (and
vice versa) is attested by their textual contentsthe king’s production of intricate CSM
manuscripts; this effort of legacy-building througbetry resonates in modern criticism’s
association of lyric with the individual singinglgact. The result is that Alfonso now
receives a dividend in the form of literary histmiaphy, one he might never have
anticipated.

The fact that the CSM depict miracles throughoetibas well as certain stories
from elsewhere in Europe, while it might seem a daune feature of the collection, in
fact signals a major formal challenge faced by Adim. | have argued for the importance
of geography in IbfiAbbad’s praise, not only in understanding of the poefuisttion
but also in the work of praise itself. JustAbbasid provincial citiegis and Mashhad
are different panegyric sites from Baghdad—whosg wame is a sort of honorific in the
medieval Arabic lexicon—we must consider the cdityrand remoteness of places
evoked incantigas For Alfonso, the task is twofold. The CSM mustdvead in their
truth claims, while treating Iberia with an insiteeye for detail. As mentioned in
chapter 1, the CSM come out of a long traditioMafian miracle tales in Latin, at once
provincial and cosmopolitan, specific and univer$ale miracle in Latin spans Europe
and the Eastern Mediterranean: stories issue fibancaund Christian empires and attest
to events everywhere therein, as well as the eaatet southern Mediterranean. So just
as medieval epics (e.dz| Cid, Song of Rolandtie an empire together with specific
geographic references and the integrity of the’saranquering mission, the miracle
story insists that particular towns, cities, andd® have experienced divine intervention.
A significant portion of the CSM adapt extant Latiorks, and their geographic scope

among early-music players—may effect a dilutiothaf pool, and therefore loosen the identificataypd between
Alfonso and these works.
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reflects that: the songs tell of events in Fratiedy, Syria, Morocco, Palestine, etc.
Because Latin is the main language of Christiamtghalism and medieval hagiography,
the CSM must make a case for their own vernacataguage as suitable for the pan-
Mediterranean miracle claim. They make this cagdiaitly, as we will see below. When
they take on a local Iberian flavor, they speakeoharkably specific events, as if the
miracles were rumors spreading, becoming legemabtteen—through the insistence of
authoritative speech act—solidifying as acceptath$:. It is reasonable to assume that
many of the Iberian villages and roads, conventss,iand stables, were insignificant
before they became the topoi of miracle stofiekhe CSM, of course, render these
places all the more famous; but the poetic tegareful to note the particular
characteristics of each place, as if the obsctotfame narrative were itself a miracle.

9 Oftentimes, it must be noted, proper names (irclyglace names) appear in CSM primarily for thieesaf
rhyme. The reference to the gorge Muradal in CSEI f8ems to be one such case. The clearest cabis adcur
with persons’ name invoked as clear rhyming meatsag.g., CSM 5, 35, 122, 125, 135, 155, 353)ttere are
also several cases of conveniently-rhyming plagceasa whose geographic importance is clearly perghtie the
main sites of miracles and peregrinations notatiénsongs (e.g., CSM 182, 271, 273, 277, 329, 386).
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CSM 292: ‘Muito demostra a Virgen, a Sennor esperital,/sédaed’ a aquele que acha
sempre ledt ‘The Virgin, Spiritual Lady, clearly reveals Héyalty to the one She finds
ever loyal’ (translation KH 352-54)

Throughout his multilingual oeuvre, Alfonso rarehysses an opportunity to cite
the legacy of his father, Fernando Ill, but thaidency is especially significant in the
CSM. As mentioned in the previous chapter, Fernama® a patron of theantiga and in
fact a major work of profane Galician-Portuguesag# lyric celebrates his conquest of
Seville (Iglesia 2:223-24), an event which CSM 282s to great effect. In the logic of
thiscantiga Fernando was an earner of Mary’s favor becaugmlieher such careful
tribute, accumulating successes of spiritual, palit and material nature and reserving
for his son a fortuitous situation of an expandédigiian empire. Fernando and his
success demonstrate Mary’s intervention in the dvarld her intentions for certain
outcomes, such as the defeat of Islam and the vaked Seville. In death, he becomes
her interlocutor as well: the explanatory introdaietof this song recounts “Como el Rey
Don Fernando&o ao Tesoureiro de Sevilla e a Maestre Jorge casseén o anel do seu
dedo e o metessen no dedo da omagen de Santa Mati#sw King don Fernando
came in a vision to the treasurer of Seville ant&ster Jorge and told them to the take
the ring from his finger and place it on the statfieloly Mary’ (KH 352). The physical
element of the miracle is the discovery, by highkiag royal subjects, that the ring has
come off of the statue’s finger. This event seeatisar unremarkable to be deemed a
miracle; its inclusion in the CSM likely indicaté#fonso’s interest in promoting an
event under his reign as miraculous, and of caargmplicate himself in the event.

The motive of this song, to illustrate recent Gastihistory rather than long-past
events in Christendom generally, has great stracturd stylistic consequences. The
conventional CSM structure, in which the lyric skeratells of Mary intervening directly
in people’s lives, is subordinated here: Fernaretfopms the acts normally reserved for
Mary herself. Mary’s active role in the kingdoncisntained in the past, an analepsis
that, as | will demonstrate, frames Fernando’sge®ven as the song itself frames the
Marian pasf!' The construction of a recent past in this songesatear that the CSM
want to change extant methods of hagiography: afhonany of them adapt Latin
miracle stories with only subtle structural andrave changes, here the text bypasses
the Latin model altogether. The work is to versifg immediate, contingent world of
Iberian royal politic$? The CSM's initial audience in all likelihood indles Fernando’s

80 Each of the CSM starts with a brief prose expiarabf what story the song will tell.

81| cite Gérard Genette for this term and its déifini “any evocation after the fact of an event tio@k place
earlier than the point in the story where we aramgtgiven moment’Narrative Discourse40). Two qualifications
are in order: (1) a shorthand version of this d&éin is ‘flashback,’” but that near-involuntary adftmemory is not
precisely how analepsis works in the poem; (2) s of Genette’s notion of analepsis should nohterpreted to
mean | read the CSM as narrative in genre norsagdy in cognition. | invoke Genette’s work heredgse | find it
useful for its precise taxonomy of narrative desiead for its widespread familiarity in the candfiterary theory.
82 \We see very much the same phenomenon with GodeaBerceo, whosklilagros de Nuestro Sefioia the
other major example of medieval Marian lyric inlerian vernacular. In thililagros, the one song which appears
to be entirely of his own composition (and not dagtation of Latin works) is “La iglesia robada,hieh cites
Fernando. It should be noted however that Marfiésintervening entity in this song; Fernando reegipraise but
his main role is to mark the precise reign in whiod miracle happens.
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own past subjects, who will remember him—evendirttmemories are faulty, Alfonso
will not let them forget. And, it is logical to agse, they judge Alfonso against his
father’s legacy.

| would argue that any panegyric literature produgeraise economy, a set of
exchanges which criticism serves to make visiblee TSM are so explicit about the
units of exchange that some critical phrases becwaeredundant. This song invokes a
language of transfer—deeds, goods, labor, safeagagguarantees—to produce the
blessings to which it and all CSM attest. To explahy King Fernando’s ring has
value—i.e., why it should represent a substantimeunt of capital to Mary—theantiga
lays out a back-story in which the living Fernandas constantly paying tribute to her. In
this historiography, their relationship had bottinrate and public manifestations. A
rigorous series of regular tributes from Fernaretaused for him Mary’s grace and
support in his projects: when he would wrest a tityn Muslim control, he would erect
a statue of Mary in the portico of the central masgAquid pro quoemerges in the
poem: Fernando’s good comportment and pious {iiemphalist Christian) deeds
pleased Mary and she blessed him so that he migiincie to do the same. Discrete
languages intermix and produce a very worldly fafritheology: as with so many of the
CSM, the languages operative here are of commeraetal status, and intimacy. For
Fernando’s loyalty, Mary “ben I ar pagou seu jaft® ‘generously paid him his wages
in return’ (KH 352).

As noted above, this talk of exchange and paynsethiei norm in the CSM, but
what arrests our attention is how abrupt the mewe marital fidelity, love, and pious
political speech. In what | consider to be the noashplex lyrical moment in this work,
the speaker explains that Fernando’s service ty Maalesces in a bond that only
Fernando was equipped to articulate to the woAdst estes dous leaes lealdade fez
amar,/ca el sempre a servia e a sabia loar”: ‘Tiese two loyal ones, loyalty made them
love (each other),/as he served her always andgatdier’ (translation mineleaes—
literally, ‘loyal ones’ but of course it also medtegal ones,’ i.e., those bonded legally
(DDGM, “leal”)—is so emphasized here that it is dtmd and redoubled. Simple
numbers dous two) do it first, then the aural and morpholodjidaubling in ‘leaes
lealdadé rendersleaesnot only multivalent but also a refraction of aen self: loyalty
and legality, both, made both of them love eaclemthas lovers loyal to one another and
in a licit bond. This repetition—first the plurarm ofleal, followed immediately by the
abstract noutealdade indicating the state of beingal—suggests epanalepsis in its
insistence and its suggestion of polysemy. Thekstgof these two words, directly next
to one another as we might find in a lexicon or phatogy chart, is unsubtly didactic.
But its placement in poetic speech allows it goEgith of expression: this one line walks
the reader across an entire range of ethical ayad $ggnifications foteal(-dadg, which
cumulate in Fernandolsar: to laud, praise. The artifact of thantiga the proof of its
existence, is proof of another doubling, becausedhtigais of course Alfonso’s
document ofoar and therefore evidence of the father’s practikenaup by the son.

8 The wordjornal appears “jor[nal]” in Mettmann, indicating thaetmanuscript’s text may be damaged or
obscured but it is surejgrnal in the original. Given the context and rhyme oatign of an-al ending, there are
few to zero other possibilities.
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E pois lo ouv’ y metudo, segundo com’ aqui diz,
muitos miragres o Fillo da Santa Emperadriz
mostrou por el senpr’ e mostra, e ssa moller Beatri
aduss’ y depois seu fillo, non passand’ a Muradal.

After She had set him (Fernando) there, accordinghat it says here,
the Son of the Holy Empreéésvrought many miracles for him,

as He does all the time. He (Jesus) brought himépelo’s) wife Beatriz
there,

then his (Fernando’s) son, not passing through Nalra

(translation mine¥®

The song is explicitly about transfer, of precipeople and precious metals. The bond
between Fernando and Mary allows the lyric spetikexplain Castile’s immediate past
as a product of religious devotion and the legatiazt of marriage. Then, as events in
the song approach the contemporary (i.e., Alfonsaign), they take on a material and
governmental character: Fernando visits in spnifto declare that his statue in Seville
should be changed, lest it overshadow that of Mdeyvisits the world of mortal affairs
in the form of a vision—thenodus operanddf Mary herself in the CSM—and tells the
character of Mester Jorge to relay a message tmédf. Fernando’s instructions are to
alter his statue such that, rather than sittingpisrthrone by himself, he will be depicted
kneeling before Mary. Furthermore, he wants hig mroved from his finger to Mary’s.
The conveyance of Fernando’s ring from his stabubat of Mary will set the narrative
down at a marital endpoint, the full realizationatifthe Christ parallels the song has
suggested.

The family structure itself is an argument in thisg. Whereas we have seen that
Fernando’s relation to Mary is near-matrimonialfoflso’s maternal family line is a
near-metonymy for Mary’s family. Through strenuausrk of double entendre and
suggestive language of the Alfonsine family linestsong lends a sense of inevitability

8 The Son of the Holy Empress’ (“o Fillo da Santaieradriz”) is Jesus.

8 In my translation | have tried to adhere to thetay and line breaks in the original text whenguassible,
although often | have found it too awkward to m#ie English imitate the flexibility of syntax in (&@an-
Portuguese poetry; therefore, line breaks in trewversions vary considerably. When using KH'’s tlatisns,
which do not include line breaks within stanzaslwruses, | insert line breaks. In the translatib@SM 292, the
many parentheses are regrettable but necessagyrify the many pronouns in the original text. Mbaffered my
own translation here because | believe KH contaimerror. She translates “E pois lo ouv’ y metuds”After he
had placed his son there’ (KH 352). The lower-casé indicates Fernando; pronouns referring to Maing Jesus
are always capitalized in the translations. Thessfthe translation understands this line to me&&fter Fernando
had placed his son there.” This does not seemlgessicontext; if it were, the lyrics would sugg#sat Fernando
placed Alfonso in Seville, and thereafter Jesusedmw brought both Beatriz and Alfonso to SevillaiagThe
other possibility is that the song is suggestirag Beatriz's safe passage to Seville is in the amgf one of
Alfonso’s brothers when it refers to Beatriz's sdfi...] Beatriz/aduss’ y depois seu fillo™: ‘[...] H&Jesus) brought
Beatriz and his (Ferndando’s) son’ (translationejiiNeither possibility would fit theantigawell. Narrating a
story in which Alfonso has gone to Seville, anditsemehow goes to Seville over again, would be tavintuitive;
and if the lyric were referring to one of Alfonsdisothers, it would most likely specify one of g rather than
saying ‘her son.’
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to Alfonso’s royal position, in Iberia and beyontlhat is crucial about this turn to Jesus
(some CSM invoke him, many refer only to Mary) amgbarticular his title of “Fillo da
Santa Emperadriz” is that Alfonso sought a vergelg-related title for himself. Chapter
1 has cited his campaign for the Holy Roman Empire;striking historical fact is that
Alfonso’s legitimacy as a candidate rested on hosher Beatriz’'s (1198-1212)
bloodline: she was the daughter of Philip of Swdbi/7-1208), the son of Frederick |
Barbarossa (1122-1190), Holy Roman Emperor. Thebs{ism is unsubtle, placing
Alfonso in close and productive relation with JesAs Jesus is the ‘Son of the Holy
Empress,’ so is Alfonso. It follows that FernanBeatriz, and Alfonso’s safe passage to
Seville is parallel to Joseph, Mary, and (prenatabus’s move to Bethlehem.

In a collection of songs valorizing certain sitespiritually prominent (especially
Santiago de Compostela; but many others emerge,asuBadajoz, Burgos,
Constantinople, Damascus, and Jerusalem), in CSMt29clear that Seville’political
prominence is what occasions the spiritual evemiodcle. When Fernando dies, he
enjoys such favor from Mary that she ensures haclaimed (sic) the best king ever to
hold the throne and (She) caused him to placedmsrsSeville’ (KH 352): “que polo
mellor morreu/rei que en seu logar fosse, e feypero meteu/el Rei seu fill' en Sevilla
[...].” Seville becomes the topos of perpetual mieacl

Fernando invites a historiographic redress irshlsction of Mester Jorge
(‘Master Jorge’) as his interlocutor. Jorge is éinesan who, at Alfonso’s orders, made
the statue and the gold ring that sits on its fingjbat is to say, Fernando is issuing a
corrective to Alfonso’s statue-building project—#bte statement that Fernando, close
to Mary in life and all the closer in the afterlifenows better than his son how to serve
her. As Jorge receives the message, he ‘hearkeémshenwords,’ to adapt slightly the
phrasing of 2 Kings above. Jorge rushes to theestasite, the city cathedral, whose
doors are made “d’ our’ e non d’outro metal”: ‘afld and of no other metal’ (KH 353).
Precious metals become a motif and find two agenperform their worth: Jorge needs
the city treasurer to open the church doors forhira., the one who accounts for royal
wealth and under Fernando oversees the portidthektclaimed by the kiffgmust
appreciate the import of Jorge’s words and opeletgrecious-metal gateway.

Words function as a form of currency, weighed axchanged for materials and
pious acts. This premise of course subtends the &SMlyrical production, a vocal and
textual tribute to Mary requesting “que me dé gudda com’ ela da/aos que ama”: ‘that
She give me the reward which She gives to thoséosles’ (KH 2). Here in CSM 292 it
enters the realm of the intellect, cogitated andiopmed by the treasurer, whose very job
it is to oversee rewards, incomes, payments, avidgsa Although a great many CSM
turn on economic themes, this composition is smke®cused on promoting the
Castilian monarchy that it might recall for us therkings of a budget.

What we see in thisantigais what is in many ways redundant in the next gong
be analyzed here, CSM 132. Whereas 132 explidatésxitual sources (i.e., a well-
known written account in Latin), CSM 292 reportsart happenings and imbues them
with causality and intention. CSM 292 deals withamecdote probably well-known

8 The collection ofercias reales‘royal thirds’ from tithes, was an innovation Bérnando’s regime, for which he
gained papal approval, after some effort (O'Calaghlistory 455-56).
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throughinformal oraltransmission. The object is to convert that anecddo an
indisputable fact of history, and to associatesis@ongly and personally as possible with
Alfonso himself.

The temptation to follow Bakhtin is evident her®nbt this mode of lyric
historiography an example of epic language as heackerizes it? Partially, yes. The
lyric speaker—who, as we have seen, identifies éihas “Alfonso” in the Prologue—
derives his authority from the reliability of anetés that he has received (“segundo
com’ aqui diz”); he then relies on his troubadorgdential to distinguish himself as the
appropriate, competent performer of those anecdBtdshat entire operation rests upon
the image and narrated actions of Mary in tresggigas and she is a major complicating
factor in the epic-lyric proximity Bakhtin suggesfss we will see in the course of this
chapter, Mary’s role and behavior vary so markekat she herself resists a monologic
reading. Her beatific presence in these works eaindmscendent, abstracted from certain
worldly concerng/ but then she intervenes in some of the exact \yoméitters and
mortals’ actions which she supposedly transcentdsugh moments, she imitates not
only the behaviors of mortals but also their vultiglities, as if her descent to earth had
temporarily deprived her of the ability to transdem this way, we see that the
multivalence and canniness of dialogue need nbatbd to satire, or even profane
genres more broadly.

87 To take two examples, CSM 165 and 251 insistMuaty’'s spiritual power is wholly separate from therld, and
even present an argument against any importanariglg assign to physical, mundane reality.
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CSM 132: “Quen leixar Santa Maria/por outra, fara folidHe who leaves Holy Mary
for another, acts unwisely’ (translation KH 163-64)

The CSM may be an attempt to destabilizedduatigds profane base as they
reach for the sacred, but their texts demonsthatiethere is very little transcendence
going on at a stylistic level. As argued in chagteAlfonso’s ambitions do not include
any outright revolution in language, and he is emmways moderate as he reshapes
poetic genre. The worldly concerns of tantigas d’amorCantigas d’amigpand of
course the CERf—i.e., the entireantigacorpus prior to the CSM—are also the
concerns of his sacred works.

This song is a kind of theoretical counterweigh€C®M 292. My intention in
selecting CSM 292 for analysis was to show theifipdastorical valences Alfonso
wishes to apply to events in his own kingdom, imear his own epoch. CSM 132
showcases the other major historicist move thesgssmake: the archival work of
troving recorded events from throughout Christend@ndering them into the signature
Iberian lyrical idiom of the thirteenth century,daim the process adapting the extant
Latin accounts to make them as resonant as possitile songbook as a whole. Because
the CSM treat the living culture of church, crovand religious pilgrimage—all as
Spanish phenomena—the effort inherent in compaaimhperforming CSM 132 is to
show its relevance to a Spanish audience. So,eartl hand, there is a remarkable
Iberian specificity to many of thesantigas which is not only conspicuous but also
politically operative in CSM 292. On the other hatie CSM select and adapt extant
miracle stories from the Latin corpus, adding aarteetails, omitting others, and
generally refashioning European hagiography adendn production. This helps to
further problematize the Romantic-era associatfdgr with the individual; the
collaborative effort of making the CSM songboolaisact of collecting previous texts
from various sources, all with an eye toward delhgethe sacredantigasto the
collective of the Spanish audience.

The generic claim | have made previously—that tB&/Gnaintain constant
tension between the profane and the sacred—nownteExmore specific: this tension is
centered in the speech and actions of Mary. Simalsighe key critical problem in the
CSM and the key problem with Bakhtin’s theory afdy In certaincantigas she is a
monologic textual presence, the gaze upon heratgazrd a triumphant, monolithic,
untouchable past. The miracle of her having comzkthe son of God, an event never to
be repeated nor equaled, produces residual mimackas among believers and infidels.
The temporality of Mary-related events is less ingat than the fact that the miracles
related in the CSM are subordinate to and deperateher originary miracle. In this
sense, and quite clearly in CSM 292, Bakhtin’s entibn holds: “The important point
here is not that the past constitutes the contetiiiecepic. The formally constitutive
feature of the epic as a genre is rather the teamm$fa represented world into the past,
and the degree to which this world participatethepast” Dialogic 13). But as we turn
to CSM 132, we see thmastparticipating in thevorld, i.e., Mary speaks in ways that
blur the distance between her and the quotidiatemadistic, language of Christian

8 These labels are applied by scholars after tine#tith century.
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mortals. Here a very useful set of questions enseagpeut the CSM and the lyric more
broadly.

The CSM are at least as preoccupied with the bedyr@any other kind of
cantiga Even the acts of transcendence depicted in th@ &8 often achieved in a
tactile realm of senses and bodies interacting thighphysical world. The body is
worked, regulated, protected, and laid bare; th&kwbbuilding sacred speech neither
marginalizes nor erases the corporeal. This deamedesiring body informs the CSM’s
preoccupation with fealty, which is exquisitelydteed out in this song. The choral
opening, with its admonition that ‘[h]e who leawdsly Mary for another acts unwisely,’
makes clear that Mary is in competition with cartaiembers of the laity—especially
women, and most especially those who are good agarprospects, i.e., wealthy and
endowed with physical and libidinal charms. The CiaBist on two seemingly
contradictory attributes of Mary: she is both ans@endent figure of the infinite and, at
times, a worldly consort. We know from the lyriapos that people can and do leave
her—priests, most often—and that she respondsspitlech and physical gestures
wholly consistent with a betrayed wife. The prieg€alty to Mary is a project of self-
denial (‘a handsome and wealthy priest of hightpmsi nonetheless ‘so humble that he
always wore a hair shirt next to his body’) busitlso a project of uxoriousness.

The problem with which the song is working is cogad and economic: how does
Mary manage the whims of a man who will enjoy pbgkand financial benefits with
another woman? The priest, hairshirted and faithfel, celibate), gets a taste of private
wealth when his parents bequeath to him their \am#syand orchards around Pisa,
whence comes this stofyHis relatives, glad for the sound transactionroperty from
deceased parents to son, take this as the oppgrtar@ntice the priest to parlay his good
fortune. Certain predictable conflicts arise frdnstcampaign—the ideal of subservience
against the ideal of social ascent, spiritual guagainst material prosperity—but perhaps
not so predictable is the opposition of piety vensmason.

E do que lle mais falavan
per gue sse mais alegrasse,
era de como II' achavan
casament’, e que casasse;
e razdes lle mostravan
muitas que o outorgasse,
mais a el non lle prazia.
Quen leixar Santa Maria
por outra, fara folia.

Pero tanto o trouxeron
per faagu’ e per engano
gue outorgar-lle fezeron

8 For Iberian audiences, the reference to everiésia may recall Bona de Pisa, the saint who istedigve
walked from her hometown to Santiago de Composgte®alicia (DanglerMediating Fictions30-31). As of the
twentieth century, she has been designated therpsaint of flight attendants.
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que casass’ en aquel ano;
ca de chao lle disseron
gue faria gran seu dano
se el moller non prendia.
Quen leixar Santa Maria
por outra, fara folia.

E demais que lle darian
htia menynna donzela
das mais ricas que sabian
ena terra e mais bela,
porque ambos vivirian
sen coita e sen mazela

e sen toda tricharia.

Quen leixar Santa Maria
por outra, fara folia.

[...]

Pois aquest’ ouv’ outorgado,
0 prazo das vodage

en que ouv’ a seer graado
gue do seu, que do allo; [...]

So that he might be even happier,

they urged him to marry

and said they would arrange

a match for him.

They presented him with many good arguments
to make him agree to it,

but he did not like the idea.

He who leaves Holy Mary

for another acts unwiseR).

However, they pressed him

by flattery and deceit so strongly

that they made him consent

to marry that year,

for they told him plainly

that it would be greatly to his detriment
if he did not take a wife.

He who leaves Holy Mary

for another acts unwisely.

% In KH the chorus appears only once. | have addatithe end of each stanza, as that is the wag 8M indicate
each song was performed.
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Moreover, they would give him

a young maiden

chosen from the richest and most beautiful
they knew in the land,

and both would live

without sorrow

or flaw or deception.

He who leaves Holy Mary

for another acts unwisely.

[..]

After he had agreed to this,

the time set for the wedding arrived

in which he was to be enriched

by his own and another’s wealth (KH 163)

The medieval Romance corpus attributesrigano(engannoor engafioin Castilian) a
highly negative connotation. lras siete partidag&lfonso defines the court as the place
in whichla espada de la justiciéithe Sword of Justice’) is kept, which punishéss"
escarnios e losngafioe las palabras sobejanas e vanas que fazen méssemvilescer e
ser rahezes” (2.9.27, emphasis added): ‘the jisghoodsand outrageous and vain
speeches which render men contemptible and means(tScott 2:328, emphasis
added)’* Further, the ternengafiés most famous literary appearance is ttitero de los
engannos de las mugerasanslated ashe Book of the Wiles of Wom(ételler),
translated from Arabic during Alfonso’s reign bytking’s brother (Wack$;raming
92)%2In CSM 132 this deceit (as translated in KH), dewis in fact worldly reason: the
family presses the priest to marry for the cleat mmmediate benefits that such a move
would offer him. The song presents a curious argunike family-members’ perfidy
(engang and the oral presentation of reasarz@e3” stand in close proximity to one
another, which would be striking enough even witithe chorus. Making truth-claims
that presume universality, the chorus suggestghleatamily’s ideas become foolishness
(folia, which also denotes insanity) when implementethypriest. Here one is
reminded of John Milton’®aradise Lostmuch of which is a quarrel with rationalism:
“The exercising of reason is its own temptatiog;pérverse sweetness ravishes the
intellect and drives one’s thoughts from Heavendad sweetness would make us
blessed” (Stanley Fisl§urprised by Si241).

1 Note the neighboring positions occupieddsgarniosandengafiosn this passage, perhaps a suggestion that the
legal corrections for both slander and intrigueza#d of one overarching administrative logic.

2 This Castilian book of Eastern didactic talesdsttknown by another titl&endebarSindbad. Sendebar, one of
the major characters in the book, suffers as dtreba queen’sngafios

9 KH translatesazdesas ‘good arguments,’ which gives the sense op#isuasion that the parents are trying to
accomplish, and also conveys the sense the termshasord’ (DDGM, “razon” and Benjamin LilMedieval Joke
Poetry5).
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Engano/razbess one of several juxtapositions with which thisig makes plain
the human faults it wants to fix. The lyrical indkection alerts us that it will use the
language of juxtaposition and comparison to forwtsdxioms about the world:

toda a ffremosura

das outras € nemigalla

nen toda ssa aposturatanto coria palla
contra a desta

For all the beauty

of the others is nothing,

nor is all their charm worth a straw
compared to Hers (KH 163).

The priest enacts this truth claim in his appeazard treatment of the self; the stanza
directly following begins the narrative with

un crerigo fremoso

e ric’ e de mui gran guysa,
mais era tant’ omildoso
gue celico por camisa
sempre acaron vestia

a handsome

and wealthy priest of high position.
However, he was so humble

that he always wore a hair shirt
next to his body’ (KH 163).

His body, upon which the world has shown great faraust be made to suffer—even if
slightly—in order to regulate it. As the lyric siea has laid out a hierarchy of attributes
among women, the priest then shows an exampleabhibrarchy in his own masculine
form. The sense of self that is articulated in “&nat’ omildoso” (‘he was so humble’)
must impose discipline on the outer layer of thdybde uses physical, habitual
techniques to maintain the position of piety andatity over physical and material
attributes.

The chorus is the center cdintigas authoritative speech, but it is not the
exclusive source of their authority. Note thatldreguage of argument and domination is
explicit in several lines quoted above:

Pero tanto o trouxeron

per faagu’ e per engano
gue outorgar-lle fezeron
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However, they pressed him so much

by flattery and deceit

that they made him consent.

(translation from KH 163 adjusted here to emphasigeortant line breaks)

Outorgarderives fromaucbricare in Latin vulgate, whose idiomatic meaning is tongd
(DDGM, “outorgar”). We should not however lose gighthe term’s morphological
significance, stemming as it does from the othdrciaa-Portuguese wordutoridade
(‘authority,” also spelle@dutoridadg. Therefore, the appearancesaforgarand
outorgadoabove have an economic, mercantile valence: Kidaen“outorgar-lle
fezeron” as ‘they made him consent’ and “[p]ois egfuouv’ outorgado” as ‘[a]fter he
had agreed,’ but what he is consenting to, or id@eghorizing, is a contract. That the
contract is for marriage does not in any way migges economic nature.

The priest is made the fool because he has notdavgtion to Mary but also an
unceasing practice—he should therefore know b#itar to assent to the marriage plan.
“Demais las oras rezava/ da Sennor de piadadefth&umore, he prayed the hours of the
Merciful Lady’ (KH 163), that is to say, he learm$orm of wisdom which should
insulate him from the pernicious rationalism of family members. The idea of
marriage, thoroughly logical in the mundane andemailt reality the family occupies,
becomes foolish when accepted by the priest, wphsger is a form of training meant to
preclude such decisions.

How, then, does theantigaaccount for his failure? As with 1I5Abbad’s tribute
to his mentor Ab |-Fadl, | want to recall Bourdieu’s point, “Thewer of words is
nothing other than théelegated powenf the spokesperson [...].” The priest has no
words; he is acted upon but never a catalyst afSae speech. | therefore argue that he is
not competent to make decisions. This deficit afrse requires miracle to redeem it: the
priest withdraws momentarily from the wedding prepi@ans, recalling his long neglect
of praying the hours (i.e., ever since he had agreeved). He enters a church to pray,
attempting to resume the practice of a pure dev&@eep overcomes him mid-prayer,
and he has a vision of Mary,

dereita-

mente a el & logo

e disse-lle: “Sen sospeyta
di-m’ hiia ren, eu te rogo,
gue de ti saber querria:
Quen leixar Santa Maria
por outra, fara folia.

Non es tu o que dizias

gue mi mais que al amavas
e que me noytes e dias
mui de grado saudavas?
Porqué outra fillar yas
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amiga e desdennavas

a mi, que amor ti avia?
Quen leixar Santa Maria
por outra, fara folia.

Demais saudar-meegs

pois que te de mi partiste;

en todo torto meses,

di, e porqué me mentiste?
Precaste mais los seugeb

ca 0s meus? Porqué feziste,
sandeu, tan grand’ ousadia?”
Quen leixar Santa Maria

por outra, fara folia.

She came directly to him

and said to him: “I pray you,

tell me something in all frankness
which | should like to know from you.
He who leaves Holy Mary

for another acts unwisely.

“Are you not the one who used to say
that you loved me above all else

and constantly prayed to me

with all your heart?

Why were you going to take another
love and spurn me,

who loved you?

He who leaves Holy Mary

for another acts unwisely.

“Furthermore, you come to worship me

after you have left me.

You have done me great wrong.

Tell me, why did you lie to me?

Did you value her attributes

more than mine?

Foolish one, why did you do such a rash thing?”
He who leaves Holy Mary

for another acts unwiseliKH 164)

As | have noted, the song articulates the prigstationship with Mary—its own
contract—in worldly terms. His fealty is a practibeough which he is educated; it is
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also a monogamous relationship, requiring tribgtevall as self-denial. The priest has at
this point lapsed twice—the first time compromishig mind and morals in the face of
his relations’ appeal to him, the second time Iggiold of his conscious mind at the very
moment he has resolved to pray once again. Anduwith both of these lapses signify his
lack of mental fortitude and clear weaknessessrfiristian self, the second one is the
productive onedeus ex machinar, more properlyMaria ex machinaSuccumbing to
sleep—i.e., losing his already-unreliable abilitiesnaintain his convictions and practice
Christian ritual well—he allows his moment of sdiga.

Mary’s speech in this composition is remarkableit®synthesis of divine
authority and personal, intimate vulnerability. Tdaamtigagraphs several forms of
guoted and reported speech from the dramatis peessnch that Mary is the only one
who speaks directly. She is clearly in a differeass of persona from the average
mortals who populate this work. But even thoughvwmce grants her an agency and
incontestability matched only by the lyric speakdend, as we will see below, the
speaker makes clear in his remark ‘as | found @nitthat his truth claims derive not
from his person but from his research abilitieg), $peech could just as well be that of an
outraged mortal wife. What stands out so starkbirag} this authoritative figure of Mary,
as she intervenes in the priest’'s slumber, isgshatdemonstrates indignation and outright
jealousy, inferring that she can be hurt by thegits negligence. We might conclude that
she crafts her speech in the language of the wibogertly beloved (1) because this is
the language which the lyric speaker has alreathpkshed in explaining how the
priest’s story signals general moral truths; andogtause such a language is the one
most likely to resonate with the priest, who léts prospect of domesticity distract him
from his clerical fealty. But most importantly, $hthoice of language indicates how
crucial it is for the song to make its moral ankigreus claims in an idiom of profane
love. There are formal reasons for this. Firsthgdantigawas an exclusively profane
genre until Alfonso expanded its repertoire, aavehnoted. Secondly, the versions of
this story in Latin and Riojdfhsuggest that they are all drawing from one or more
common source(s) in which Mary speaks to the passt wronged companion. There are
also pragmatic reasons: the CSM were crafted tealfp an audience that included the
laity, whom amorous and domestic messages welly lik@ffect more than abstract
calls to revere Mary.

The priest, though troubled by his encounter wh#hVirgin, proceeds with the
wedding. As he sleeps and encounters Mary, his rgaagts have taken their places for
the banquet.

Pois que II' aquest’ ouve dito,
foi-ss’ a mui Santa Reynna,;
e el no coracon fito

lle ficou end’ a espinna.

E, per com’ achei escrito,

as mesas mandou agynna

% For the Latin, see Gil de Zamora, Milagtaber Mariae (trans. Francisco Rodriguez Pascual 142-43)hfer t
Riojan, see Berce@bras completag1-64.
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pder; mais pouc’ el comia,
Quen leixar Santa Maria
por outra, fara folia.

[...]

Enton ambo-los deytaron
na camara en un leyto;

e des que soos ficaron

e el viu dela o peyto,

logo ambos ss’ abragaron,
cuidand’ ela seu dereyto
aver del, mais non podia.
Quen leixar Santa Maria
por outra, fara folia.

Ca pero a gran beldade
dela fez que a quisesse

0 novio de voontade

e que lle muito prouguesse,
a Virgen de piadade

lle fez que o non fezesse.

When She had told him this,

the Most Holy Queen went away

and left him

with the thorn of Her reproach in his heart.
Then, as | found written,

he ordered the tables to be quickly spread,
but he ate little,

He who leaves Holy Mary

for another acts unwisely.

[...]

Then the couple lay down

on a bed in their chamber,

and as soon as they were alone

and he saw his bride's breast,

they fell into an embrace,

and she thought to enjoy her rightful pleasure with,
but she could not.

[..]

For although her great beauty
caused the bridegroom to desire her
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and feel great attraction for her,

the merciful Virgin

caused him not to possess her

(KH 164, ellipses added to fit lines’ order anddk= of the original).

The song cements its claim to authoritative spésalsing two techniques. First, the
lyrics establish mastery of time; second, they evash idea of the domestic. These
stanzas, which set up the concluding statemeats tfiat the priest leaves his wife and
returns to his devout, cloistered existence), wsm@e both techniques. The priest loses
his ability to navigate time as he attempts deyofatévotamente but fails, to pray the
hours. As he sleeps, his wedding guests await dmah his deficiency becomes more and
more outstanding. Mary solves this temporal prohtgnvisiting him in his sleep state:
strictly within his own body, time has stopped, she takes advantage of this stasis in
order to make him revisit his past decision, t@leave her for a mortal woman. At the
moment in the song that begins in the quotatiorvapblary releases him from direct
discourse with her, but ‘the thorn of Her reproachis heart’ ensures that her
monologue to him maintains itself indefinitely. Epjoys neither the pleasures of food
nor of sex, as we discover when night arrives antlunable to consummate the
marriage—a revelation that leads to his leavingikis wife and returning to the clergy.
He endures two episodes of horizontal interactions, lying down, the other kneeling.
Sleep brings him to Mary, who penetrates his h@duis prefaces the now-married
priest’s attempt at sex: his failure to penettatmakshim from his desirous wife.

To make its claim on things domestic, tantigaperforms a simple calculation to
show the accretion of worldly goods the priest wdbuire through marriage. He, himself
a recent inheritor of substantial wealth, standsetoefit once more by wedding the rich
maiden his relations have selected for him. Rewaline line quoted above, ‘the wedding
arrived in which he was to be enriched by his owd another’s wealth,” we see how
temporal and financial ideas converge, and itse alear how much the song must
privilege both so that its anecdotal technique wvolhlesce in an effective argument for
revering Mary. Only once a certain level of weddts accrued in the audience’s mind—
the accounts of his and her respective holdinggsaription of the size of the wedding
party, and the end tally of how much the priestdgthwill gain from the contract—does
the annulment achieve its requisite importance.

By understanding wealth and virtue in this way, ¢hrtigaplaces itself in a very
old tradition of accounting in poetry, a literaristorical position advantageous for the
authority it offers. Leslie Kurke, in her studyaricient Greek praise, understands poetic
economies as a function oikos the idea of the household from which triumphant
figures emerge, then return with collected glorye &pplies Bourdieu’s theoretical
language to this process of emergence, achievemmahstoring in the household: “the
voyage out to achievement is the means of producticymbolic capital, but that capital
is not available until it is properly lodged in theuse. ... [T]he poet ‘brings the victory
home'—that is, integrates it into the substancthefhouse” The Traffic in Praise38).

In thecantigg too, goods and glory do not truly belong to asparuntil they are
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deposited in the house; by preventing the sexuahumetween husband and wife, this
song withholds from the husband any form of gasmrharriage might signify.

Although the early characterization of the priagjgested that he oversaw a
domain of land and wealth, we find that he is prypa unit of exchange, transferred
from Mary to a worldly household and back agaie, fihal step of which allows him to
be deposited once and for all in the holiest ofemtions. When he recognizes the
impossibility of holding his worldly acquisitionee marks them as unattainable by
officially renouncing them. When he returns to lifes of poverty and devotion to Mary,
he finds that the benefits of that union are stifict, i.e., he earns a place in Heaven. At
those moments in which he has worldly authorityntke decisions, he demonstrates that
he is incompetent: he allows himself to be won dwehis deceitful and avaricious
family members, then fails the test of marriagehwhiis guilt and impotence. The song
establishes its authority by minimizing that ofeentral mortal character. His return to
the priesthood means he takes his place as amfireperty; he has strayed but
gravitates back, and becomes a part of God’s holgeHis collection of pious souls.
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Chapter 3: Regulation, Economy, I nsult

The most basic difference between praise and slasdet ethical or linguistic, but
epistemological. “If we turn to the Homeric hymmnsSappho’s hymn to Aphrodite, for
example, we might wonder what kind of knowledgeaige poem offers or, to put it
another way, why the gods must be told what thesadly know” (Susan Stewart, “What
Praise Poems Are For” 237). Stewart’s consideratiqoraise identifies the key
theoretical problem which that poetic register prds, and there is good reason to
elaborate on the question she poses. It is negetssaote the formal reality of the
panegyric, seen in the previous chapter, that deepinvents its object of praise. But
when the articulation of that figure’s name indesad mortal being rather than a god, the
problematic of the poem’s reading often takes shape it does not in the sacred text,
particularly if the name connotes someone predghegpoem’s recitation. In such
circumstances, we might appreciate the burden Hoyrike poetic text: to convey
information to the audience while insisting that firaised figure already knows what the
speaker is saying. What the poem is supposed i® anfirm for the larger audience
certain qualities that person has—or to insist thase qualities are inherent, lest the
patron or anyone else harbor doubts. This canifumemoothly within the poem’s
construction of reality, but it is troubled by aetiés over what social consequences the
work might have. The poem’s imagines its own endl afterlife, the possibility of a
transaction between patron and poet that would comonate the text and reconfirm its
contents. (See Suzanne Stetkevych’s digest ofghsida ceremony” quoted in the
previous chapter.) The panegyric’s use of the pasploits, inherent features, glory
gained, dominance established—is a structural ségex the genre, but in a certain
sense it is also a feint. The poem needs eventimallpalesce in a vision of the future,
specifically a future in which the resonating poeith benefit its patron and author.
Praise wishes to produce an accord. In the Arabidat) the patron is to “confirm the
veracity of the virtues enunciated in the panegy#c StetkevychPoetics34). In the
CSM, what the Marian anecdote claims is that thandiand worldly meet, to the benefit
of the worldly; the existence of the song is a esjuhat those benefits continue to
accrue.

Invective takes on a guise of the didactic asiidgs and entertains. The
slanderous claim is a statement of outrage oruidibecause its object does not
appreciate its veracity. The third party—i.e., tilmamed audience—occupies a varying
position. The poem may bespeak a sense of shamddalge, that the slander is only
confirmation of known disgraces; or it may exemsp@sive efforts on this third party
whose judgment, the reader can generally assurngyagl. What is constant is the
slander’s justification for its own utterance: piesumption that the object of scorn is not
aware of what the poem has to say, or at least mlatesppreciate exactly how s/he has
invited slander. In this way, it is just as didaas praise, but it must point out the fact of
unknowing, the ignorant or hubristic enemy, in oridemake the outrageous claim to its
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audience. Analyzing slander means working in trecspetween the object of slander
and the epithets made against him.

This chapter seeks to expand on a contention nmacleaipter 2, namely that praise
and slander do not make the exact sorts of popposites their nomenclature suggests.
Further, | will argue that the hyperbole in theaakt tends to distract—and quite cannily
so—from a key function of this poetry: rigorouspromic regulation of the court, and an
appeal toward politically expedient social normakBtin discerns carnivalesque art from
satire, on the basis of the differing kinds of latgg they contain and produce. The key
criterion for him is the kind of world suggestedthg artwork: the carnival is a
celebration of abundance, imperfections, and ofsmaocial reversals; laughter at one’s
society allows for liberation and a productivelseirerent view of one’s surroundings.
Bakhtin maps this carnivalesque world to how thisped into by literature, which then is
able to imagine broad, organic modes of existenhbis “people’s laughter,” i.e., the
currency ofcommonpeople, he contrasts with “the pure satire of modenes. The
satirist whose laughter is negative places hineative the object of his mockery, he is
opposed to it. The wholeness of the world’s comsjeegt is destroyed, and that which
appears comic becomes a private reacti®ablaisl2). The forms of humorous
literature Bakhtin valorizes display two essentideria: grotesque imagery; and the
popular, welcoming form of laughter described ab@agtire can display these qualities
but, in his view of history, it has tended in diiens away from populism since the
Middle Ages: although it often uses grotesqueitesability to universalize its humorous
worldview become diluted. Satirical laughter becsrtt&t of a single, authoritative voice
of negative ridicule rather than the welcoming gest of festive parodyR@abelais60-63,
101-2, 118-20, 241, 290-91, 301-2, 395-96). Inftamework, invective poetry of the
kind we are reading would almost certainly be satiot carnivalesque. The register of
laughter in the poems we will read confirms théustauo. This is not just because their
authors happen to be enforcers of the dominanopoliical order; the invectivagainst
kings and high administrators often invokes justdhme kinds of norms—this expedites
the charge that such a figurehead ill-deserveattisority®® Bakhtin’s generic binary is
also a political model, and it compels us to questhe role of IbriAbbad’s hij@ and the
Alfonso’s CEM in literary history. Is this poetryawing us toward “the pure satire of
modern times,” as Bakhtin would suggest? The distn between carnivalesque and
satire is extremely helpful to the work of this ptex. | would append the caveat that
satire can be no less pure than carnival, regardiiespoch. The Formalist critical work
of identifying these categories must acknowledg# tbverlap and their resistance to any
pure quality; the historicist readings that | vi here must acknowledge the varying
politics of individual poetic works.

Terry Eagleton notes the political ambivalencaatf outright insidiousness, of the
carnival Valter Benjamin: Towards a Revolutionary Criticid#8), and he has ample
company in literary criticism (Peter Stallybrassl #&ilon White, The Politics and

% Al-Tawhidi does just this in AW. One example is the charge fitn°Abbad is foul-mouthed and has low poetic
tastes (121-22, 123-24, 140, 394), support for lvaleTawhidi finds in rhymed prose he claims to have heard at
court or repeated by peers. (I gratefully crediaidan for locating these instances [95].) With rddarAlfonso,
while he has no shortage of political detractoemlnot aware of CEM aimed at him personally.
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Poetics of Transgressidl2-16; Roger Salegnglish Literature in History 1780-1830
169). This extends to other genres of laughter,s@aains to raise questions beyond the
scope of this study, namely, the social and palit@lences of laughter itself. The main
point | wish to argue here is that the humoroushaaism in literature is not inherently
egalitarian—and certainly not antinomian—even thoitgan of course perform that
role. In Ibn°Abbad and Alfonso’s poetic works, slander is just apénous and
ideological as praise. Bakhtin’s exquisite phrdsaughter proved to be just as
profoundly productive and deathless a creationah® as Roman law'jalogic 58),
may be even more accurate than he had intendeghtiEruspeaks law quite ably.

The previous chapter has averred the importandespfaying and moving
cultural capital via poetry; this will come to thare again here, and the language of
transfer will also help explicate how the poet alissslanderous attack. Capital, and the
ways it moves, is related to but quite distinctirslander—what they have in common
in my critical lens is that both have relativeliflé significance without an understanding
of the hierarchical positions at their origins atestinations. In terms of methodology, it
seems necessary to read an attack on an infefieratitly than an attack on an equal or
a superior. (Also operative is the distinction bedw social and political hierarchical
positions. That difference is a fine one in the reeal court systems from which the texts
issue but it requires explication so that it migiorm the poetry as fully as possible.)
Ibn “Abbad and Alfonso author different sorts of invectivmat different sorts of people,
and the shifting thematics and registers of slaademnot happenstance. As asserted in
chapter 1, the lightness to which this poetry prése—and which is reinforced by the
medieval rhetoric that describes it—is the very Inagism that allows poetic slander and
can make it so devastating.
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Ibn “Abbad: Genre and Criteria

In Arabic literary discourse, invectivlifa’ or hajw) overlaps with libertine
poetry mujin),”® a logical enough taxonomy but perhaps misleadihgnmwe consider
the origins of the Arabic terrmujzn. Muhammad ibn al-Mukarram ibn Mair (630-711
H, 1233-1311/12 CE), in his major lexicon of Clas$iArabic, identifiesnujn’s
morphological root as m-j-nsé<) and asserts that its most basic meanings aregalhys
inflexibility and thickness, from which is derivélde figurative definition associated with
mujan: not caring for the results of one’s actioh&sg¢n al-arab, “m-j-n”). Edward
Lane’s lexicon, although it does not mentionjzn per se, associates its root with
carefree attitudes and behavior (Lama;j*n”). The reason | wish to delineate slightly
betweerhij@ andmuijin is that IbrfAbbad’s hija’ is almost always an attack on his
assumed adversary’s faulty sense of economy. kr etbrds, what is blameworthy about
this adversary is that he lacks control, and laeke for consequences. (His lack of
understanding, mentioned above, relates to botheske faults, and | will try to delineate
the fault-finding methods IbAbbad employs in his poetry.) Contrary to the impressio
mujzn as a term might leave with us, tihigaz’ valorizes a sense of discretion, which is of
course a key part of maintaining social and pdalltmower.

Ibn “Abbad occupies a unique position in the history of ttixe literature: his
hija’ appears exclusively in short form, whereas hkadarget of his age’s most famous
long work of literary slander—perhaps the longashiedieval Arabic generally. All of
his extanhija’ is in short form—even shorter than the class of&sional poem’di/a)
that acquires greater and greater stylistic sojghison in the Umayyad arfé\bbasid
eras (Muhammad Mustafa Badawi, “From Primary tod8dary Qaidas” 25). There is
nothing surprising about the short length of th@aader poems, given their source of
YDQ; throughout the anthology, al-Tiakb1 is fond of quotingmulak (witticisms or
bons motsas short snippets. Here, he groupsHinbad’s licentious works under the
heading Mulas min shfrihi I-hij & wa-I-mujin”: ‘Witticisms from his Invective and
Libertine Poetry’ (3:314). In some cases they nepresent the entirety of a poetic
composition but it seems likely that some of themexcerpts of longer poems now lost.
Turning to IbrfAbbad’s role as the slandered party, we see rever§aistb political
hierarchy literary format. Not only is his sland#standered position shifted, so is the
readerly lens: al-THalibT's extraordinary praise for Ilibbad makes evident the two
paradigms of invective the vizier occupies. AW i @f the most famous extended
polemics against an individual—more accuratelyjragawo individuals, although lbn
“Abbad is most often in the spotlight. “A whole bookin$ult is unprecedented in the
field of medieval Arabic prose. Insult in Arabiclles-lettres, although common, is to be
found mainly in poetry as the main topic afjasidd (Frédéric Lagrange, “The
Obscenity of the Vizier” 167). Among tmeathilib (acts of faultfinding) al-Tawidi
employs to denigrate IdAbbad is that the vizier is fond of vile, abusive sgeedn

% This overlap seems intuitive, as much of the besgivechija’ has tended to be sharp but clearly joking in one
respect or another. When humorlessness and viellemeracterizaija’, the efficacy can wane: the supporting
opposite example of invective would be AW, the veogsession of which book was said to bring bakl (L
Khallikan, “Abbas ed. 5:113). Thhija’ -mujin overlap is quite explicit in scholarship oniANuwas: seedamza al-
Isfahani's commentary ibiwan Abr Nuwas 2:132; also see Philip Kennedyhu Nuwa$98-99.
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other words, the major work of prose invective agalbn’Abbad blames him for liking
hija’. One wonders if al-Takidi bore in mind this irony’

Al-Tawhidi is as formidable an enemy as one might have ititdrary field, but
that should take nothing away from It&bbad’s accomplishments ihija’. Because of
the short, likely fragmentary nature of the poenakimg upMulaz min shfrihi I-hij @
wa-I-mujin, | believe that we should read Itbbad’s invective works as an accretion, a
set of inflammatory claims whose collection suggestrtain unfinished, tortuous, but
nonetheless discernible narratives. The sourcdadaito us is YDQ—to my knowledge,
this anthology is the only source we have ofthijg’ other than AW, whose reliability
seems highly suspect given al-Tiadi’'s agenda. Reading YDQ, one might imagine these
charged bits of vitriol as shrapnel, moments okspeat court which, after their moments
of performance and the responses of bemusemenmnati&tion or horror they elicit, the
anthologist has dutifully collected so as to rerolez facet of the vizier’s literary
personality.

The technique IbfAbbad uses most frequently to denigrate in poetry istéation
the presumed enemy in the territory of taboo. Deais that this figure has been
engaged in abhorrent behavior and the poem jusiiBelf by explaining how
unacceptable that behavior is. Al-Thld1 provides a brief introduction before each
guotation othija’:

rbanl JSU Coall Gy ol e anall cuanty Ja ) 8

axlall 8 il LISY alea el eV cile

AV by Al b s agiba Jalll J sk analls
il @53 el JB

Sl g S 8 Ldlel a g

Gib e Ja i s AN 53 Y Dalls
(YDQ 3:316)

He said about a man who sided with the Persianastghe Arabs and who
disparaged them (the Arabs) for eating snakes:
O He who, out of ignorance, censures the Bedouab#&for eating
snakes,

%" Several distinctions should be made here. Lagraefges to AW aija’ but it is not clear that medieval Arab
literati would agreelisan al-‘arab defineshij@’ as specific to poetryt{san “h-j-w"). Van Gelder also discerns al-
Tawhidr's class of prose attack frohija’, calling it satirical proseBad 2). AW is, as its title suggests, a
condemnation of both Ibibbad and another vizier, Abl-Fath ibn al*Amid (I will refer to him by his first name
so as to distinguish him from his father,®Fadl, who of course figures heavily in Il5Abbad’s biography and
the praise poetry analyzed in the previous chaptdscomes clear in reading the work that al-F@&#s priority is
in attacking one vizier in particular. Alb-Fath is the putative subject of slightly less than ludithe book, but even
in that text, the speaker slips into tirades addbs°Abbad, as if the Ala I-Fath treatment were a pretext for a more
important defamatory project. Another formal note AWV vis-a-vis poetic slander: AW'’s text purportseilf to be
nonfiction, a move that would seem to distanceoitfthe avowedly hyperbolitja’. But the venom and
luxuriation in foul language—always placed in theuth of one of the viziers, predominantly If#bbad’s, and
often the quoted speech is poetic or in rhymedegrazquire that the critic read the work for its fice For further
reading of thenathilib mode of derogatory speech (depending on the adiW is titled eitherAkhlaq al-
wazrayn, Mathalib al-wazrayn, or bothAkhliq andMathalib), see EI2, “Mathlib.”
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ThePersianssnakes spend all night slithering into their esistand
mothers!
He said about a man who married his own mother:
You married your mother, Young Fellow, giving me ttreeps all
over—
—a free man doesn’t serve up sin to mankind olathep!

That family is so important a conceit in this slang quite consistent with modern
theory, social and cultural. It has been taken noodess for granted since the 19th
century that incest is one of the most importabote in the individual psyche and in the
organization of social group8The secondji‘a of the two above is the one more
directly concerned with taboo per se, and its blasisondemning the Oedipal
transgression is soci& The implication ofiurr (a free man, as opposed‘aid or

mamiik, a slave) is that he should exercise his choitkargquestion of whom to marry—
although slave status would hardly seem to justiiyrying one’s mother. One can easily
see why al-Thalibt might have grouped these two pieces togethethatiis also a
somewhat deceptive pairing when one considersrtedicommentary embedded in the
snakegira. It rests much more upon hyperbole than does teiageqis‘a, the
accusation that the Persians commit incest islgléamvarded humorously, whereas the
Oedipal man truly did marry his mother, if one éolls al-Théalib1's reading.

To take on the question of ethnicity, the poetit teobilizes the same basic
taboo, but toward an entirely different end. Bhefizbi*® enemy merits ridicule,
intellectual punishment, and a half-serious forne@fection, all because he has
proposed an errant historiography. The opening $t&chi“Ya °@’iba |-a‘rabi min jahlin?
plays on the terahl to produce a disingenuous and overtly jocular madf cultural
history. | have translated it as ‘ignorance’ [altl also means ‘rashness,’
‘impetuousness,’ or more specifically the qualifyoeing quick to anger and aggression
without forethought. The period of Arab history@rto Islam igahiliyya, whose heavy
Bedouin significations color the polemic in the hatich and those following it. The
speaker assigns to tBauibr himself the very quality for which one could mesisily
criticize Arab Bedouins, i.e., the version of thastory told in Islamic accounts of
history. Theshufizbi has left himself vulnerable by championing a eitenography.
Ethnographic statements on Arabs is in fact a comtaohnique in théAbbasid-era
movement oBhuibiyya although far more sophisticated arguments acecmmon,

% See such seminal works as Edvard Westermaitek History of Human Marriage&Sigmund Freud, “Totem and
Taboo” Standardvol. 14); and Claude Lévi-Straug§de Elementary Structures of Kinship

% “Oedipal” is used here merely to indicate the aba marrying one’s mother. The term here shoutcbedaken
to suggest thdtAbbasid literati had knowledge of Oedipus; they seerhaee had none (Van Geld€lose
Relationshipd.43). Van Gelder contends that “[a] theory of irdaliag was never developed by the Aralisloée
Relationships85) but that is more a matter of textual histdrgrt of culture writ large. He demonstrates the gnis
clear proscriptions on marrying one’s mother, wrack echoed in subsequent Islamic instructive {8a<93).

100 A shifibr is an ideologue supporting extra-Arab ethnic idgriver Arabness, a phenomenorfAtbasid
cultural life since the empire’s early years. Cleagdt has noted IbfAbbad’s complex relationship with his Persian
origins.
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including those using Islamic historiography asrthasist®* Of course, sophistication is
not the priority of this poetic work, but rathesaccinct and humiliating turn of phrase.

The Persian-primacy argument commofibbasidshuiibr writing inevitably
uses the language of family and lineage to assiengpy over Arabs—one’s Arabness or
Persianness is a broader way of phrasing one’sigamgrandparents, etc.—and this verse
goes beyond a counterargument. hdibi’s claim of superiority is not only wrong but
so is the enterprise that presupposes it, the dppganetic purity. Thehuibi is
doomed before he begins because the Persianswinom he hails, resort to incest; the
reader does not know whether this practice isswaes $exual desire or eugenic fantasies
or both, but the important thing is teblizbi’s attempt to privilege such people. The
fascination with ethnic purity is a form of pedantso the poetic speaker condemns the
shufizbi by making incest a metaphor for pedantry.

What purpose does such a poem servéAbbad when he is himself of Persian
origin? To make an obvious point, this is not atpoef sincerity, and it is dubious to
what (if any) degree it is traceable to a biographior historical, figure of the vizier. The
playful yet mean-spirited invective rests somewdratujzn’s built-in exculpation (see
the citation of Hamori in chapter 1). Still, théseno avoiding the fact thahiibiyyais
largely the production of Persian-descended autmdrese familial background,
peregrination, and settlement in fdbasid empire resemble IbAbbad’s. (This fact
would be understood as a given among the poemig@ess.) In a way, then, this
conspicuous ridicule of the Persians seems an ongrensation, a gesture toward the
acceptance that the vizier Ibkbbad wanted in his Arabic career. It also reads as an
iconoclastic statement of independence from hisstdiche only thing that seems to
matter—and this applies to his poetry in generalwhgre the poem might deliver this
fictional, manufactured persona of an author. lndgburse of deriding Persians, tii€a
makes no statement of the primacy of Arabs, anrghten that is entirely consistent
with 1bn“Abbad’s overriding concern, namely, distinction amoris) feers in Arabic.

What these works dfija’ underscore is the surprisingly subtle, even didivark
of moving the pieces of an argument. As blunt asrbult itself might be, there is a great
deal of intellectual nuance in the process of idg@nt (perhaps more accurately,
inventing) the enemy’s desires and sources of @rkethen ascribing to them the
signifiers of disgrace. If we fixate only on thede of the humor and insult in this poetry,
we might not notice that it is an effort in symledlbgic. As | have argued, epistemology
informshija’ and that the poetry, for all its bluster, is dii@dn tone and structure. By
didactic structure | mean that the short invectjifga contains within it a short history of
the enemy, a gesture toward his perverse presaat-dnd an abrasive that can also
function as a corrective—at least for the audiefités primitive narrative structure ties
in to the structure of these works as al-lila1 anthologizes them—here | will elaborate
on my contention that their aggregate is a setafatives, however disjointed.

101 See Al ‘Umar ibn°Abd Rabbih Al-°lqd al-farid 2:537-8; and Yhya ibn Al al-Munajjim in Abi I-Hasan
Masidi, Murgj al-dhahab1:282.Al-°Igd, an Andalusi work, surveys an impressive varidtgtafibi arguments
and counterarguments. I6Abbad himself is said to have read it and declared, 6Hadhahi bida“atunz ruddat
ilayng” (Al- Tahir Makki 287): ‘These are our goods returned to us,’ e declares that Idbd Rabbih, despite
being Andalusi, wrote in dbbasid idiom.
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| will bring the focus to a grouping of poetitulaz whose quasi-narrative quality
disrupts, or remakes, another narrative: the falimby of the enemy. This of course is
very similar to the attack on tishuiibr seen previously, in that it folds into genealogy
such untidy topics as sexual acts, perversionsttentiology of procreation. The insult
is different, however. To denigrate Persiansdiffa renders their ethnicity an incestuous
one; the insult of the family line is more conceafnath social practices and the elements
of manhood.

ma O ome Jimd die jualy (il 13) Slad (i) e
i O Al g (Gl all 5 s g ot (A 055
(YDQ 3:317)

I've seen virtue in some people but, when theyadateir origins, they fall
short of the virtue of Jesus, son of Mary.

They (each) had ninety-nine fathers, whereas Jestlimone when his
origin was traced!

This gifais a good place to start in order to understand¢chematics of the familial
insult, which works in the tension between blooellibehavior, and the passage of time.
The specific invocation of Mary is also convenignthat it recalls my discussion of the
CSM. Here, as in Alfonso’s praise lyrics, she medesublime form of lack, a moral and
numerical sort of reference point for adjudging weath of one’s family—although the
moral value is more prominent in the CSM’s accaumthan in thisji“a. The insult of
the enemy’s mother, including the specifics ofties/conception and upbringing, is as
popular a technique in medieval European and Mi&distern works as it is in their
modern counterparts (Borovsky 1-14; Schaus ed.¢ck@ld” and “Honor and
Reputation”; Van Gelder, “Against” 61-65). Note tm®ve we have made in reading:
where the previous piece was a study in ethniclattaow we are working in the more
linear space of simple parentage. That differeag®t just one of scope but also of
ethical judgments. Their“a against theshifibi ridicules the careful regulation of
genetics, as if the Persians had warped the n@roakss of selecting sexual partners
and thus cast in doubt their progeny’s bloodline.\#hereas that overdetermined work
of regulation is the butt of the ethnic joke, ndwsia lack of regulation that the poetry
derides.

What this tells us is that the only thingt derisible is moderation. Tightening the
frame to the discrete field of one person’s pamgmtéhis poetry belies the devil-may-care
connotations omujn. Despite the absurdities on which this jocularature thrives, it
has in it strains of didacticism and instructiortatoric. In the works quoted above, the
guantities regulated are as follows, each one itapofor the critical and historiographic
insights it opens:

» Desire: Persian men and the Oedipal groom canmpgiress their attraction to
their women kin. The mothers of ‘'some people’ carsuppress their attraction to
multiple sexual partners, thus ruining their blooell
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* The body: the ridiculed parties are people who rgar@oorly the procreative
function of their sex. They fail to partner withethght candidates or with the
right number of candidates, throwing into doubtititegrity of their bodies and
their familial reputations.

* The household: violation of the body is also vidatof the place—tangible and
imaginary—in which people live (see chapter 2 ftriaf discussion of the
household in Greek Classical poetry). To marry smebdther is, as | have noted,
an intrusion into the taboo; but what exacerbdtissthe groom'’s status as a free
man. The added insult to injury he commits is mflailure to properly
demonstrate his class. Further, the marriage didlr@o wealth to his house.

What sort of sense does it make for literaturealonze moderation when it itself aims to
transgress courtly decorum and the court is the sigsificant moderator of literary life?
This suspension of an audience’s disbelief, endietthe laughter that the poem
anticipates, is both the entertainment value & ploietry and its potency in the social
sphere. The slandered enemy'’s lack of control eselthree quantities—and one finds
more of them in thenulah—creates an overabundance, as if he were holdiing hose
abruptly switched on, sending him flailing arouretause of his own incompetence.

The enemy’s lack of control renders him unablen&ster time or, more
specifically, how he conducts himself and his fgmihme through time. Insofar as this
poetry fixates on genealogy, it does historiograptork, even if its whole point is the
rather limited endeavor of perverting the enemyfsie and familial narratives. But a
complex, challenging question emerges when we ttéaghoetry against major critical
arguments on history. The enemy fails to exerciedaration, and renders himself poorly
developed, incomplete, and therefore intolerabke wwrld defined irnija’, i.e., a world
in which manhood is both the key criterion of waaiid a distinction to lord over the
enemy. His inability to master any and all of thgeantities creates a historiographic
problem, wherein a defective man is not only incetapt in handling his own affairs but
also in maintaining his paradigmatic, anchoringifims as a man in his family.

This architecture of insult recalls important elenseof historiography. The
fixation on regulating the human body and its bétv@vwopens up a critical vocabulary on
sexuality and society articulated by Michel Foutauho connects certain practices in
history: sexual, semantic, political, and soci@u€ault takes on a project whose
difficulty and magnitude are well beyond the scopéhis study, seeking to identify
meanings of homosexuality and separate them dhtitam same-sex client relations
(relations that, in the Ancient Mediterranean, daarhd did include physical intimacy);
but the critical moves he makes enable much of Whsitchapter wants to argue. At a
basic mechanical level, his expression of sexuakmas economic measures is of great
importance here. Viewing sexual behavioral textmigside concomitant philosophy
(most prominently, the Aristotelian ideal of modera), Foucault notes that in Ancient
Greece

it was the opposition between activity and pasgithait was essential,
pervading the domain of sexual behaviors and thataval attitudes as
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well; thus, it was not hard to see how a man mpgater males without
anyone even suspecting him of effemingmypvided he was active in the
sexual relation and active in the moral masterifidnionself [...] In the

eyes of the Greeks, what constituted ethical neigyapar excellence was
clearly not the loving of both sexes, nor was é gineferring of one’s own
sex over the other; it consisted in being passitie kggard to the pleasures
(Foucault,TheUse of Pleasur85-86, emphasis added).

Effeminacy is very nearly the charge It#bbad’s hija’ levels at the defective man it
ridicules, although of course this poetry is coneerwith manhood more broadly. What
is striking here is that the criterion Foucaultdaut for “ethical negativity” is echoed so
pitch-perfectly in the slander poetry we have ré&dtat is blameworthy about the enemy
figure in this poetry is not so much that he wah&swrong thing but that he wants a
thing too much. The realization of the desire, lbgeat is immoderate, throws into
guestion the enemy’s very ability to desire in fingt place—his agency gone, he loosens
his hold on pleasure itself. Granted, the accusatod incest suggest strongly an entirely
wrong desire, but what must be noted about thesxiive works is that they vilify
actions, not desires per se. ‘[A] free man doeserve up sin to mankind on a platter?
The crime is an action. Again, the insult aimshatfailure to actively manage one’s
desire. Any originary state of the desire is ngbamant.

The origin thats important is one’s genetic origins; the poetryosicern with
history is intensely personal. Judging from YDQe arfi Ibn°Abbad’s chief concerns in
his slander is to excoriate one Ibn Mattawayh, @lith his son—when we encounter
someone carrying the Mattawayh name, we know Heapoem will tell us about his
organs and imprudent acts. By associating “Mattdnvayth things low and ridiculous,
the poetry wrests from the name the cachet ityiksjoys in Buyid elite society of the
eastern provinces. The lIbn Mattawayh mentionetisygoetry may be AbMuhammad
ibn Mattawayh (dates of birth and death unknownlikety straddling the fourth/firth
centuries H, tenth/eleventh centuries CE). Of thasdding a name associated with
Mattawayh, Ala Muhammad is the one about whom there is the most dectation that
survives, but it is by no means clear that hefisremt of Ibn“Abbad’s poetry—more on
this question later. He is a prominent fézili who some scholars believe studied with
Abi |-Hasan'Abd al-Jabhbr (320-414 H, 932-1024 CE). This would be a high
distinction;“Abd al-Jabhr is one of the main Mtazili thinkers and IbfiAbbad appoints
him chief judge of Rayy (Heemske®uffering65-66, 41). Supposing that Ab
Muhammad is our Ibn Mattawayh, it is not altogetheaciwhy Ibn"Abbad would wish
to take on Ibn Mattawayh and his family line. P@hhey are not truly enemies at all;
the ethics ohija’ allow a sparring form of slander, essentially gliagting (Badawi,
“From Primary” 9-10). At this point | will concerate upon a formal element
distinguishing this invective from the others werdaead, in that it names names.
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Ibn “Abbad: Name, Renown, Title, and Defamation

One of the consequences of how ratejy’ is studied, in relation to praise and
love poetry, is that there is little discussiontba precise invective techniques the poet
employs in order to defame. Here | will explore hibwg poetry invokes and reworks the
enemy’s name. The efficacy of that strategy isstatdinhija’ generally, and links the
invective mode of Arabic poetry to the canon mamahlly; the naming pun, with
positive or negative connotations, is a hallmarknainstream panegyric (McKinney,
Casel86-87), linguistics (Kinberdgstudies202, 206), literary historiographydikq al-
Qadi, Afaq al-tamarrud348), and Post-Classical literature (S. Stetkeyvyd#hiliyyahto
Bad‘iyyal’ 219, 230). The most common gesture is to parsetlaen phoneticize, or
literalize, elements of the name. Early invectixaraples include: Qays idmr al-
Najash (22?-49 H, 600?-669 CE) imagining the forefathfahe “Ajl an family as a
slave, so named because of an order given to hiding with ‘wa-jal!” (‘and hurry
up!); and Mthammad ibrfliga al-Taym (dates unknown) likening the sounds of Ibn al-
Fanshakh’s name to hawking and spitting (Van GeBiad 25, 75)'%? But the very use
of the enemy’s name, even when it is not the olgébhguistic play, is key in
understandingpija’, its formal elements, and its consequences. Theeras complex
and overlapping historical, ethnic, social, andtall valences, the most pertinent of
which | will examine here, before presenting theective on Mattawayh.

The proper name in literature engages not onlylfahhistory but also
mythopoetic and literary history. Classical Arabga literary and analytic written
language comes out of conversation with certaindiéidcastern canons that predate it
and, especially in th#\bbasid era, Greek textual culture. In these andimary
traditions, poets and storytellers merge names adgthevements; the work in
establishing that connection makes clear just howldmental those semiotics are to
myth, panegyric poem, and epfé.l would argue that this close binding of name and
accomplishment is vital in Arabic literature, espég in this era of a panegyric-centered
court culture. InThe Epic of Gilgameskone of the earliest works for which a Semitic
language was employed to relay it in the Sumerikkaélian linguistic nexus—Ileaving
for posterity one’s name as a conqueror rankshelstw immortality as a heroic ambition
(Andrew George xiii). The poetry @ilgameshinsists upon the necessity of the name
and its operative role in authority: “Who is theemn rival his kingly standing,/and say
like Gilgamesh, ‘It is | am the king’?/GilgameshsMais name from the day he was born
[...]" (2). Certainly the status and circulation bfetname is a criterion for a king’s
preeminence, but it is also what distinguishesageigods, monsters, and sub-royal
warriors from common society (George 20, 39, 56682112, 134, 151). In sum, the
name is an index of demonstrated physical achiemtsnpower as a category in which

192 This linguistic work to torture the name is poptitaprose fiction, as well. Mtammad ibn Bniyal’s Tayf al-
Khayal (Three Shadow Playsd. Kahle, et al.) is probably the most brazeshingenious example, in which
characters’ names are complex phrases of sex atalagy.

193 The Ancient Greek workleos of central importance in panegyric and epic, rséglory’ but also ‘renown’
(Kurke 15-18). In Greek literature concerned witbrg—i.e., epic and panegyrickleosis a substance that, like all
forms of social capital, is acquired and passedrdimwnheritors (Zeitlin 6; Kurke 18).
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kingship, heroism, and immortality are all parté#hAugh the physical presence of the
Gilgameshtext is highly unlikely in théAbbasid Empire, and even a recited oral version
is not known to be in circulation at that time stig a time and place in which a plurality
of literary and political ideas—many of them quatecient—fold into political and

artistic consciousness.

The Bible of course also uses a language of onacsabut distinguishes itself
from the earlier Mesopotamian models with its ethtbrust and genealogical sensibility.
In the Hebrew text the act of making a name isctiraposition of kingship and its
inheritance; it also can be the attempt, alwayswhah to reach the level of God. The
people of Babel seek to make a name for themsaliteghe height of their tower—from
their initial success on the vertical, God makesrttabruptly and helplessly horizontal,
scattering them across the earth (Genesis 11)elfigld of tribal politics, Biblical
figures use their names as repositories for tredirewements and those of their forebears.
Johannes Pedersen argues, “The name is gaineduay deeds. When David takes the
city, it makes part of his honour. [...] The subs@on€a name must, to a very large
extent, depend upon the contents imparted to ihbge who have formerly borne it”
(250-52). For reasons that have become clear iprdise (Ya za'iran sa’iran il a tasi’
in chapter 2) andija’ pieces we have already seen, the genealogical fischs essential
to Ibn°Abbad’s poetry as it is to a Biblical account of peogiel their world. What is
new in Arabic figurations of genealogy, and itensection with personal attributes, is
the division ofhrasabandnasab Here, we see some of the accounting work thating
Kurke’s discussion of the Greelkkos(see chapter 2 of this study) articulated accgydin
to the temporality of family past and present. Adoag to pre-Islamic traditions of
measuring nobilitynasabwas confined to the past achievements of one’ssdars but
hasab“could be acquired also by an individual by meahsirtuous acts or brave
exploits” (EI2, ‘Hasab wa-Nasab” para. 3). Therefore, the basictqtiaé structure of
one’s family name would be fixed in a historicahse; the work of the derisive poem
could then be to rewrite that history accordingigagenda, as we will see below. The
hasal in many valorized in theAbbasid period, would seem to take on particular
symbolic importance with the Buyids, who dedicdtenselves to advancing in Arabic
cultural primacy rather than citing, or inventimpgst glories for their bloodlines. The
referential function of genealogy is no doubt aaenéjctor in Ibn“Abbad’s hija’, but his
invective language is one of practice and behatonor and dishonor are earned
through the name, as in ancient Hebrew, but thiaregrprescriptive values thisija’
wants to claim alert us to its uniquely Arabic vieifamily history.

The question of Arabic contacts with earlier Neastérn texts is fraught,
especially in the case of Mesopotamian literatangl this study cannot pretend to
contribute substantially to that conversation.east, the priority here is to show that
“Abbasids fashion their (however innovative) moadlglentity and power from
preexisting models—this is true of how they rerttiese ideas in text as well. Clearly,
their primary field of reading and recitation igtArabic tradition, and there is
convincing evidence that connects early Arabicingg not only to the Bible but also to
ancient myths and literature of Greece, northeagtéica, Asia Minor, and
Mesopotamia (J. Stetkevydduzammade2, 94).°Abbasid poetry, like virtually all
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premodern Arabic literature, is rife with pre-Isli@and Qur'anic motifs; it must be
borne in mind that this work of reference and atlaas secondary and tertiary levels:
the Qur'an and early Arabic poems have themselveady embedded other, more
ancient motifs from the regions mentioned above@bas from Arabia before the
emergence of Arabic language (J. Stetkevidi;ammad89, 100; S. Stetkevycbi
Tamnam 134, 232 andute xiv). The®Abbasid cultural palate is especially variegated
among Islamic empires in that it includes majonstation efforts from Hellenic sources
(Gutas,Greek1-2). Its demography ensures that powerful Sasanidels of authority
permeate political thought (Gutas 34-35), so mucthat “[tjhe“Abbasid Caliph was the
heir of an ancient royal tradition-the kingshipddésopotamia and Iran” (Sperl, “Islamic
Kingship” 21).

Now that | have given some idea of the historipalitical, and textual structures
that inform“Abbasid courtly life, | want to shift directly towéithe name in poetry, and
how it works in that structure. As a unit in thaige economy, it is not intrinsically
weighted either positively or negatively but ratdepends on (1) the achievements and
attributes with which the audience might alreadsoagte that name, and (2) the
achievements and attributes which the poem astaghdt is in almost all cases a mark
of intimacy. Ibn Rasiq, writing just after the time of IbfAbbad’s death and drawing
from a broad bibliography of Classical poetry &Atlbasid rhetoric, notes,

One of the most notable characteristics of poatthat the poet may
address the king by his name and link him withrh@ther and speak to

him in a very informal way, as he does with the mwsmportant of his
subjects, without the king reprimanding him forttf@n the contrary, he
finds it preferable in a eulogy and more effecfimethe person being
praised. All this signifies a desire and wish foefpry and for its perdurance
in spite of the passing of time and change of agles.scribe will be able to
accomplish this only if he does it with ‘joined’otwith ‘loose’ speech.
This is an obvious superiority and evident prerggfof poetry] (1:22;
trans. Cantarino 144-45, brackets translatdf).

By emphasizing this form of address/reference stglsstic distinction, Ibn Rasp tells

us more about his concept of poetry than his canmieghe name. The implication seems
to be that poetry has a fundamentally differentquol, at the level of performance in a
gathering, than does pro¥&lt is hard to imagine Ibn Ragh a court poet himself in
North Africa and Sicily, denying or ignoring theaessity of careful decorum when
approaching a ruler or invoking his name; whatshgaiying is that poetry has proper

104\What Cantarino translates as “joined” and “loosgeech is the binary afarzzm vs. manthir. Nazm (the noun
from whose verlmarrizmis the passive participle) is the act of stringiegrls, rendered metaphorically as joining
or organizing words in a poetic meter: versifyiNgthr is the act of scattering, thus it refers to Argtriose, which
often rhymes but is not metered. Ibn Rgsbk drawing from th&Abbasid convention of applying these terms to
literature (EI2, “Nam” and “ Nathr").

1% There is no doubt that Arabic restricts directned address of a royal, caliph, or what AnnemacigrBmel
terms “great people and womenslamic Namesx). As with so many languages, it tends to priescthe use of
tittes and epithets when the utterance aims ahitjieest sociopolitical ranks or at the object afdo
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decorum built-in. Or, at least, sound ‘joined’ pgedoes, demonstrating with its meter
and idioms that it is appropriate for the courtedoet may dispense with the ritual of
titing-rather-than-naming, and might even benkefitm his assumed intimacy with the
royal patron.

Ibn Raslg opens up a curious political possibility: poetan release both poet
and patron from certain constraints of the powscmipancy between them. Without
overemphasizing this point—he is perhaps the nasiprehensive Classical Arabic
rhetorician but not necessarily the most authavigat-it stands to be very consequential
for the current study. If a poem cancels, or attleaspends, the need to use title or
epithet to identify the king, then the ‘prerogatigmaziyya which has the sense of
advantage or merit) of this literary mode can shikey dynamic in courtly behavior. The
king should not only expect certain intimacy inamegyric delivered to him; the literati
around him expect him to appreciate and enjoyitiimhacy. He is compromised to a
degree, subject to rules he has not authored ipdbgc-political exchange. As argued in
chapter 1, taste resists any autonomy an individught want to exercise with it; taste is
much more the product of social groups than ofragge however powerful he might be
socio-politically. | would like to take a broadeew of Suzanne Stetkevych'’s illustration
of praise delivery, which has been crucial to #tigly thus far. For the material interests
of the poet, not only is theeremonyof the poem instrumental and at times insidious, b
so is the linguistic category of poetic speechbif Rashq is right—and, whether he is
right or not, his observations on court poetry hodsthendous weight in how Arabic is
read, from the Classical period onward—then hisifgoiobably applies to patrons at
every level down from the king’s. That is not ty $hat any taboo obtains barring
utterances of the patron’s name; rather, the itlémgg marks of poetry might allow the
speaker more intimate forms of reference and daddtess than if he were delivering
prose. The small number of poems analyzed in thidysmeans that | cannot pose this
guestion to Classical Arabic in general, but masetheless possible to read these poetic
examples with the question in mind. There is nobdoiat Ibn°Abbad seeks to maximize
the benefits poetry might gain him, from his pagis as patron and poet; the recurring
guestion is how he does so, and Ibn Rashiggests here that the fact of versification is a
technique at IbfAbbad’s disposal.

This brief review of texts and ideas pre- and patstg) the®Abbasids is meant to
bring us closer to a theory of defamation in #kbasid age itself. My premise is that the
name is essential to defamation. From there, Itaiparse as specifically as possible the
process of manipulating one’s name in an unflatteway. The name is also of course a
key criterion for authority, but not just for ruteand epic heroes. A development in
Arabic, not necessarily unique to the languagecbuainly a key formal feature in poetry
and theology, is a spectrum of referential formualad the proper name’s place therein.
In Arabic praise- (and love-) poetry, it is commorapply a sobriquet or an aggrandizing
title to the object of praise—this has obvious picat uses if the poem expresses
unsanctioned love, but it is so embedded in thditiom that it comes to represent
desirability and high standing even when thereois@ed to mask anyone’s identity. In
fact, it may be that in those many instances wherpseudonym is unnecessary, it
acquires a certain extra distinction, a proverhialiry good in the poet’s cache. It is also
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quite compatible with the stylistic trendsbad®, discussed in chapter 1, a literary
movement in which the connections between sign#ret signified are elastic and
flexible. An inventive metaphor—a hallmark losdd°—and a grandiose title or nickname
seem to be of a kind, on a stylistic or linguiséicel.

As stimulating as it might be to consider Ibn RgghargumentSAbbasid textual
evidence demonstrates the popularity of titles gpithets for thenamdi/. The most
glamorous way of augmenting, replacing, or elidimg proper name is to usdagah, an
honorary title containing a descriptive elementistechnique recalls the tradition of
God'’s ninety-nine ‘beautiful namesglfasmi’ al-usrni) each one a title taking the
definite article, describing one of His attributes.,al-‘azz (‘the Mighty’), al-
mutakabbir(‘the Supreme’)al-gahhar (‘the All-Conquering’),al-sani® (‘the All-
Hearing’),al-mugsi (‘the Requiter’) al-sabiar (‘the Patient One’). The use and ubiquity
of thelagabbecomes evident in praise for rulers, beginninthéearliest decades of
Islam, when the second Califldmar ibn al-Khaab was callecnir al-mu’minin
(Commander of the Faithful), a title taken by maanpsequent caliphs and still in use.
When, more than a century before the Buyid perdnd, Tamnam calls the caliph Aib
Ishaq al-Mu‘tasim (179-227 H, 794-842 CEmir al-mu’minin (Diwan ali tamn@m 1:53)
in a panegyric, he is following in a long traditiamong court poets. And, whether he is
aware of it or not, he is reinforcing conventioraimost forceful way, because that
particular composition becomes paradigmatic inhilseory of the praise genre. In the
Buyid regime this convention is taken up with mwelnve (and less lexical creativity),
the caliph titling the new princes Fakhr al-DawRride of the Era’) Adud al-Dawla
(‘Strength of the Era’), Mu’ayyid al-Dawla, (‘Aidef the Era’), and Rukn al-Dawla
(‘Foundation of the Era’). Referring to this perj@hd a mainstay poet of I6Abbad’s
court, Annemarie Schimmel writes,

Already at that time the use of honoriitgab must have been frequent
enough to inspire al-Khavizmi, a somewhat rebellious poet, to write:
What do | care that the ‘Abbasids have thrown dpergates of
kunya andalgab?
They have conferred honorifics on a man whom theaestors
would not have made doorkeeper of their privy!
This caliph of ours has few dirhams in his hands—
So he lavishes honorifics on peopfé!
(Islamic Name$0)

This account suggests that a long-running trerml/efusing titles has diluted the field,
degrading the very worth of the title such thathig moment in théAbbasid era, the

198 Kunya ‘agnomen,’ is another honorific form (Schimmeb}-indicating that someone is the father or motrer
someone (e.g., Ab... or Umm ...).Algab is the plural ofagab. The poem is by AbBakr al-Khwarizmi (323-83
H, 934-93 CE) and reads as follows:

Ul sl LY (e g (SN e gaid 3 (ulaall il ) e
Sl piallag o S e pelsl Gile 51 3a ) 15l
Ll o) 8Y) 3 aaila 1 Litda (8S 8 aal )l (8
(YDQ 4:264)
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caliph is pathetic and uses up one of the last sfimteservoirs of his authority” It

also seems to implicate the empire as a wholg, leaat its uppermost political segment.
The economic perspective | have taken on literatutbis study finds that it echoes
some of the sentiments of its medieval primary sesir The poem sets honorifics as a
commodity exchangeable for dirhams, a point ecliyeBourdieu’s contention that
symbolic capital can be traded for material cagtad vice versaQutline 177-83).

It is tantalizing to consider that this poem mayaproduct of IbfAbbad’s court,
because the ironies and tensions al-Efiwmi lays bare here are very much the vizier’s
poetic tools. IbrfAbbad makes us read for the tension between name timdag well as
the socioeconomic anxiety al-Klanzmi is lampooning with his jab at “high”
patronage—what the latter poet makes a thematicity;i the former one uses actively to
speak praise and contempt. Turning once agairetoijfi texts and IbriAbbad’s
excoriation of Mattawayh, we see the name marstfalea defamatory project whose
claims are at once more and less ambitious thasethve have seen in tiga’' thus far.
More, because the named enemy is rendered mosrable to the poem as it controls
and tortures his familial historiography. Less,des®e broad social taboos and ethnic
prejudices are not as readily available to an eilipersonal attack. The effectiveness
of the insult depends on how we read it. If welaoking for broad social critique, we
may find the hermeneutical work difficult in projary what seems to be a discrete
personal attack on to a broader group of peopleelfead the work as pertinent mainly
to the court itself—i.e., as an index of how certaiembers of that court impose their
poetry upon other members, and how sociopoliti@akrinforms such an operation—then
the content even of very short occasiamalaz becomes major.

Mattawayh and his male family members (severadhem seem to figure heavily
in Ibn “Abbad’s hija’) present us with a difficult task of relating tiy history to the
literary imaginary. As mentioned earlier, it is {@ing to read this persona in lbn
“Abbad’s poetry as Ab Muhammad ibn Mattawayh, not least because it wouldh aypea
unique historicist reading of these poems astaili polemics, or at least polemics
charged with Métazilism’s controversial naturé® In the following verses, all the
slandered parties seem to carry “Mattawayh” inrthames, although they may be of
more than one generation in that family, and thedlisyy varies depending on tlg‘a.

For reasons | will demonstrate, it is not knowthistorical terms who these Mattawayhs
are, or if they are one person expressed differexstla matter of poetic license. Al-
Thailibi frames a set of IbfAbbad’'s pointedmulak:

Ao sie (nl (S JE
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Al 48 ) gia (g A S0 L)

s ) g gihall 8 il al S e J il

197 his article tagabfor a Future Caliph” the historian Jere Bachanackarths a remarkably literal version of
thislagab-as-commodity dynamic, and the potential for suclvmmodity to rise or fall in value.

198 1hn “Abbad and At Muhammad ibn Mattawayh are both major voices irftsizili debates. Miazilism—al-
mutazila or al-itizal in Arabic—in its popularity as invective topicsemewhat like ethnic contests, such as the
shufizbiyyawe have already seen. As a philosophical and dlgézdl phenomenon, Miazilism is complex and its
finer points are far beyond our scope. Two of thetial questions, both very controversial, it raigelslamic
thought are free will and the nature of the Qursarreation. For an overview, see EI2, ‘tzila.”
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He said about Ibn Mattawayh:
O Ibn Mattawayh, to put it nicely: You’re not oreedeny his
origin'®—
No, you're one who isleniedan origin because madness weighs so
heavily in him!
You're short on noble traits—of the peacock, youfsdeg!
[...] And he said along the same lines:
Your father is Al “AlT (‘Father of the High’), He of High Standing;
when Nobility is taken into account, you are ita.so
When you're identified as your father’s son, iflelthe peacock
besmirched by his ugly leg!
[...] And he (Ibn°Abbad) said about him (Ibn Mattawayh):
Ibn Mattawayh said to his companions after they $taffed him with
penises,
“If you thank me, I'll give you more, but if you'rengrateful, my
punishment is harsh!”
[...] And he said about him:
Mattawayh’s grandsdr® has a ragged bottom, he is always showing
us his lower end!
We have cut ourselves offtazalnz) from fucking his behind—that’s
why he curses Miazilism!

Before analyzing these pieces as a poetic produdtics necessary to address the
significant technical, historical questions whiblese verses raise, especially the last of

109 An alternate translation, based on the spellingnefname (rendered @si« in YDQ) and the multiple readings
of the word: ), would be ‘O Twisted Young Fellow, you're not otwedeny his origin for the sake of seeming
pleasant,’ or even ‘O Lost Young Fellow [...]".

19 Madelung reads the name Siattiya (EI2, “lbn Mattawayh” para. 1), although othercalizations are possible
of the consonantsrt-y. Qumaya reads the final letter as the consoryantioubled—this would appear to render
the name SipMattawi. Such an interpretation, if accurate, would suggeelation to the name MattMatthew.
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them. Al-Th&alibT himself, in presenting the ten successiugdai*** from which these
two are taken, sees the whole series as slandénngattawayh, introducing the lines
“wa-gala frhi”: ‘And he (Ibn“Abbad) said about him (Ibn Mattawayh),” where the
pronoun’s referents are clear due to the linesghretede them. This suggests thiat
mattzya is figurative language—al-THaibT seems to view as unimportant the literal
meaning okiby, ‘Grandson,’ in this case. The anthologist’s proity, both chronological
and physical (born in Nishapur, he is a lifelongident of the eastern provinces and the
Fertile Crescent) to IbfAbbad and the Ibn Mattawayh in this poetry, mean theatriay
well know something we do not; these details magidear insignificant in the text itself,
before undergoing the historicist scrutiny thatduld like to apply. It seems impossible
to judge the accuracy of his readings: Mattawayhtiya may well be the same family
line and may be sufficiently old and large that tdaiayh is an ancestor at many
generations’ remove, thiisn andsibr may not have much literal meaning, other than to
attach a man to his family.

Despite the temptations this verse presents ttie tr read for specific Mtazil
historical notes in this verse, | think it most sdunethodologically to resist the
association with Ab Muhammad Ibn Mattawayh. Aside from the orthographic¢tena
reviewed above, we also face serious problemsstditical evidence. It cannot be said
for certain when Ab Muhammad lives; data vary and some of them suggess dat
generation or two later than IbAbbad’s (Encyclopzedia Iranica‘Ebn Mattawayh” para.
1; ElI2, “Ibn Mattawayh” para. 1; Heemskefffering62). If it is Abi Muhammad
being scorned in this section of YDQ, and if ha isontemporary of al-Tfalibi—as is
suggested by the former’s tutelage by, and suraf;aAbd al-Jabbr—then it seems
likely that al-Thé&alib1 would have appended slightly more information thes “wa-
gala fihi,” letting the reader know that it was indeed adastheologian ridiculed.

The most productive route—the one least likelfotmnder in doubts of history
and biography—is to read this slandered figure &rsgl foremost as an invention of the
poetry itself. To say he is an invention is nos&y he did not actually exist; the norms of
hija’ suggest that, when the enemy is identified by ndmes a person in the author’s
midst. But because it cannot ascertained thaptiesic Ibn Mattawayh is Ab
Muhammad, and because | have uncovered no eviderm®tfer so-named person in
Ibn ®Abbad’s time and placé*? it seems more fruitful to view the persona in igtic
existence rather than try to append him to a dumography. Certain elements of his
life and societal standing make cleapriori that he (and his family, in all likelihood) is
part of thekhassa (elite society); anything else is virtually untkable for persons who
would garner sufficient attention in a vizier’'s prye It is also logical to suppose that only
someone prominent in one respect or another waeddndthe sort of studied, repeated
invective lbn°Abbad devotes to lbn Mattawayh. Attacking family in fadenma
(‘commoner’ class) would probably seem quite absartn Abbad’s contemporaries.

1 There is one other instance of slandering Ibn &tediyh, written a& sis , in a subsequent piece by I#bbad
(YDQ 3:318).

M2 Nurit Tsafrir cites an Ibn Maltya, mufti of Isfahan, but he dies around the tirhébn “Abbad’s death
(“Beginnings” 14). The Quran commentator Ibn Mgt of Nishapur's status as a disciple of al-"Rhlai (Huart,
History 260) precludes the possibility of his having beentemporary with IbfAbbad. Either or both of these two
Ibn Mattiyas might bear a relation to the family line atexthn the poetry | present in this study.
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He is a member of thidhassa but not a political peer (if he were a vizier, rigvould

almost certainly be a record of him as such). lehstlvown the deep cultural, historical
implications that a family name might carry, and tregree to which family honor is
stored in a name. The effort to defame presumes,fand in its exertions it provides
evidence of the importance an individual and/orféimily might maintain. Logically

then, this series—by far the longest and most lgetaittacks on a particular family name
in Ibn “Abbad’s extant poems—assigns real privilege to the &tadtyh line. It would be
unproductive, or even counterproductive, for thetpoto state that the slandered party is
unimportant, because even such tongue-in-cheektlite wants to imply that it is
substantive.

Hija' plays not only with the name’s phonetic charabtdralso with its history.

In these compositions, I§Abbad uses the latter technigue to the exclusion of the
former*® Strictly in stylistic terms, this is not especjatioteworthy; here, the poet is not
the sort of archetype for the form that his Umaypestiecessors are, amkbbasid

rhetoric on poetry does not lay out guidelineshipg’ the way it does for praise or
ekphrasis or direct epistolary address. (Thisabably because, as | have noted, there is
no unanimity among major rhetoricians on the sulitglof hija’, or whether it merits
attention in the first place.) But the vizier’'s t@con genealogy, a straightforward stylistic
decision, asks the audience to consider histosy dind foremost, and in doing so allows
us a larger perspective on his slanderous technique

The progression of the poetic fragments, excoggtire Mattawayh family name,
becomes its own genealogy of the family. Anciertt aredieval texts | have discussed in
this chapter develop family names in order tohiese names to histories of power and
achievement; in the aggregate, they develop thenaiion of history in a particular
cultural, intellectual environmenitija’ too is the writing of a history, in constant
conversation with whatever merits the name mighkeddse for itself. As text, it tends to
invite the reader into pathetic fallacy, as if ttenealogical work of this jocular poetry
were merging with the genealogies contained in ableerature whose truth claims are
larger, such as epistles and histories. When asribn alHajjaj’s attacks on al-
MutanabB—just to take one example from Ibhbbad’s time, place, and literary circle—
the readerly impulse is to see how that slandeht@gerlap with historical and
biographical data from other sources. In the Madtgwcase such research does not seem
plausible in the current state of the textual fislol one hermeneutic problem is replaced
by another: rather than wrestling with poetic paessand biography and how applicable
one is to the other, the reader confronts the prooed paucity of detail provided to us
by this brief, fragmentary poetic format.

The enemy’s place in his family—how the poem stedibim relative to his
predecessors and successors, but especially fathes—is such a fundamental aspect of
hij@’ that it should figure into any theoretical treatrnef the form. Bourdieu’s
inheritance model (see chapter 1) tells us a geadl@about why inheritance matters so
much in societies—in the Middle Ages, probably} s much as in Modernity.

13 Note the minor example of name-play in YDQ 3:3qdoted above. It is not the phonetic wordplay tHatve
mentioned as common hj@’, rather it likens a the name Afaf{i) to its morphological relativiala’ (high
standing).
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Recalling his example of collecting objects throumgjheritance, mastering time and
demonstrating that mastery materially and symblyi¢®istinction 71-72), the reader
begins to recognize the flexible walls of the fanmiame for storing capitat? This

poetry assigns itself a task greater than ridigulbn Mattawayh as an agent in one time
and place; instead it stations him unflatteringlis family line. He is a disappointment
to his father, an undeserving inheritor of whatdherelder generation has passed on to
him. Significantly, the poetry does not lay lowttlggneration (although that is as popular
ahij@ move as it is insult genres throughout Europeaguages up to the present) but
instead suggests that the father's name is val{ader father is Al “Al1, He of High
Standing’). Ibn Mattawayh is an embarrassment éaidime Mattawayh, what the poem
terms ‘the peacock’s leg’: a drab and tiny apperdsneath brilliant plumées?

The inability to master desire and sexual polititkat commonplace which has
defined the discussion of invective thus far—catesyin the enemy a second vital
failure. The poetry demonstrates to Ibn Mattawayth e audience that he is too much
the fool and the passive sodomite to maintain (nes parlay) the worth of the
Mattawayh name. Overmastered by desire and memgtiiude, he then fails to master
time, as Bourdieu says the inheritor means to @i 3hift from the physical to the
ethical, and on to the temporal, revealbija’ metaphysical characteristics not generally
ascribed to it. Here | return to the broad disaussif slander at the beginning of the
chapter, i.e., the epistemological argument. Wheririvective work is a performance of
addressing the enemy and explaining to him why aetsslander, it becomes most
vividly clear that the process of informing is théempt to produce a change in
knowledge from one moment to the next (‘O Ibn Matigh, to put it nicely [...]"). In
other words, in this poetry there is a conscioustiest, as it declares ignominious the
changes over time within the enemy’s male famhgre is also a change over time it is
trying to effect in the poem’s receiver. From thaset of the poem to its conclusion,
there should be discovery and an arrival at coroncif its language becomes
outrageous, then that can be explained by theierentequired to deliver unwelcome
information as a matter of performance.

Of these short poems, the last one presented amates the broadest historicist
speculation, which makes it probably the most cexplf the group. The wordplay that,
as | have noted, allowsja’ poets to warp and ridicule the proper name, giveg here
to the double entendre in Mazilism. As the verlitazalnz means ‘we isolated
ourselves’ and ‘we took up Miazilism,™® the poem makes the anti-fiazili position
look pathetic (SibMattawayh is passive in his sodomy) and ridiculfhesis insatiable

1411 its most explicit form, the name and the phgsimllection of goods merge in galleries and mus®La patron
may endow a building or construct a new one, bigintiimes the naming of a collection attests thatptitron
already owned the pieces to be displayed, andahergis essentially the vehicle for making prizvaituals into
public ones.

15 bn °Abbad’s predilection for the peacock image is cleanfiais praise poetry (see chapter 2) as well as his
invective. It would be tempting to read this aspnting the popular praise/invective opposition tiwred in
chapter 2 (see also Van GeldBad 35-36). | would argue that it instead attesthpopularity of the peacock
image throughout Classical Arabic poetry.

1 This basic meaning predates fA®basid period and the emergence of theologieswiild the verb’s
figurative meaning. Also, a grammatical point: #peaker might be understood as individual or pjdina third
person common subject of this verb is often usealfasmal way of voicing the first person singular.
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and desperate). Recallinyd zz'iran sa’iran il a tiasi” and its tendency to raise historicist
questions of Mftazilism, it becomes evident how reliably the pméght use domination
conceits in order to frame a partisan theologicaktimversy. As with previous pieces of
Ibn “Abbad’s invective, the enemy undoes himself with hikifa to take control (i.e., his
subordinate position as the passive sodomite rétherthe active one) and his inability
to moderate his urges. His body bears the markeaodntrolled sextagi®un
sufluhusifluhu (neither YDQ nor the other editions ¥atmat al-dahrmark decisively
which vowel thesin consonant takes but the meaning is the sameheraiaise), literally,
‘his bottom is patchy.’ The verb from whichgi® derives means to patch, to insert pieces
into a hole, or to be deficient and need patchinerdforeragi® can mean, in certain
contexts, mentally weak. The body, mind, and lagguaonverge, as is so often the case,
not just in the text itself but also in the worlatlthe reader might exert in theorizing it.
There is another problem, perhaps more compledagithere, which invites the
reader to revisit Bakhtin’s politics of satire ahé carnivalesque, as well as the
problematizing arguments of his interlocutors (e=ggleton, Stallybrass and White, and
Sales):*’ | wish to review briefly the poetry’s relevant glogy and to gloss Ibn
‘Abbad’s nomenclature, in order to question the funatiohthe carnivalesque and
grotesque. | have noted an important multivalenead;i‘. Bearing in mind that, in this
period, the emotions were believed to be determimyetthe processing of humors in the
lower body, the range of meanings fagi® map out, in simple form, the distance
between thinking mind and ragged posterior. Whatdfore stands out is a cognitive
argument, stationed in the space between thesddfuttions. Soundness of the rear and
soundness of the mind—both lacking in this young m&raqi® character—are part and
parcel of one another in this schematic of persimaicourse. Not only doead*
suggest a poor mind in the textual system of Gias#irabic surrounding this
composition, but of course that implication beca®plicit in the poem’s second line.
The flimsy, patchy rear of this Mattawayh (be he Mattawayh, as al-THalib1
suggests, or that man’s son) is of course a maifikibie passivity Foucault has outlined.
We have furthermore seen in several cases howlglied passivity accompanies a lack
of bodily control and mental acumen generally. Adulge oneself to excess is no doubt a
key ritual in carnivalesque imagery, and Bakhtergument of its productive, organic
character jibes with other critical discourses Wstress the capacious and the
unfinished™*® But because thisija’ speaks so consistently and viruleratyainst
overindulging the organs, it signals that the reaslaow in territory uncharted by
Bakhtin. Further, the particular organs of the ticks and anus bear the marks of
promiscuous passive sodomy—they therefore idettigyr owner as defective or not
fully formed. As mentioned at the beginning of tbisapter, the poetic speaker’s
authoritative claims to knowledge and his presorgpstatement distance us, in decisive
fashion, from a theory of the carnivalesque, amrs® intersect with Bakhtin’s model

7 Those critics’ works, noted previously in this pter, are Eagleton'#/alter Benjamin(148), Stallybrass and
White’s Politics (12-16), and SalesBnglish Literature(169).

118 Examples include the field of Subaltern Studiesard Said’s contrapuntal model of criticis@uture and
Imperialism32), open-source computing, and the online wikir{@opher Kelty, “Geeks, Social Imaginaries, and
Recursive Publics” 185-87; William Westerman, “Bemology, the Sociology of Knowledge, and Wkipedia
Userbox Controversy” 146).
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of satire. But this conceptual process is by nomaesanoothly executed in reading Ibn
“Abbad, especially when one takes into account the lemoiaeplications of Bakhtin’s
dialogic theory, which | will discuss in detail bal.

It is important to bear in mind the narrative oftgdity and fullness Bakhtin tells
in his account of the carnival. He contends thatuhfinished quality of carnival rituals
produces, in its repetition and celebration oftthenan body in nature, a full and
sustaining realization of human life. Such rituafiplay, feast, celebratory drink,
excreting, and marking time according to seasomganstantly generative and
regenerative. Their appropriation in art means gimgy and regenerating life through
language. | want to turn again to the secqint quoted above. For all the canniness of
the satirical voice, the composition is still arpagl toward fullness, at least at the ethical
level if not at the gastric one. It marshals thetggque but at the same time showcases
transactions (sexual and intellectual) that onlyytbenefit one of the two parties
involved. The fulfilled, moderate poetic speakengiders his overindulgent,
underwrought, and ill-equipped enemy, then beéittlan by drawing up an economy of
sexual and moral acts. These poems’ preoccupaiibrdeminance, desire, and
manhood compel us to acknowledge the distancettiiey establish from the dialogic
strategies Bakhtin favors. For all the superfictaracteristics thikija’ might share with
the carnivalesque, it is ultimately a conspicuditesnapt to deride with a unitary
language.

It goes against a great deal of the past cententisism and theory to read
invective poetry as an authoritative literary idiohimis however is necessary work,
because these texts compel the reader to viewcte@bdomination wrought, both in
their literary language and in the politics thdbnm them. The perspective on power
dynamics offers the ancillary benefit of retrieviagd revising an element of Bakhtin’s
theory not always taken into account, namely hésimtition between carnivalesque and
satire (see the introductory section of this chdpteis true that IbriAbbad’s mulai are
explicit attempts to elicit laughter, and | agreghvBakhtin that this moment of laughter
ensures a dialogue—the literature produces an bbjéaughter and a laughing speaker,
both of whom share a language in Bakhtin’s ideabbfist parody. It is equally clear
from my readings that these two figures must ratatheir shared language differently
from one another; that, | would argue, approximatge more than carnival in the
Bakhtinian framework. What | think necessary isnt@rrupt his narrative: he argues that
the carnivalesque becomes degraded as it movesaitirigal direction after the Middle
Ages, and this account seems to me misleadingniuat of political triumphalism and
ideology—all of which marks IbhAbbad’s hij@’—can produce a pure discourse of any
kind. The carnivalesque, similarly, cannot be unigmnbusly or purely grotesque; it
seems likely Bakhtin would readily accept this pogiven his exact use of the
nomenclature “grotesque,” “incomplete,” and “ungiméd.” The violence of parody and
satire mean ensure critical instabilities of laeghSatire’s authoritative voice, it is worth
bearing in mind, presupposes a complaint, a collisif social or theological rules. In
other words, its call to ridicule arises from theiaty of having an enemy. This formal
feature of invective is animated in the historisigw upon IbrfAbbad and Alfonso. The
poetry | present in this chapter has as its frarsongeit the spectacle of the high-ranking
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political figure attacking an individual of lesgaolitical power. At the moment laughter
erupts and inhabits the utterance of the text,gbater discrepancy is thrown into relief,
and the poem speaks an ambivalence that must trthalgourt as the speaker asserts his
control.
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Alfonso X: Hermeneuticsin Law and Literature

| have pointed out that slander is a form of st@fiing, in Ibn“Abbad’s
fragmentary works but all the more so in @@ntigas d’escarnho e de mal diZ&€EM).
This observation is less important as a rote Fastnabnsideration than as a window into
the pedagogy of poetic insult. It also helps exptae CSM, whose anecdotal nature
seems to derive from two sources. The first, as seehapter 2, is the previously-
existing tradition of Marian tales from which Alfsa draws the data for many of his
songs. The second source is thatigaform that allows for sung storytelling along with
entreaty, description, and other less narrativie bagchniques. To tell a story—in which
the slandered party is responsible for stupid anaral acts and there is a discrete
causality between desire, act, physical effect,taagpoem’s ridicule—is to create a
world for the express purpose of dominating it.tNeihija’ nor the CEM is inherently
any less authoritative than the praise works weslnaad; a literary work derives
authority from its own utterance, its performarened the sociopolitical relationships it
establishes in its language and imagery.

Just as Arabic rhetoric ascribes to poetry spéorats of linguistic intimacy and
moral excuse, allowing poets certain freedoms anawtigority figures, Iberian Romance
languages distinguishes the lyric poem from otpeken and written discours®,
Whether or not those distinctions protect the CEMImw the troubadour special
freedoms is not altogether cleblija’ seems to enjoy a form of protection through
rhetorical categorizations: the two projects ohaftgizing and describing poetry in
prose both tend to pla¢ga’ andmujin in close proximity to one another, which
provides the invective text a convenient meansofipation. A clear example of this
close grouping i¥atmat al-dahritself, in whichhija’ andmujn appear under one
heading, so that there is no real distinction dra@etween the two as the poetry unfolds
(YDQ 3:314). When called to account for its hargdmehehija’ text may take refuge in
the lightness ofmujin. In a certain respect, this exculpatory attemfarms the CEM,
although the textual basis for the exculpationasat all obvious.

The other complicating factor is Alfonso’s extraioaty status as author: of
slanderous literature and also of a legal treatiklressing slander as a concept. It should
also be pointed out, because that treatit@asssiete partidgso which much of modern
Spanish law texts hearken, Alfonso is far bettesvkim as a founder of a legal code than
as an author of irreverent poetry. The reader thexdnas the opportunity to observe the
king in multiple authorial positions, as if Alfon$@ad several personas in his texts, each
one in conversation with the others. Benjamin lgflects upon the apparent irony that
Alfonso, “though himself one of the major poetestarnhcandmaldizer, prohibits
certain kinds of insulting speech in the laws @&lths siete partidagarticularly when

119 Both the sung status of these works and theingstatus come to bear on our historical undeditarof the
CEM. “When we sit down to read ti@EM in a modern, printed edition we are engaging imetivity that had no
real equivalent in this poetic culture. The sumgcancioneiroghat bring theCEMto us [...]can be thought of as
written remnants of a vital and dynamic procespagtry, one that was based on orality and memdoizaind in
which poems could be imbued with meaning extra-akyl{e.g. vocal inflection, a gesture, nod, or kjim
performance. Theancioneirosare to Galician-Portuguese lyric what a diplomeithe conferral of a degree: a
record of the event, but not the event itself” (aore, “Locating” 10).
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these are fashioned in the memorable forms of rhynveriting” (“Risabelha” 41), at
which point Liu cites the following law from tHeartidas whose title reads “De la
deshonra que face un home a otro por cantigas Brpas” (‘Concerning the Dishonor
Which One Man Causes Another by Means of Songséuythes’):

Enfaman et deshonran unos a otros non tan solapengalabra, mas aun
por escriptura faciendo cantigas, 6 rimas 6 dicadalos de los que han
sabor de enfamar. Et esto facen a las vegadasmnaiaehte et 4 las
vegadas encubiertamente [...] (7.9.3).

Some men render other infamous and dishonor theémntyin speech but
also in writing, by making songs or rhymes, or etgtements of those
whom they desire to defame. They do this sometiopesly, and
sometimes secretly [...] (Trans. Scott 5:1352).

The law goes on to insist that aspersions on ateisacter be cast in a legal cdtftt
rather than in the ambiguous world of rumor, oamy other place where the
governmental apparatus does not have direct jatiedi In addition to this meta-legal
clause—the official text affirming the necessitytloé official court space to enclose and
regulate charges between persons—the law commpatsthe nature of speech. The
gravest danger it points out is the durable qualitg charge; slander takes on its most
pernicious character when allowed to resonate twey, by virtue of (1) its being written
down or (2) the mnemonic advantage of tune and ehyihis salutary to note that this
second quality is itself a technique of using tiite, organizing speech so that it fits
metrical divisions and syllabic measures of duratitartida 7.9.3 therefore folds two
views of time into one argument, insisting that ithteicate fine mechanics of sung poetry
produces, via its audiences, a broad time signatucellective memory and repetition.
Organized, versified language, insinuating itsaibithe arc of time experienced by social
groups, produces political resulssbor deenfamar[desire to defame] becomes a real
and measurable degradation of a man’s public cterakhis temporal duality informs
the very language of thgartida, which achieves an urgency as a behavioral warning
while it maintains its customary breadth of viewlegislation.) The law would seem to
constrict the troubadours of CEM, but of course/tteuld and did compose direct
attacks on their contemporaries, with no legal egnences so far as | have found.
Scholars of the CEM almost always employ a taxan@tnategy when trying to
place the genre in Christian Iberian history—Ilitgrand sociopolitical. Certainly this is a
useful approach when trying to place the CEM imstohy of language and decorum; a
certain view of taxonomy allows for officially-exsable slander. According to tAete
de trovar the rhetorical prose work written anonymouslyha century after Alfonso’s
reign and bound with CBNantigas d’escarnhase a recondite style, whereamtigas

120 Thijs indicates that Castile, in contrast to #hkbasid Empire, discerns clearly between a counsetfunction is
to adjudicate on legal matters and a court wheigtiardiscourse is exchanged—even though thogeotive
courts may be populated by some of the same dfficia
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demal dizerare direct and unequivoc&l Endorsing this stylistic opposition between
escarnhcandmal dizer the critic can use it as a criterion by whichudge individual
compositions, and specifically to decide uponiigermissibility in the context of
medieval Spanish norms. In the last six decad€&Edfl studies, many scholars have
adopted for their own arguments #ee de trovais binary (Filgueira Valverde in Diaz-
Plaja ed. 1:577; Montoya Martinez, “El caracter34840-42; Liu, “Risabelha” 41-42). |
however agree with Lapa, who views #ecarnhdmal dizerdistinction as more a
product of rhetoric than of poetic practice itséffTheArte de trovals author was of
course inestimably closer than we are to the Gadiflortuguese cultural moment in
which thecantigaflourished. Nonetheless, the work’s status aexapost facto
commentary raises significant questions of litefasgoriography. | would argue that
CEM authors cannot be assumed to have vieweddheivithin the same framework or
even with all the same nomenclature laid ouAite de trovar(Filios, “Women Out of
Bounds” 36). It seems to me methodologically questble to read fourteenth-century
prose about twelfth- and thirteenth-century lyscaareliable statement on the character—
formal and social—of that lyric. And it seems &lkétmore questionable to project that
interpretation yet further to the field of law.

The efforts critics have exerted to understandB#& within the framework of
Alfonso’s legislative writing, while undoubtedly wbwhile, cannot be considered
conclusive. It seems necessary to add severaricstpossibilities that inform the
poems:

* He may have issued tlirartidasas more of an archetype or an ideal than an
immediately binding writ. The laws were not pronatied by the Castilian
monarchy until 1348, some six decades after hithddahe had the text written
with the understanding that its laws would not bfoeced until the century to
come, this would open up the possibility that tned as written did not in all
cases affect Alfonso and his contemporaries. (lzagaes that the CEM'’s very
existence indicate that the above-qud®adtidaslaw could not have been
enforced Licoes178].) Or, even if it was enforced upon its issteggnt may have
postdated Alfonso’s CEM sufficiently that he is wonsidered responsible for an
offence undePartidascode.

» His status as king may have placed him in a vilyuaitouchable position among
CEM authors, such that his works did not come ufetgal scrutiny. (This
possibility should not lead us to conclude thaséeganked CEM troubadours
were prosecuted for their works; | am aware of idence at all of a CEM author
tried at court or punished by the state for higlgtander.)

» The privilege Alfonso, following the practice ofvezal royal generations, assigns
to troubadour arts in his court may have giventtbebadours themselves
preferential treatment in legal appraisals of sheec

121 SeeArte de trovard2-43. The question of direct and indirect stysmdigures heavily in medieval Arabic
rhetoric onhija’ (Ibn al-Athir, Jawhar310).

122 5ee CEM, “Prefécio” 8 and, for subsequent criticagreement with Lapa, see Benjamin IMedieval Joke
Poetry2 and Simone Marcenaro, “Tipologias” 164
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» The law cited above may not have pertained to ta®l Gpecifically. The intra-
court performance traditions oantigasand their elite core audience may by
themselves have protected the troubadour, in tee efjthe lawt?* Denise Filios
argues that the circumscription of the CEM’s audeéereduced the danger of
poems harming the reputations of those persons wheynslandered. This points
out a pragmatic factor not exactly the same ad [@oéection but nonetheless key
to understanding why the CEM enjoyed such licensdefame Performingl14).

* Las siete partidasnake it clear that slander is most dangerous wth@arsists in
people’s memories; this may suggest that sland@gérdild not reach the general
populace was not a major legal concern.

What, then, can be said confidently about Alfongmsition vis-a-vis the CEM? The
difficulty answering this question is unsurprisitige above observation of Alfonso’s
multiple textual personas is basically a respoogbé equivocations we might find
within those texts—that is particularly true of fPartidas Some combination of the
above-listed factors may obtain. My suspicion & the last one is most plausible.

Repeating once more the caveat that literary n@angsot be lumped in with legal
discourse, | conclude from my reading of Bertidasthat in medieval Castile, any
example of the CEM would be considered somethihgrahan normal speech. It is
unclear exactly what kind of speech the poems wbaid constituted according to the
legal code; but one possibility has been suggestestent scholarship merits
consideration (1) for its foreshadowing of the ngaém | will examine and (2) for its
attempt to explain the CEM'’s existence in the saoyal courts where the laws were
written. Along with slander, thRartidasaddress the phenomenonuégo de palabras
(‘word-play,’ in the sense of an actual game betwgeople rather than a single word or
phrase used) and treat it as a legal game withfgpades. Thejuegds defamatory goals
are acceptable because the format of the gamerdiiegdo the legal text, is hyperbolic
sarcasm rather than literalist or sincere enunmwratnf faults Partida 2.9.30). The
Partidas law onjuego de palabragwordplay) might be viewed as a logical opposite
bookend to the slander law.

Filios explores the possibility that tiRartidassheltered the CEM under the
canopy of play. Her hypothesis is that the CEM Hjedl as juegos de palabrad his has
significant legal and critical implications. Hettenpretation distances the CEM from the
legal categories adnfama(‘infamy,” Partida 7.6.5) ancenfamamientd'defamation,’
7.6.6), focusing instead on questions of the sopgdormance. She suggests that a
defamatorycantigais dialectical—it presumes a response, at leastany cases, and
may therefore be an assay that begingutga'?* In this understanding of CEM, the

123 On the question of audience and performancejitp®rtant to acknowledge the difference betweeMGiad
CSM. While there is no doubt thedintigasare the creations of societal and political elitexl that their initial
recitations were typically in royal courts, the C@lgpear to occupy a special position in the Castithodel of lyric
performance, in that their authorial figure stagpglicitly that they should reach a broad audiefce.Alfonso’s
instruction in his will that the CSM be recitedhis kingdom’s churches during holidays, see chahteelevant text
of the will in Antonio G. Solalinded.,Antologia236.

124 Thejuego de palabrasf course requires more than one plagertida 2.9.30 refers to an abstract ‘those who
play’ (“quien jugaren”).
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poetic text can be the beginning of a conversatimer than a definitive statement. The
elegance of Filios’s argument is that it offeroluon to both major questions raised
above, i.e., how the CEM were allowed to existlitegoolitical culture and how Alfonso
could have composed CEM without violating his oaws. | find it the most compelling
and theoretically challenging resolution of the tyeeestions | have raised, although it is
speculative and not demonstrable with the textuialemce at hand. She herself qualifies
her work in this way, describing it as speculaiimdialogue with previous scholars’
speculations on theantiga(Performing19-20).

Although the present study does not scrutinizegoaranceper seas Filios does,
the question of how the CEM were performed overiaitls my social inquiry into the
poetry. Furthermore, to hold up the CEM againsteigal idea ofuego de palabrass a
meta-reading of the songs, a gesture toward ar@acelimember and audience position
that | have not yet considered. If tRartidasmanufacture a juridical speaker—i.e., a
speaker who aims to both understand and instrdatiduals, society, and institutions—
then the question is, How does that speaker reegigiesituate slanderous lyric? This
identification of a speaker simultaneously allowms approximation of the CEM to the
Partidas and relieves us of the burden of two projects skam methodologically
guestionable: (1) drafting a “real” Alfonso fronmslgsomplex and multivalent texts, and
(2) coordinating that figure with the discrete teafcantigas'? It is also a reminder that,
even in a tightly-framed view of intellectual hisgpit is necessary to view Alfonso as
having several textual personas. It becomes legeriant to assimilate these personas
than to analyze them as the complementary andrdissoaltogether problematic,
devices that they are.

125 Examples of this methodology include BelGdntigas” and O'CallaghanAlfonso X and th€antigas de Santa
Maria.
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“Domingas Eanes ouve sa baralha/@éangenet’, e foi mal ferida(CEM 25; pp. 308-15
in CPAS,; original-language version given here asrfriManuel Ferreiro in Arbor Aldea
and Fernandez Guiadanes, &htudos246-5829).

Domingas Eanes ouve sa baralha
contiu genet’, e foi mal ferida;
empero foi ela i tan ardida

gue ouve depois a vencer, sen falha,
e, de pran, venceu bdo cavaleiro;
mais empero era-x’ el tan braceiro
gue ouv’ end’ ela de ficar colpada.

O colbe colheu-[a] pera malha

da loriga que era desmentida;

e pesa-m’ ende, porque essa ida,

de prez que ouve mais, se Deus me valha,
venceu ela; mais [pel]o cavaleiro,

per sas armas e per com’ er’ arteiro,

ja sempre end’ ela seera sinalada.

E aquel mouro trouxe con o veite

dous companhdes en toda esta guerra,
e demais a preco que nunca erra

de dar gran colpe con seu tragazeite;

e foi-[a] achar come costa juso,

e deu-lhi por én tal colpe de suso

gue ja a chaga nunca vai ¢arrada.

E dizen meges que usan tal preit’ e

an atal chaga: “Ja mais nunca serra,
se con gquanta laa a en esta terra

a escaentassen, nen con no azeite,

porque a chaga non vai contra juso,
mais vai en redor come perafuso,

e por én muit’ a que é fistolada”.

Domingas Eanes had her scuffle

with a Moorish horseman, and she was badly injured.
But she was so ardent

that, in the end, she won by a rout.

126 Eerreiro’s edition is a revision of both Lapa’sM@Eersion and Paredes’s in CPAS, and of course an
interpretation of the CBN and Vaticaancioneirosn which thecantigaappears. He raises significant questions of
Lapa and Paredes, and argues strongly for his exicdl and orthographic readings; | am therefocdiried to

favor his text over that of his predecessors, g¢lieae two most prominent among them.
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And, it's true, she beat the great knight,
although he is so good with the lance
that she had to sustain some injuries.

The blow she received hit a link

in her chainmail, which was undone:

and, dear me, because at this thrust,

she was tougher—God help me!—

—she won. But then the horseman,

because of his weapons and because he was sq crafty
saw to it that she would be marked forever.

That Moor carried, along with his rod,
two “companions” throughout this battle;
he is also known for never failing

to strike a great blow with his dart.

He went to topple her, mouth open,

and gave her such a hit from on top,
that now the wound will never be closed.

The doctors who make this their business say
about such a wound: “It can never be closed
even with all the wool there is in this land,

nor with oil can it be cauterized,

because the wound doesn’t go straight in—
—it goes around, like a screw,

and that's why it's been drainiffd for so long!”

The text of this song presents us with a problesh ithmany ways transcends the CEM:
the figure of thesoldadeira a female servant who sings and darté&€§he scholarly
consensus that Domingas Eanesssldadeirastems not from historical records but
from a generic convention of the CEM, i.e., thiefpssional class of women is the main
target of misogynistantigas Domingas Eanes does not appear in any other waddie
text | have discoverelf® so there are no sources to fix her as a histdiigate, much

less to confirm her profession. The history of gleare takes the place of a social history,
in this case.

127:Draining’ is far from a literal translation ofi¢tolada” (‘fistulated,’ i.e., having a fistula cintto the wound to
treat it). Of commonly-used English words, ‘ulcexditmight be closer to the meaning of the origibail, it does not
have the sense of a form of treatment, and itrthéumore awkward-sounding to my ear.

128 £or a definition of theoldadeiraand her role in both society and poetry, see Rakéméndez PidaRPoesia
juglaresca31-33.

129 There is archival evidence of a widow named DominBanes in northwest Iberia (Boullén Agrelo, eted. As
tebras135) but the records’ dates place her almost tugeafter Alfonso, so if he was indeed the cantigauthor,
it must be about a Domingas Eanes undocumenteithém known sources.
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Female identity is undoubtedly one of the mosbpmatic and critically
productive elements of Galician-Portuguese IyfiEven setting aside the CSM, whose
fascination with female identities is obvious, i@ tmuch larger profane corpus there is a
studied and anxious meditation on women, partibularthe chaos andngano(see
chapter 2) theantigasassociate with them. The®ldadeiratitle requires some
contextualization, as a category both professiiral historical) and literary. It denotes
a professional singer and dancer; her status assarai does not, however, deliver her to
any form of parity with thérobadorjoglar strata mentioned in chapter 1. This is most
plainly seen in her literary role. What seems nstréking is not thesoldadeiras role as a
favorite target of ridicule—other Iberian Romane&nes are also quite consistent in their
selection of female stock characters to derided$;iPerforming1-5)—but rather the
basis of that ridicule. It is worth bearing in miticht thecantigasare a corpus
predominantly of men’s poems, where the male trdabaauthorial figure is privileged
even when the lyrical voice is presented as a weésttahThesoldadeiras status as a
singer and dancer—i.e., a professional who usetalets and physical charms in order
to elicit emotions from audiences, including thditity—seems to render her vulnerable
to slander, but her singing and dancing itselfranrteat issue. Whether or not she is good
at performing music and dance is irrelevant to@E#M; she is not shown performing
anything except ribaldry, sex, and primitive foraf®ngano

The links between female performers and perceiegda availability are
widely acknowledged and amply documented. | wouddia, therefore,
that these poems represent the consequences défemmstrelsy—the lust,
the degradation, the grotesque physicality thotmbt produced when a
woman performs. In short, performance is textutigre, but only as an
embedded effecllo portray this effect explicitly as the resultediemale
minstrel singing, accompanying, or dancing would:banterproductive,
since it would call into question the ethical basisourt performance
itself, which relied so heavily on professional minst@leiss in
Deyermond and Taylor ed. 250-51, emphasis added).

Julian Weiss provides a logical explanation forgbkladeiras exclusively sexual role in
CEM; but he goes beyond that, exposing an anxietiyeocourt. The fact that Alfonsine
rhetorical prose fixates on the relative positiohperformers alerts us to the political
aspect of the artists’ courtly roles (Rodriguezaseb,Castigos42-43, 269-300). The
entertainment provided by those performers is moeee distraction from the more
“serious” tasks of legislation and writing didactixts, but rather an essential element of
the court’s political life. This is true not only male troubadours and theglareswho
typically performed the troubadours’ works, buiatd the many lower-class minstrels
who populated courts, even if in peripheral aistiles such as treoldadeiras (R.

130 On female identification in the CEM, see Ana Pdtgareira, “A ‘Outra Arte’™; Filios, “Jokes” anBerforming

3-5 and 21-22; and Julian Weiss in Deyermond andofad. 245-57.

131 Thecantigas d’amigonumbering approximately 400 among extant worke agtributed to male authors but their
conceit is of a woman in search of, or lamentireg, rhale lover.
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Menéndez PidaRoesiguglaresca31-32). Acknowledging their indispensable function
as entertainers and interlocutors, | nonethelask thnecessary to consider the
possibility that the CEM'’s ridicule of thepldadeirais a sexualized expression of social,
political, and artistic messages. In other worldg, wiolation of Domingas Eanes—and
the smirking valorization of her inner resolve—opeIp a much broader set of questions
about thesoldadeiraas court presence. Modern readers of Europeandgeglare
accustomed to euphemisms for sex, but this medmeah is sex as euphemism.

The presumed biographical fact of Domingas’s pitasl-performer status
combines with her conspicuously non-noble sociak ta justify the attack. (Noble
women, of course, do not perform work of any kiak not named in love-songs about
them, and are not subject to the lascivious pdatiguage employed in thisntiga)

What is surely in the audience’s mind, and whaahtato privilege here, is the
performance-for-payment exchange implicit in soédadeiras work. It is as if the only
avenue over which to deliver her to elite courttyveere to elide her artistic role
altogether and to focus exclusively on her iderd#ypaid professional. This requires of
course that her “performance” itself, in ttentigg be a process of negotiation. The
battle is an exchange even before the reader ad&dges its sexual allegory as sex. The
most basic exchange is that of the ‘injury’ Domisgastains for the win she earns, the
poem’s mention of the former explicating how nonhimaictory it is. Somehow, she
comes out the winner without (so far as the tdig tes) parrying at all. The disposable
guality of the won battle provides a frame of tlaghetic around the set of exchanges
within the battle itself. The knight attacks witle&pons (organs: hieagazeite ‘lance,’

as penis; hisous companhdg4wo “companions™ as testicles) that are effeetand
confidently wielded; Domingas has armor (clothititgt is either defective,
incompetently fastened, or insufficiently strongmithstand the blow.

The one-sided economy of the fight is foretoldna sexual economy of medieval
lyric, in which a man’s desire can place the betbwea double bind. In courtly love
works, the feminine beloved must of course not gaga sexual acts, depiction of which
would tear apart the elaborate love conceit. Howeaf/ehe is too aloof—or, worse,
antipathetic—the tradition dictates that the seitlspeaker should suffer iliness,
sometimes fatal (Gerli edMedieval Iberia269). In both cases the speaker attributes to
his beloved the qualities of preeminence and chrghe is the resource from which he
seeks sustenance, usually in the form of acknowheshy and fleeting moments of
contact. Aside from the obvious formal factors tlwatld distance this work from the
chaste love tradition—i.e., the graphic physicatityhe composition, its irreverent tone,
and the fact that the masculine desiring figuneoisthe lyric speaker but an unspeaking
character—there is also a structural differencénrelationship between the two
characters. Whereas the object of courtly loveaasnred by the physiological effects
she produces in her masculine interlocutor, ¢caistigameasures Domingas by the
physiological effects her masculine interlocutasgurces in her. The noblewoman
possesses quantities (these aside frongbalities e.g., beauty, grace, etc.) that she must
be careful to mete out moderately to her lover:raight return his gaze briefly, allow
slight physical contact, or make available discretaments of her time for conversation
with the lover. The masculine lover seeks theseafiies, which are measurable yet
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intangible, so as to sustain his health, whiclangible in that it registers in his organs.
Domingas has dominion—and that only partial—overbaaly, i.e., she does not have
the sort of property that signifies the upper aassr the (noble) chaste beloved. The
actuation of the horseman’s desire registers havé¢ noted, on her body and in her
organs. It is only logical that Domingas should faiprotect herself, because the very
strategy of protecting the body from violation isgecialty of noble women. Given the
poem’s unsubtle equivalences between combat mareand sexual interactions, there
is strong temptation to readd malha/da loriga” (‘a link/in her chainmail’) ashgmen,
and thegenetés strike as its rupture. The only factor that aagagainst that
interpretation would seem to be socio-historicalyinity, as a demonstrable form of
physical and ethical chastity (see chapter 2)ptghme province of theoldadeira Her
middling position in the court economy mean thatrdg poetry with instrumentalize her
to perform physical labors (singing and sex) theience wants but cannot explicitly
endorse. In the CEM, her body comes prefigurecegsadied but attractive, worthy of
men’s attention but imminently expendable—in otherds, useful.

Not only is the ethical basis of love inverted—abulove requiring a high degree
of the beloved’s control and an absolute lack ofstonmation—but so is its
metaphysical basis, the relation between corp@mélabstract. In medieval poetry, there
are a great many stylistic and structural factbed tnark corporeal lust, thereby
distinguishing works from the courtly love genrisiclear that this poem takes part in
several conventions of its genre and of Iberiarditure more broadly. The interweaving
of war and sex—in this case, wag sex—is a literary device dating back to the tvirelft
centuryCid at least (Hutcheson and Blackmore ed. 51). lisis avident that the CEM
use social class as a criterion by which they ui@isoldadeirasndividually and as a
group (Scholbergsatira84-85). What is remarkable about this poem’s paldr
technique is that the composition as a whole isoaéed to producing an allegory and
then, with both narrative accounts standing besradeanother in the audience’s mind
(i.e., the explicit story of battle next to the il story of sexual violation), it becomes
clear that they serve to articulate her socialtposi With the allegory complete, both
war and sex convert into metonymies for class.

The ethnic and religious questions raised bydaigigaare no less fraught.
Domingas, whom the audience already knows to bialpptransient by virtue of her
soldadeirastatus—she can move between courtly and plebralesito converse and
perform—takes on all the more social dimensionsanencounter, not with just any
man, but a Muslim knight. The tergenete(shortened tgenet’in line 2) refers to a
North African horseman (DDGM, “genete”), whose nantole confirmed by the Old
Spanish cognat@ete The combat motif of this poem suggests that henigs to a
Muslim army, although that cannot be fully ascewtal; Arab and Berber mercenaries are
known to have fought under Christian kings in mediéberia (Kagay and Villalon ed.
258). But because this is a joke of a fight, ared@hristian Domingas would most likely
be “fighting” with an enemy of the greater grougtwivhich the song would identify her,
it seems most logical that thgenetewould be part of a Muslim force. Muslims figure
prominently in jocular Romance texts as a partndticit, hedonistic, or physically
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arduous sex; this is certainly the case in the CEke soldadeirasthesemouros
(‘Moors’) presuppose fornication, marathon-sex ficas, and rap&’

Both Domingas and thgenete as character types, serve to blur the palette of
images with which the troubadour renders Iberign In broad view, this instability of
roles and identities is logical, given the confasioamplied by the Moorish-Christian
physical encounter itself. Temldadeiraoperates between social (and, in this case,
religious and ethnic) groups—this is true histdhicand in the poems themselves—
while thegeneteindicates a foreign threat that can nonethelesohapted occasionally
into serving Christian imperial interests. That siddadeiracan traverse classes and
religious groups is an asset, albeit a liabilityhe questionable moral realm of the
CEM’s abuse. Furthermore, the language of crossugg-and instability may be a
necessary formal element of the CEM in generalcdise representations of interfaith
sexual misalliances touch on highly taboo zondsoth conduct and language, it is not
surprising that they often take refuge in equivaeaisters, especially those of war and
commerce, which are more permissible modes ofdnttural association” (Blackmore
and Hutcheson ed. 51).

This poem, viewed in context of the CEM as geooafuses categories—not only
that the two characters represent, but in the aaha sense of social rule suggested by
the lyric speaker. The fact that the law clearlypfds the sort of sexual encounter
imagined by thisantiga™®and that such encounters are a favorite tropereo€EM,
means not that the act is somehow socially normelit rather that it is converted into
a courtly stigma. The primary members of the cagte of course the king, his advisors
and savants, and nobles; entertainers sugig&esserved to perform the compositions
of noble troubadours, arsbldadeiraswvere a class of entertainer at the lower fringes o
juglares®®* With this in mind, Weiss’s point above seems efglgocompelling: the
social hierarchy of the court insists upon markisgstrata but has no basis on which to
eliminate or condemn treoldadeira so the CEM speak a form of troubled official
ridicule. This is especially pronounced in suclomposition as CEM 25, whose
authorial troubadour figure is the king himself.

132 |n David Ashurst’s opinion, the probable connatatihat the Moor is an enemy of Castile “only matkesjoke
at her expense more stinging and elaborate [...]"&@sbuline” 2). For other accountsgdgnetessee CEM 21, 60.
For other poems featurirepldadeirassee CEM 11, 14, 47, 48, 49, 146, 189, 190, 105, 206, 233, 244, 245,
246, 247, 321, 323, 333, 335, 344, 347, 384, 386, Bor other poems associating Moors with viriéityd
promiscuity, see CEM 23, 51, 189, 229, 230, 29D, 308, 409. (Of all these poems, CEM 11, 14, dndr2
attributed to Alfonso.) For an analysis of non-Gtians, including Moors, in the CEM, see Rosenst&niced”
68-72.

133 according to the.as siete partidasa Muslim man is to be put to death by the stidte ihas sex with a Christian
woman (the same penalties apply to Jewish men fguiity of such an act). The offending woman id&placed

in the power of her (Christian, since religiousimarriage is of course forbidden) husband, who chayse to let
her live or have her burned her to dedhrfida 7.24.9, 7.25.10). Municipal coddsgros are more insistent that
both parties die (Blackmore and Hutcheson ed. 54-55

134 R. Menéndez Pidal affirms several points on thepis.Juglareswere not only mouthpieces for the more elite
troubadours who composed courtly literature; thesfgrmed that function but were also authors thévesealbeit
of less highly esteemed genr@oésia juglarescd6). The nobility had the kind of inconsistentat&nship with
soldadeiragthat typifies “high” society vis-a-vis “low” arofficial texts suggest thabldadeirasare morally low—
that in addition to the fact that their singing we considered high art—but nobles and priestevi@rd of hiring
soldadeirasfor gatherings (31).
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Filios, probing the historical possibilities céntigaperformance in order to draw
up an ontology of CEM, argues that the malignedratiduledsoldadeiramay be
present when the song is recited and thereforerespond to it> This facet of Filios’s
juego de palabraftypothesis, mentioned above, would render the @GBMIement of a
dialectic so vigorous and multi-voiced that it wdwhark a logical apex of Bakhtin’s
dialogic model. Her understanding of the genreeiw for the social and temporal
potentialities it puts forward. Social, becausepbssibility that thesoldadeiracould
rebut the attack would level the field—only rel&liy, of course, because the space is
designed by, and serves the interests of, maldddnurs and the king. Temporal,
because she envisions a poetics following the extait an exchange of insults and
innuendo, perhaps sung, that were a facet of goants, albeit not recorded in
cancioneirosFilios’s theory allows us to imagine poetics beg@nd after the poetic
text, a prolepsis distinct from Genette’s—where &tnobserves the boundaries of
narrative to suggest its own pasts and futuremsHinagines a social history of poetic
performance to see the places wherestiidadeiramight respond. The lack of extant
texts to document such a response, predictable ghesoldadeiras’social identity and
the sort of lyric they performed, opens room fae@gation rather than foreclosing
historical and critical possibilities that | woulle to consider:*

| wish to extend this critical language of timadars emphasis on the advancement
forward of events, but focus on the poetic texa ait. What | find most important about
CEM 25, for the purposes of this study, is theystdrDomingas’s body and the curious
form it takes as it arrives to the courtly audierdeither Domingas nor thgenetespeak,
of course, and, as the work closes, the readeftis/ith Domingas’s physical proof of
the sexual encounter. Comparing the first anddi@stzas, the new information proffered
at the end is empirical—doctors have become inwhlireorder to apply a scientific
motive to the grotesque detail of the wound—and alstatement of time’s progress.
From the outset, the poem has provided a histbgyfitst stanza provides a summary of
its own story, so it is clear in the audience’s dsithat the rest of the poem’s task will be
to explain events and their significance. The jokt which the work closes, “Ja mais
nunca serra,/se con guanta laa a en esta terti’tqn never be closed/even with all the
wool there is in this land™], taking the form obdtors’ lament-*’ brings the body into
the “real” time of the courtly spectacle. The vanagiescientific concern solidifies the
claim that Domingas—who, it should be borne in mmabably was aoldadeirain
contact with Alfonso and his close associates, qEstas their hired performer—is,
physically, beyond the past events CEM 25 teliec¢d by the ‘wound.” Modern critics
have understood this wound as either the vagieH ds a sexually communicable

135 With regard to CEM 25, Filios cautions that, “Givénis song’s hostility toward Eanes and her caests
treatment in the third person, | expect she didpaoticipate in its presentationPérforming58). But her overall
reading of the CEM is that they allow for, and oftmes engage, their target as interlocutor preisetiie audience.
This is of course a key component of her propasitiat the CEM fit into guego de palabrasubric.

136 Filios notes her skepticism that Domingas mighteha@sponded in kind to CEM 25, although she dog¢sule
out the possibility. The evidence she cites ispem’s high level of derision and its third-perseferences to
Domingas Performing58), as opposed to second-person address, whidinadvim other CEM orsoldadeiras

137 Lapa (see p. 36, on which appears CEM 25) anddearf€€PAS 308), in contrast to Ferreiro, readshigion not
as a direct quotation of the doctors but rathehadyric speaker’s paraphrase of them.
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disease?® My argument is that the poem plays with time ahgsical evidence so as to
give its derisive claims a lasting quality, andgfan authority over time among the
audience. The wound, and specifically the pluratinegs that might be applied to it,
compel the reader to view time as flexible and rdu#ctional. The possible
significations—and, easily as important, the faeittthey are all sexual, pathological,
damning, and durable—are to me evidence of theathiaterest this poem has of
advancing time for its own derisive interests.

| would like to argue further that the pluralitimsand around this work do not, in
and of themselves, create distance from an ausiiwgtvoice, as other scholarship has
maintained about the CEM. Noting the types of cperformers in Spain and the fact
that such singers as soldadeiras and male jugtamged easily from royal audiences to
public squares, José D’Assuncédo Barros arguepérirming arts rendered even the
most elite courts into relatively democratic zonésteraction. Although he says
forthrightly that poetry was a key medium of powss, maintains that the grasp on that
power varied according to poetic medium and spedkisrtheory is that a variety of
classes and voices made the discourse of the peurteable and flexible, and that social
control could therefore not be ascribed exclusivelgominant political agents such as
Alfonso (“Poesia e poder” 23-26). Liu contends tthat CEM, an “equivocal poetics,”
signify a mixing of languages, ethnicities, andiabgroups, the result being a productive
other language, an alternative to the absolutegregve authority that legal texts grant
the king (Blackmore and Hutcheson ed. 52, 54). ffdmework of Bakhtin’s theory
informs both Barros’s and Liu’s arguments. One rmggy that they ascribe to the CEM a
political dialogism that | do not find, althouglagree that they are very much a
linguistically plural form of literary speech. Tleeis no question that certain literary
devices and historical considerations—the semajusstions | have just raised, the
ethnic variety of characters, the invitation ofdater inherent to any humorous genre,
and the equivocal nature of Domingas’s professisrawis the court—inform a
productively unstable text in the CEM. But thattaislity of meanings, social positions,
and personas is not the same thing as a non-atatina@ipoetic voice.

Both of the CEM I discuss in this chapter arguedhbove point, CEM 25 most
strongly. Filios points out, “The humor of this gplies precisely in its brutal elimination
of ambiguity with respect to female sexuality?erforming58). On certain points, this
poem is insistent and absolute: tfenetés attack on Domingas requires an inspection of
her body that is also an attack, negating any piisgiof feminine physical integrity.

This version of an exquisite corpse, much moreditdhan the French Surrealists who
invented the term might have imagined, has in cerespects the same telos as the
medical examination depicted in tbantiga The movement of thgenete from African
enemy territory to the Iberian war front, to Domas¢s poorly-armored body, and then to
the courtly audience in the form of Domingas’s ammlly draining wound,
demonstrates that her body is a medium of knowleBygeuggesting that the wound is

138 Martinez Pereiro considers the ‘wound’ as thordyghultivalent, signifying the vagina, venerealelse, and/or
a female sexual insatiability (“Del combate” 26ar@s Alvar opines that it could mean the vaginawen
impregnation (Touber edRayonnemertt3). It should be noted here how conspicuousterénivitations to read this
poem psychoanalytically, a method Benjamin Liu passthoroughly in his works on the CEM (see “Jokark\and
Sex Work” andMedieval Joke Poetjy
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observable and its symptoms perpetual, Alfonsoéaker invites the audience to
participate in the narrative he has created. | lthseussed Genette’s mechanic of
analepsis in chapter 2; as this poem ends, it makesar-proleptic move (toward the
future: “Ja mais nunca serra,” “It can never ¢dlesed™), not narrating future events
per sebut guaranteeing Domingas’s state in perpetuitys s followed by the analepsis
(toward the past: “‘muit’ a que é fistolada,” “#been draining for so long™) that ends
the work. Both of these statements, although solaggcal as to be almost banal, gain
purchase through their engagement of the audidimelaughing response to which they
must appeal means that the amused court, predépoward the poem’s gender- and
class ideologies, sharpens the blunt edges ofdbtcaext. As with all CEM, the work
ends with the supposition that its audience wiffdiuthe lyrics with laughter following
the music. Prolepsis, therefore, is a tool not aiflthe sung narrative, but also of the
juglar-audience interaction, without which the song’soldgy cannot resonate.
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“Se me graca fezesse este Papa de R@@taM 33; original-language version given
here from CPAS 125)

We have seen in Alfonso’s Marian songs the diffeesrbetween implicit political
arguments (CSM32) and explicit ones (CSM 292); the CEM requive $ame shifts of
analytical gear. If Alfonsine political questiorexjuire substantial work to become
evident in CEM 25, in CEM 33 they make themselvesvkn from the outset. In CEM
25, political hierarchies are a given that enalilessong’s polemic of social class,
whereas CEM 33 makes politics into a joke of samo@mic pretense. Following
Epifanio Ramos’s identification of a political subgp of Alfonso’s CEM-*® Juan
Paredes describes political CEM as comprising their genre

en el que la sétira gallego-portuguesa alcanzéayongrado de perfeccion
formal y estilistica. En estas composiciones, gatah aspectos mas o
menos directamente relacionados con su politideglutiliza la séatira
como arma, mas persuasiva en ocasiones que lafderpoder o las leyes,
y la cantiga adquiere un sentido trascendenterepsasa el nivel de lo
puramente poético para convertirse en literaturdeteincia (ed. Carmona
and Flores 451):

in which Galician-Portuguese satire reached a highade of formal and
stylistic perfection. In these compositions, whigal with aspects more or
less directly related to his policy, the King (i.&lfonso) uses satire as a
weapon at times more persuasive than the forcewépor the laws, and
the cantigaacquires a transcendent meaning, that exceedisvileof the
purely poetic in order to become literature of demation (translation
mine, parentheses added).

Paredes’s attribution of formal superiority to fichl CEM may speak more to his
individual tastes (his CPAS is the only book-lengtitical revision and translation of
Alfonso’s profanecantigag than to any discrete features of the poems, Ipatrof his
above comment is most pertinent here. His situadfd@EM vis-a-vis legal texts recasts
the problem addressed earlier: whereas some skttundary literature | have presented
has seemed too credulous thatRaetidasapply to troubadour lyric, Paredes raises the
very interesting historical possibility that thengiat times needed lyric to impose his
power in ways that the law could not.

In other words, this study has moved from questigrihe comparability of
written discourses, and the power one type of $paeght have over another, to the
guestions of relative power and the king&dectionof one discourse over another for
certain inherent advantages. In this reading, nbt did certain political predicaments
call for Alfonso to compose slanderazentigas but also this process of selection refined
the form at a stylistic (and, Paredes seems toglydelieve, aesthetic) level. Paredes

139 Ramos considers CEM 33 a prime, although not semtative, example of these political compositifires
cantigas49-54).
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suggests that historical events affecting Alforigs,court, and his kingdom, became the
engines of literary development—in this case, settgpment Paredes deems salubrious
and auspicious for theantigain general. This view of a close, even causahti@hship
between political motive and poetic integrity geedl beyond my historicist view of the
CEM. But it is nonetheless evidence of an attempié critical corpus to integrate these
poems into the political structure of the courtinich they were composed and first
performed.

Se me graca fezesse este Papa de Roma!
Pois que el[e] os panos da mia reposte toma,
gue en levass’el os cabos e dess’a mi a soma;
mais doutra guisa me foi el vende-la galdrapa.
Quisera eu assi ora deste nosso Papa

gue me talhasse melhor aquesta capa.

Se m’el graca fezesse con os seus cardeaes,
gue Ih’eu desse, que mos talhasse iguaaes;
mais vedes en que vi en el[e] maos sinaes,
guand’o que me furtou, foi cobri-lo sa capa.
Quisera eu asdiora] deste nosso Papa

[que me talhasse melhor aquesta chpa.

Se conos cardeaes, con que faca seus conselhos,
posesse que guardasse nos de maos trebelhos,
fezera gran mercee, ca non furtar con elhos

e panos dos cristdos meter so [es]sa capa.
Quisera eu assi ora deste nosso Papa

[que me talhasse melhor aquesta capa.

If only this Pope of Rome would do me a good turn!

Seeing as how he takes the clothes from my closet,

| wish he’d take the low-down ones and leave meoties up top;
In more than one way, he’s tried to sell me clothes

So now I'd like this Pope of ours

to cut that cape better for me.

If only he’d do me a good turn with his cardinals,

that he’'d give it to them a bit, so that he mighit them up equally;
but you see, from what I've described, all the bagths from him,
when that which he’s stolen went to cover his cape.

So now I'd like this Pope of ours

to cut that cape better for me.

If only he and those cardinals, with whom he makesrders,
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would bother to free us from our hardships,

grant (us) the great favor of not scamming witmthe

and keeping the Christians’ coarse clothes undéhrbat cape.
So now I'd like this Pope of ours

to cut that cape better for me.

Generally speaking, praise literature in the Mid&igges is passed upward, i.e., written for
a patron by definition wealthier and more politiggdowerful than the author. Invective
moves in all directions on the social and politic&rarchy. Medieval epics are rhymed
histories, recited by an unidentified (and histalticunmarked) speaker about a named
(and historically marked) hero. Praise poetry alnabsays travels from an inferior social
position (the courtier speaker) to a superior dhe patron, or saint, or deity), thus, a
king such as Alfonso would be hard-pressed to erais/one but a legendary past hero or
a canonized Christian figure. Invective, on thesothand, goes from peer to peer and
from potentates to subjectd.

This cantigaillustrates the multidirectional quality of CEMoalg social and
political hierarchies. A few qualifications and spieation are in order. The slander
points upward in this case, but | cannot say tisadirection is totally vertical. The
relationship between these two figures would neeHaeen one of orders given and
obedience offered; kings and popes made requestseodnother, courted each other’s
favor to achieve certain ends, so that their nedgpiowers ebbed and flowed depending
on the situation. And, at a practical level, the@&did not enjoy the direct command of
great armies and dominion over expanses of landgldgngs such as Alfonso. His legal
works theEspéculcandLas siete partidaset out very clear divisions between king and
pope, as well as outlining the hierarchy of thegkiom itself:

Comparing king and people to the human body, hehesiped that the
king was the head and the people the members. ks they formed a
unity under the guidance and direction of the hdasking. The king was
God'’s vicar on earth in temporal affairs, placecehe rule the people in
justice, rendering to each man his due. The kirejdeid the same powers
in his kingdom as did the emperor in his empirghdiligh Alfonso
acknowledged the supremacy of the pope in spirdftfalrs, he stressed
that “we have no superior in temporal matters.”@fjrming two notions
common among the jurists of the thirteenth centnaynely “a king is
emperor in his kingdoméx in regno suo imperator gsind “a king
recognizes no superior in temporal affaing€q non recognoscat
superiorem in temporalibyisthe king was proclaiming his independence of
all other rulers, while also declaring his direepdndence on God, whose
vicar in temporal matters he professed to be (@&Qakn in Burns ed.,
Emperorof Culture15-16).

149 This is true in both the Arabic and Iberian Ronetraditions. On Arabic, see EI2, “Hidj paras. 9, 12. On
Galician-Portuguese, see Barros, “Poesia e po@2&and LiuMedieval Joke Poetrg0-22.
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It is a given that the worldview and argumentatargguage of these legal statements
stand at many layers’ difference from the literprgject of transgression and derision.
The main point to underscore about this Alfonsioktioal digest is the category of the
temporal which, in a medieval Christian contextam@something very close to
‘worldly.” The question of whether the Pope helchporal authority was very much a
concern to medieval theologians, jurists, and leadehere is evidence that Alfonso was
attentive to those theorists who attributed sudhaity to the Pope (Burns ed\orlds
155) although, as we see above, his most impdegat works argue unequivocally
against that position. The division Alfonso setsae®n pontiff and the tangible matters
of administration throw into relief theantigds insistent motif of the Pope as tailor, as
worldly and tactile a profession as one might imagiThe other important point in the
above quotation is the bodily connection Alfonsdkesabetween king and subject.
Clearly, the poem attempts a very similar connectieveloping a supplicant-master
relationship between king and pope as a populsiuge, a theme to which | will return.

Alfonso was very much in the position of supplicéalbeit a vociferously
disgruntled one) to the Pope after his 1257 elaci®Holy Roman Emperdt: Of the
successive popes who, after that date, were itigo$o crown Alfonso and make
official his title, none of them did so, frustragione of the king’s main ambitions on the
European stage. It is very likely that this pairgubcess informs theantiga Surveying
the history of Alfonso vis-a-vis the Vatican, masther instances of friction emerge—I
will present one more, which seems pronounced aggdestive enough to justify its
consideration.

From the late 1260s onward, Alfonso conflicted witajor Church officials in
Iberia, a set of events that seem to have reacpedlaof acrimony in deciding the
bishoprics of Santiago de Compostela (Inés Ferr@adofiez in Martin edLa historia
alfonsi55-70). The clerics in that city, alarmed by thegsures Alfonso had placed on
their leadership in the church, complained to theers throughout the kingdom, who
then passed on word in official letters to Popehidias 11l (r. 1277-80), who would
eventually decry Alfonso as an oppressor of ther€h(Burns ed.Worlds60). Peter
Linehan gives the following account:

Alfonso X’s neglect of Santiago was eloquent, butas not benign.

During the 1270s the church of Compostela suffémaachos dannos”
(‘many damages’) at the hands of el Rey Sabio.rdfodrove the
archbishop, Gonzalo Garcia, into exile and engagadholesale attack on
the rights and privileges of the church, with thsult—reported to the pope
by the Castilian-Leonese bishops in 1279—that Rosneros despreciando
esto assi como desguisada dexan de aver devod@yreen Romeria ala
sobredicha” (‘the pilgrims, denouncing this asiane; are choosing not to
make [their] devotions, nor to go on pilgrimage tiois reason’). There is, |
believe, a connexion between this and anothereobishopsgravamina

141 The title of Holy Roman Emperor was, by Alfonstise, largely symbolic. In sum, then, Alfonso’susigles
with a succession of popes to confer the Empit@rtowas the requisition of symbolic title from thelder of
another symbolic title. (Burn¥yorlds155-57).
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(ecclesiastical grievance) on that occasion: tb@mplaint that the king had
instituted,auctoritatepropria, “nueva orden a religion” (‘[of his] own
authority,” ‘[a] new religious order’). They wereferring to the Order of S.
Maria de Espafia, known also as the Order of “laalleria de Espafia,”
established by Alfonso in the early 1270s, incoaped into the Cistercian
Order, and granted handsome privileges by the kiadyding free grazing
rights thoughout (sic) the kingdom, as well asrtt@nopoly of presenting
at the royal court petitions [...]. Small wonder thfa bishops were
aggrieved (“Politics of Piety” 395, parentheseseaatjdranslations mine).

The poem may predate these events and, evenoié# dot, there is no way of
determining that they relate to the lyric complalhts nonetheless a real possibility,
raised by Lapa in his notes to ttentigg and Paredes is convinced that Santiago
controversies come to bear on the lyrics. As prbefcites the remonstration “que en
levass’el os cabos e dess’a mi a soma”: ‘I wishl hake the low-down ones and leave
me the ones up top’ (line 3). Noting that “os cdbmsans the lower part of something
and “a soma” the upper part, Paredes interpretmfaning specific to this poem and its
moment as “que dejase al Rey elegir en ultima mtstiaquien debia ser el arzobispo”:
‘[Alfonso wanted the Pope] to leave it to the Kitmgdecide in the end who should be the
archbishop’ (CPAS 127n3). This interpretation wolikdus in a discrete set of years (the
process of selecting Santiago’s new archbishopmagi1266); and would also invite a
parallel reading of Alfonsine laws, discussed b allaghan above. When O’Callaghan
paraphrases Alfonso “[clomparing king and peopltheohuman body, he emphasized
that the king was the head and the people the nmsindigove, the source textlias siete
partidas

Et naturalmente dixieron los sabios que el reyag®za del regno; ca asi
como de la cabeza nacen los sentidos por que ssam#&wdos los
miembros del cuerpo, bien asi por el mandamienéon@ice del rey, que es
sefor et cabeza de todos los del regno, se debmtamat guiar et haber
un acuerdo con él para obedescerle, et ampaguaedar et endereszar el
regno onde él es alma et cabeza, et ellos los meniB.1.5):

And, naturally, the wise men declared that the ksénidpe head of the
kingdom, for, as from the head originate the fegdiby which all the
members of the body are controlled; so also bytdmmands which
originate from the king, who is the lord and heédlbthe people of his
kingdom, they should be directed and guided, ahthdzarmony with him,
to obey him, and support, and protect, and aggrarttie kingdom, of
which he is the soul and head, and they are thebmenftrans. Samuel
Parsons Scott 2:272).

The Santiago controversy, intensifying Alfonsalsiultuous relationship to the
Church, demands attention for several reasonsdfi®to agree with Paredes, then the
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butt of the poem’s joke would be, in addition te far-off Pope, the king’s own subjects
in the Galician church. Also, the impact of thdtgavould be all the more pronounced:
the priests and bishops in the Galician metropaelavbe ridiculed—quilty by
association and, from Alfonso’s perspective, catlasvith the Vatican—in the very
language spoken by those cleric’s congregation.

If the poem were following the conflicts arisingifin Santiago, there would seem
to be more dangers for Alfonso than advantagesbidt®ps’ charge quoted above, that
Alfonso had made life difficult for pilgrims traval to the shrine of Santiago, would
suggest a contradiction in the king’s policy tow#rd city and its status as a pilgrimage
destination, and would furthermore argue againsti&go’s utility for the king in this
composition. His laws explicitly address pilgrinesSantiago, calling for their protection
and insurance of well-being (Alfonso Rpusculos legale®:159-61). The Castilian-
Leonese bishops’ complaint to Nicholas therefoggssts that the king had violated—
or, perhaps more accurately, neglected to enforeg-evan orders. As noted in chapter 2,
one of the most important projects of the CSM igdlorize Santiago. That effort would
seem to be undercut, even if slightly, if CEM 33evalluding to problems originating in
that holy city. The documented historical discdrere would seem to work against
Alfonso’s broader interests of promoting his wigker although that alone is not
sufficient reason to rule it out—his enormous tekttorpus is as equivocal, even
contradictory, a legacy as could be imagined, Be trixed than his record of political
gains and losses. The plentitude of Alfonso’s doeniied squabbles with various clerics
over at least two decades, combined with the ldcdooumentation surrounding CEM
33’s composition, means that | can only speculat® avhich pope this work might
slander. The most logical guess would be Gregornthie pointedly bad relations
between him and Alfonso, although other popes assiple targets. It is practically
beyond doubt that thisantigatargets a specific pope, rather than the institutif the
papacy. In general, the CEM choose to scorn indalgland usually name them;
premodern European literature in general, wheni@iplcritical or satirical, focuses on
individual figures**?

The historical considerations addressed above peoduestions not only
sociopolitical, but Formalist as well. What makieis tantigadifferent from CEM 25

142 The question, then, is which pope. Due to the mamior nonexistent documentation we have aboutinie and
circumstances of this work’s composition, the answeinclear. Technically speaking, any one ofgibatiffs in
power during Alfonso’s rule could be consideredtestarget of this poem; but it seems overwhelnyitigely that
Alfonso’s court composes it sometime after the 1@&€tion mentioned above. This would narrow tle&lfto
Alexander IV (r. 1254-61), Urban IV (r. 1261-64)e@ent IV (r. 1265-68), Gregory X (r. 1271-76), tment V (r.
1276), Adrian V (r. 1276), John XXI (r. 1276-77)icNolas Il (r. 1277-80), and Martin IV (r. 1281-B3Jost of
these individuals can logically be excluded becaighe shortness of their respective tenurescimtigamakes
reference to a long period of mistreatment. Innoites to CEM 33, Lapa speculates that Clement eg@y is the
target; subsequent critics have tended to follcat idgment (Hernandez Serna, “Cantigas” 146; Kieka
“Alfonso X, Cantiga 235" 292; Paredes, CPAS 12Gedary reigned longer than Clement; more to thetpoi
Alfonso’s relations with Gregory were especiallyopoA set of Castile-Vatican conflicts having to with Santiago
clergy during Gregory’s papacy (discussed in détaihe main text of this study), and Gregory'saél refusal in
1272 to crown Alfonso (Ballesteros Beretdfonso X674-76), give us good evidence by which to idgrtim as
the poem'’s “este Papa de Roma.” Paredes at onemeimtions Nicholas as a possibility as well, beither he nor
other CEM scholars seems to think that very prab@Paredes, “Cantigas de escarnio y las genealogias
peninsulares” 140).
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(and from the other CEM generally) is simply it®e of target, a contrast whose
ramifications are greater than they might initisdem. The CEM, viewed as a whole,
are almost always about fellow Iberians, usuallglemen, clerics, or performers (Liu,
Medieval Joke Poetry8, 21). The slandered party would have easy adodbe lyric

text, that is, s/he would understand Galician-Rprése. Furthermore, s/he in some cases
could respond to the charges and jokes made iodimpositions (see the reference to
Filios on thguego de palabraand Domingas Eanes above). The fact that this Wwadk
little potential to reach the person about whospiaks—who would not readily
understand even were he to receive it—means thaxt has a very different
instrumental, propagandist quality than that of enypical CEM, including other

Alfonso compositions. It is a joke that celebrate®wn exclusivity, and reminds its
audience members of a solidarity they might notmadly consider as such. Not only
might this gain the sympathies of the Iberians ingat—a humorous complaint reserved
for linguistic and cultural insiders—but it mightsa serve as a reminder of the
specifically Iberian character of tleantigg an art form in which the king and the elite
literate class under him took great pride.

The modeling operations this poem executes malee Aléonso’s complex
relationship to the variety of languages he useddyal works. The cumulative effect of
his textual projects, discussed in chapter 1, wasake clear that vernacular languages
such as Castilian and Galician-Portuguese domiratidral productiorexcept for
diplomatic and ecclesiastical speeathich continued to be in Latin. Therefore, thetimo
of the Pope’s inequitably cut cape and his prigpieech with his cardinals is all modeled
in the very Galician-Portuguese lyric that compdami it. This ideological work in the
cantigds language is strikingly effective, but it shouldt be allowed to elide certain
compelling facts from Alfonsine history. There i3 small irony in the vernacular-Latin
tension implied by Alfonso’s lyrical polemic, givéhat he of course used Latin actively
and knowledgeably in his career. Alfonso viewedrnas key to his own education, and
used it for correspondence with clergy and nonidimerulers**3that is to say, he did not
rely on the then-popular tradition in European t®of the illiterate royal dictating to
scribes and/or translators.

But there exists a more prominent and sharp pairihe Latin terrain Alfonso
mapped out for himself. In the two decades follayuiifonso’s election as Holy Roman
Emperor in 1257, the king seems to have employednarkable technique to court favor
among European leaders in order to improve hidipasvith them and thus with the
Vatican. His translation schools, which had alregshdered important Arabic
astronomical work into Castilian, began to produagn versions. This re-translation
effort had the effect of expanding and updatinglth&n astronomic corpus; it probably
coincided with Alfonso’s post-1257 campaign for B@pe to crown him Emperor, which
is to say that it may well have been part of tlahpaign (Samsé, “Alfonso X” para. 1).
Of little additional value to Iberian scholars, fehom the Castilian texts were sufficient,
these subsequent Latin texts were produced cl&arthe dissemination of important

143 1n some cases, Alfonso seems to have used Latiortmunicated with fellow Iberian royals as wellis
interlocutors across Europe. On this and his Latiowledge more generally, including his conceptibeducation
and the possibility that he had poetic skills inihasee Salvador Martine|fonso X68, 83-84, 604-08.
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scientific knowledge to the rest of Europe. Sdhalgh these historical observations
cannot by themselves prove that Alfonso was canmgaggthrough his translation work,
there is no doubt that Latin was more than just@ssary language of correspondence
for Alfonso. Rather, it was a multifaceted worldabiancellery, literary, and scientific
texts circulating between Castile and the restwbpe. | have show CEM 33 as a poem
of foul speech, decrying foul play; and it usearglage of exclusiveness to bemoan
another form of exclusion. Alfonso’s Latin work pegially that which pertains to the
Pope, is the key historical and linguistic toolttha provides us to problematize his
poem’s claims. Discerning particular uses of lamguserves to reveal the intricate
logical and ethical problems embedded in the text.

The intricate linguistic games in CEM 33 are natyld solely by Alfonso and his
lyric speaker. While the poem’s language revelssimcomprehensibility—perhaps
irrelevance—to the Pope himself, the referencatdinals in the second stanza
destabilizes that position, and makes way for fsfuthctional economy that is the
poem’s overarching goal. The Pope ‘makes his or@#ega seus conselhos”) with the
cardinals, a depiction of activities the medievsdrian audience would know happened
in Latin. The private, near-conspiratorial quabifythose imagined consultations provide
a fitting counterweight to the private joke thathss poem. As each stanza—and even
more so the chorus—fixates on the act of withhadthe idea of private speech blurs
with the mercantile stinginess and privacy the Hemaid to commit. That privacy is
compromised by the knowledge shared by audiencebmemthe College of Cardinals
naturally included many Spaniards, i.e., speakklsasian vernaculars, many of whom
probably had significant exposure to Galician-Pguse, given the importance of the
language to intellectual life and the celebratdd ab Santiago in Christians’ pilgrimage.
This fact might undercut the furtive, grumbling tjtyaof the poetic complaint, but |
suspect it had the opposite effect: the act oflgpgall of someonavho might indeed
hear and understand the speeauhkes the derisive act more piquant and inflamngato

Reviewing this point, | wish to reorient the reatethe epistemology that begins
and extends throughout this chapter: who is théeagd, how might the audience and the
putative target of scorn overlap, and what speciiccerns does the poem have for
enemy and audience? In delivering his tongue-irekessons about ethics and
behavior, how does the lyric speaker determine méwexls to be taught what? This is also
a return to the territory of questioning ttentigas performance, and to the discussion of
soldadeiraattacks and thgiego de palabradf Domingas Eanes was a speaker in the
court—i.e., a performer, albeit at significant digantage to the troubadour author
disparaging her—and could therefore respond to @BMhow to articulate the position
of CEM 33’s vaguely-sketched cardinals? It seerghlisiimprobable that any of them
would have been present for the song’s major perdoice(s), and of course the idea of
their responding in any form resembling pog@iiegostretches the imagination. The work
the poem does with the cardinals is not fully repreable in terms of history and
performance; its logical end is metapoetic. As datkove, thérte de trovardiscerns
escarnhdrom mal dizeraccording to certain inherent qualities of wordd phrases:
escarnhas subtle and multivaleninal dizeris direct and aggressive. CEM 33
demonstrates another criterion with which the readght divide the two. When the
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cardinals emerge as a slandered party, they alsogenas historical figures within the
circulation of thecantigg with the necessary language knowledge to undetsta

Having started with a distant and unknowing Popahlke second stanza the reader must
consider the possibility of maligned cardinals vadhange the character of this slander
simply by virtue of their Iberian vernacular knoadtge. In this way, | argue that the
audience can make the stylistic difference betwberscarnhdrom mal dizerinstead a
cognitive difference. The lyric speaker grantsdriemy,deus ex machina key form of
agency in receiving the poem.

CEM 33 provides a useful theoretical counterwetgh€EM 25 because each
poem has a much different use for the royal c&@EM 25 needs to divide the court so as
to reveal the basis on which it maligns Domingas: is presence in elite company who
is conspicuously non-elite herself. That effontadundant in a certain respect; any
courtier would be well aware of tlseldadeiras transient position, which, as Weiss has
argued above, speaks to the instability of a cetlmit. It is important because it makes
way for a second redundant operation: impugninghberor, which courtly logic could
never have ascribed to Domingas in the first pldoge can say thatoldadeirasand
other female performers were credited with moralsoiousness in the court syst&th,
then those morals are understood indhmltigaas something needing invention—and
only through that process of poetic invention camiihgas be derided® Only through
that process, too, can the poem cohere. Althougite tis an element of moral flexibility
and improvisation in all libertine poetry—this indes the Arabic canon from which we
have read—the mode sbldadeiraridicule is distinguished by its reliance upon an
ethical system so different from that of the couttjch the poem would like to distance
from thesoldadeiraeven though she was a key part of the nobles’ &menent. In
contrast, CEM 33 wishes to unite the court arotnedfigure of the king pleading
poverty. This might seem an easy task, given Alismsonspicuously dominant position
overseeing cultural production at court; but thetdrical picture of that time suggests
that any union—sentimental or pragmatic—betweeq kind nobles would have been
difficult. Alfonso’s tax policies appear to havedmeextraordinary and unpopular, among
both nobility and clergy, who seem to have beercomstomed to the burdens placed
upon them by Alfonso’s military, intellectual, andministrative projects (Burns ed.,
Worlds55-62). The broad scope of these projects mayugelpntextualize the scope of
this poem, which reaches toward its noble primaigience but also goes well beyond
that sphere. Achieving a sympathetic quorum necigsséarts with the court in which
the work first takes form, and then we see thetipaliambition of the poem unfold.

1441t seems extremely dubious that the courts’ tdxtutiure would vest isoldadeirasand their non-noble peers
any kind of moral claim, given that the court ifdgrdly ever documents their presence. Oftentiougonly
evidence oboldadeirasat court is not the texts proper but the illumioas that accompany them. The illuminations
of theCancioneiro da Ajudawhich are unfinished, are among the main souwtoesmenting female minstrels at
court (Carolina Michéaelis de Vasconcel@sncioneiro da Ajud2:162-63).

145 Recalling the problem Foucault identifies in anti&reek manhood (“being passive with regard to the
pleasures,” cited above), it becomes evident tlegtspire is not attributed to Domingas in the filsce, i.e., she
does not have the agency of desire.
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To reach the endpoint of its polemical, ttamtigawishes to speak for the greater
public. By the last line, we sense this as the lspreaakes claims for ‘the Christians’ in
their ‘coarse clothes.” The cape on which the poesis fixated is shown to cover
something much humbler and evocative of a non-ray@i-noble existence. And, most
importantly, the clothes which the cape covers akgpnoperly belong to the Pope—the
last line insists that this poem’s personal conmples generalizable and in the interests of
the variegated Christian nation. The cape, by ®idlithe fine material of which it is
wrought, serves as a unit of exchange only betsgre and King; but the poem uses
the metaphysic we encountered in Alfongoéstida to suggest that “Alfonso” the
troubadour is voicing, naturally and inevitablye tinterests of Castilian subjects.

What the legal speaker describes, the lyric spgadsdorms. The king’s retention
of supreme temporal authority iras siete partidgsviolated in the Pope-as-miserly
tailor, is the disequilibrium to which the poeminia to respond. From the motifs of the
cantigaswe have read, and especially that of CEM 33, Ild/¢ilke to propose a critical
motif in which | see broad historical implications.this poem, a certain legal worldview
collides and overlaps with the ethical concernprofane literature, highlighting a
problem very much at play in twentieth- and twefitgt century arguments. For novelist
Charles Baxter, a lawyerly obsession with nonconanspeech has infected literature in
English. His culprit is Richard Nixon:

There he is, the late lawyer-President settinghftiré brief for the defense,
practicing the dogged art of the disclaimeRIN: The Memoirs of Richard
Nixon [...]

Lately I've been possessed of a singularly unhages: the greatest
influence on American fiction for the last twentyars may have been the
author ofRN, not in his writing but in his public charactebD{/sfunctional
Narratives” 67-68).

From this melancholic position as reader, Baxteispa to question, if cursorily, his
lament. “So what if the President of the Unitedt&tas making himself out to be, of all
things, avictim’ (68)? The answer, and the reason for the essayiading of an alarm, is
that this President-speaker has created “a climatdnich social narratives are designed
to be deliberately incoherent and misleading” (63-@nd no form of literature is
immune.

So what, then, if the King of Castile and Leomiaking himself out to be a
victim? The question is only half-serious, busithat serious half on which | want to
conclude. Chapter 1 has made brief reference B#khtarnival model, an idea that in
many ways leads to, and stops at, this questioa.irbny of this hapless “Alfonso”
character would not have been lost on his subyeletslistened to theantigg but of
course this literary form presupposes a mirthful eanny reception, not the sort of
credulity a modern political memoir would like o$ reader. For Bakhtin, the carnival is
a form of social interaction but also a deviceghigle for medieval life to reach achieve
cultural fullness:
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This universal character of laughter was most tlesard consistently
brought out in the carnival rituals and spectaales in the parodies they
presented. [...]

Next to the universality of medieval laughter westnstress another
striking peculiarity: its indissoluble and esselntéation to freedom. We
have seen that this laughter was absolutely unalffoit nevertheless
legalized. The rights of the fool’s cap were adatable as those of the
pileus(the clown's headgear of the Roman Saturnalids$. ffeedom of
laughter was, of course, relative; its sphere waisnegs wider and at times
narrower, but it was never entirely suspendeabglais88-89, parentheses
original).

Here we arrive at Bakhtin’'s broadest category andtnmportant criterion for dialogue
in premodern art. It is also the site of one ofrii@st outstanding political problems in
his theory. The lyric speaker folds into his ownd«as-disgruntled-customer character,
who then tries to associate with a Christian comitguof poverty and privation; it is
laughter that allows this move. Baxter’s objectio®RNis of course untenable in a
medieval lyric context, simply for reasons of pobt history (a king’s authority and
responsibility to his subjects is unquestionabffedent from a twentieth-century
president’s) and form (the claims of credibility®RNs memoir are equally different from
the appeal to laughter in CEM lyric). It is alsolpably safe to say that CEM 33 makes
for a more pleasant experience of reading, omlistg Baxter remarks d®N's style,
“Leaden and dulling, juridical-minded to the lastpersonal but not without savor” (67).
What these two works share is an ethical and fetarnel, a game that they play with
causality, the sleight of hand that allows theneg/wseful passive role in politics events
specific to the fiction of these texts

Bakhtin is right that a literature dependent on buanticipates the laughter-
response, not only in the historicizing of thagd#ture but as a structure that the reader
can observe in its written form. He is also rigfdttlaughter constructs speech, allows
alternative rules to the social world; the antitgog element of the humorous text
necessitates a speaker (laugher) aside from tiweslyeakerRabelais16-17, 71, 87-88).
What is not so convincing in Bakhtin’s theory is httribution of autonomy to that
laughing second speaker, the key member of thegi@abperation. The presence of a
laughing respondent to the poetic language doesmsire that the respondent affects the
poem'’s political thrust. Dialogic theory moves frdimguistic terminology to the social
and then political, and it is in that social-p@#l moment that | think it requires braking
and a revised route. In various respects, all tes selected above argue for that
revision, most of all CEM 33. With all its cheets marketplace imagery and populist
tone, thiscantiganonetheless insists upon a rigid political stroet critical reading of
this text finds a striking and disquieting semistizhat the king wants is what the king
wants, and no amount of playful allegory complisateat equation. Whether Alfonso
wanted, at the moment he produced daistiga the crown of the Holy Roman Empire or
an untroubled process of naming the Archbishopanitigo, the desire is unitary and the
lyric cannot mask the one royal voice from whicls#ues.
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Chapter 4: TheWork of Definitionsand Conclusions

Las siete partiddssersion of the court, to which | have referredefly already, is so
illustrative of certain medieval textual culturesd so rich as its own text, that it requires
a lengthier examination than | have thus far given

Corte es llamado el logar do es el rey, et sudleaset sus oficiales con él,
gue le han cotianamente de consejar et de serlais etros del regno que
se llegan hi 6 por honra dél, 6 por alcanzar dereglpor facer recabdar las
otras cosas que han de veer con él [...]. Otrosich® @orte segunt
lenguage de Esparia, porque alli es la espadajait@a con que se han de
cortar todos los males tambien de fecho como deodasi los tuertos

como las fuerzas et las soberbias que facen logfieidicen, porque se
muestran por atrevidos et denodados, et otrogdoarnios et los engafios,
et las palabras soberbias et natias que facenhéines envilescer et seer
rafeces. Et los que desto se guardaren et usatas dalabras buenas et
apuestas, llamarlos han buenos et apuestos etaglosei@t otrosi llamarlos
han corteses, porque las bondades et los otroeb@eiseifiamientos, a que
llaman cortesia, siempre los fallaron et los precigen las cortes (2.9.27).

The place where the king, his vassals, and hiseyffi whose duty it is

daily to advise and serve him, and where the meheokingdom gather,
either for his honor, or to obtain justice or dispe it, or to transact other
business, which they are required to communicakento is called the
Court. [...] Itis calledcorte, in the Spanish language, because there is kept
the sword of justice, with which all evil acts irowd or deed are punished,
as, for instance, the wrongs, violence, and arrogahich men do and say,
by which they show themselves to be insolent and, las well as the jeers,
falsehoods, and outrageous and vain speeches vemder men
contemptible and mean. Such“4swvoid things of this kind, and use words
which are proper and well-considered, are calleztiggind educated. They
are also called courteous because the excellefitigsiand other beneficial
instruction which compose what is called courtesg,always to be found
and learned in courts (trans. Scott 2:328).

To abbreviate where possible, | have omitted tiimelogical section, in which the text
provides a lucid commentary obrtes root in Latin €uria) and its cognate term in
French ¢ohor9. That omission also helps highlight the exertitims legislative speaker
makes in the linguistic claim about Spanish, whectvhat | believe demands our
attention most forcefully. Comparative linguistgise way to the self-referential,
aligningcorte (‘court’) with cortar (‘to cut’). The law displays its creativity with

146«gych as [...]” meaning ‘Those who [...]’ in this cent.
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language history and its willingness to depart faoaemonstrable etymology in favor of
a strictly phonetic associatidfi. The move seems more paronomastic than histoaicist
linguistic, which is to say, the wordplay seemeintional and self-conscious. It is
therefore poetic in character, and extremely uséka@ning corteto cortar insists that the
reader imagine the court as both a template forsmech and a critical tool that
separates good utterances from bad. (One is rethwitke Arabic termkadd meaning,
in the material world, ‘edge,’ e.g., of a swordtloe boundary of a realm; and in
intellectual affairs meaning ‘limit’ and ‘definitio’) The ‘sword of justice’ is an
intellectual tool that discerns and defines. Irdemg, it defines the court itself. It
requires little imagination to understand—and, .it023, thispartida says so explicitly—
that the sword is wielded by the king and no ose.elTherefore, we might conclude that
the king’s duties include a form of editing thatassarily precedes the punishment he
must mete out when he determines speech to beeptable.

Ibn “Abbad, too, was closely attuned to the court’s adjudigapower on
language, although he was famously assailed fangaontaminated his court. Al-
Tawhidi claims in AW that the vizier had no sense of thiguette befitting his position
(188) but, even if the many ItsAbbad-related anecdotes cited in that book are veragiou
there is another account that would seem to arggerously against al-Takwvdi's thesis.
On the authority of two interlocutors (one relaythg story to another, who then tells al-
Tha3libi), YDQ relays IbrfAbbad’s story about visiting the prince with whom helha
delicate relations, politically and personally:

g J oA dadall s ) Y] G Galaa B sa 5 Alsall ad e I o3l L
S Ly Cyanll ¢ sad A ) B 4s aaal 5550 V) 1 a5 Les s o Jh5 4l S8 L
aadl e Uy i g adaliaY Al SU @ sl Jla ) el elall g J) e V) canie candall J s
(J} ‘MS;AQJ}LQ‘;;‘M“\)A;J‘\ JMJ\JMcuMEmyj ‘dxﬂmgﬁ\Ju
s doed) 5o s Ll Lary 2y

(YDQ 3:237)

When Fakhr al-Dawla would host a salon of compasidmvas only
granted an audience with him when it shifted t@simemely polite
gathering, at which point he would receive me. hdbrecall him ever
becoming informal with me and he never joked with ah all, except for
one time, when he made a remark to me with mone ¢in@ meaning: “I've
heard that you sayThetheology is that of Mtazilism, andhe sex to have
is sex with men.” So | showed my disgust at hiszenness, saying, “We
take seriously that which should not be wasted yoking!” and | rose as if
in anger. He apologized to me continuously in wgtuntil | returned, and
after that he did not go back (to that kind of sp@avhen the conversation
turned to joking and praise (translation mine, eag$hand parentheses
added).

147 This is far from the only such instance of quesiigle word histories in Alfonsine legislative prosdich are
most acute with Arabic-derived terms, on which Gegecia Gonzéalez, “El contacto” 357-65.
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This suggests that both the prince and vizier ansitive to the intricacies of populating
the court session, and how the patron overseeatgéssion can define the session in
terms of language use. Fakhr al-Dawla exerciseprei®gative to receive certain
courtiers for certain occasions, with certain g®who are expected to speak and behave
according to a tone Fakhr al-Dawla sets; #bbad notes this without discernible
complaint. Although this practice limits his oppgrities to sit with the prince—and
although we cannot be sure whether the vizier dsdbfs policy to which he is subject—
we have no indication it offends I5Abbad in any way. Even that which does offend
him is, as he acknowledges, is not altogether dreareaning. Fakhr al-Dawla’s
‘brazenness’ifibisarihi), at which the vizier bristles, may connect whie Mutazilism
reference (Khan, “The Sahib” 192); it surely corteegith the sexual adage that then
follows. By virtue of his well-known Miazili loyalties, Ibn"Abbad is implicated as the
advocate of man-on-man sex, but this is hardlylks8t terrain with which he is
unfamiliar—in his ‘sibr mattawayh attack in the previous chapter, he himself assesi
Mu‘tazili arguments with sodomy. Clearly, what he is clagrtimreject is the violation

of the ‘extremely polite gatheringi(ajlis al-zishmg with which he associates his
meetings with Fakhr al-Dawla. IfAbbad wants there to exist a clear and consistent
logic of patronage at court, i.e., the patron stlanéke consistent his rules of decorum.
This matter of policy allows IbfAbbad, as a courtier, to enter the session confidexit th
he understands how to speak and what he can expleear. Had Fakhr al-Dawla opened
his court to lIbrfAbbad in all manner of occasions—formal and informalijite and
intimate, or even rowdy—we might assume that tlzeeviwould accept that arrangement
and acclimate to the variety of discourse he ceujaect there.

What Ibn°Abbad seems to want is a fixed relation between pdaity speech.
When he views that relation as loose, he protestach a way that demonstrates (at least
if the account is to be believed) his power, eveer dis political superior. He asserts his
superior mastery of the rules that Fakhr al-Dawtaild pretend to enforce in his own
gatherings. Those rules are not limited to how simauld speak; they also determine who
populates a particulanajlis. While the vizier fulfills his passive role asaetled courtier,
and the prince does not fulfill his active rolesagector and guarantor of the expected
polite norms of speech, IAbbad appoints himself as the active party insteadflyri
suspending his own membership. When he rejoinaples his success in recalibrating
the majlis—which is tantamount to recalibrating Fakhr al-Dawdto his standard of
consistency and dignity. The prince puts himseiktok in this narration, lest he lose his
courtier who is perhaps most important of all noyal attendees. Told in this way, the
story credits the vizier as asserting control,in@n abstract form but rather measured
concretely in the higher-ranked party’s labor.

Reading the aboveartida in conversation with the feigned powerlessness of
CEM 33, or reading IbMbbad’s anecdote, we follow dual narratives of rigidiiyd
flexibility. On one hand there are legal and rhietrcalls for clear rules, boundaries that
are understood, and understood as inviolable. ©®wtther hand, the literary texts that |
have presented almost all agree with the anecdoiecain that they show how
strategically IbrfAbbad and Alfonso assume personas in (often fiction&l &s | have
argued, authoritatively rendered) political hietaes. In both anecdote and poem, we see
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how strategic is that process of political inventiand how the speaker allows himself to
shift positions according to his agenda. The alamerdotes invite us to revisit the
poems treated in this study, to examine the fictignower structures within the poetic
text and to see how that power—i.e., those polistactures—allow for political
meaning outside the text. | have argued that invecs a multidirectional tool for
navigating social and political hierarchies. Thiples to “invective” broadly

understood: the named poetic forms identified bgieeal rhetoricians (e.ghija’ and

the CEM) and the more abstract sense of inveaigmal of literary speech regardless of
generic label. Because praise is not supposedth i@ any direction but upward, we see
that poets—including the two of interest to thisdst—make use of the evocative,
fictional structures available to poetry, in ortiemake the sociopolitical rules more
flexible than they might initially appear.

Ibn “Abbad makes use of a technigue common in Arabic liteegtthedu’a’
(meaning appeal, invocation, or even supplicatgamerally voiced toward God or one’s
patron) in order to shift backward the registeseif-promotion in his poems. We see that
his praise of Ab I-Fadl ibn al“Amid (“Qadima I-ra7su’) ends with a cathartidua’, a
predictable move consistent with the mentor-studelationship affirmed throughout the
poem. Praising Imam Ali {fa zz'iran sa'iran il a tiasi”), he writes a more fraught and
compelling version of supplication. The lyric spealwho (serving as advocate for a
discrete persona he names “fibbad”) extols his own rhetorical prowess against
enemies ignorant of calls for daily religious preet the timbre and volume of those calls
allow the speaker to issue his own call. Asking$he&r imams (Ali in particular) to
protect this “IbrAbbad” in life and usher him into the righteous sidetud afterlife, the
speaker blurs the distinction between himself &edoersona for whom he speaks. This
has the important effect of dividing between hind &iton “Abbad” the humbling force
inherent indua’, so that the self-aggrandized speaker momentasilgrs himself in the
interests of his client, who assungepriori the position of modest supplicant to the
imams. This move also speaks subtly of a patron-@bation within the compaosition,
the patron of course as “ISAbbad” who has contracted the lyric speaker as a pkos
of poet and rhetorician. Ending the poem with arswn to triumphal speech, the
speaker foresees the acclaim his poem will elioinfaudiences; he remains the self-
promoter and “IbrfAbbad” remains a silent beneficiary of the poem’s perfance.

Alfonso of course also plays the role of supplicantather supplicants: we have
seen how the economy of desire and withheld paysrdmtes the CEM, but the CSM
are themselves a sustained request. From the RBetoghe work marking the last phase
of Marian lyric production, a personal appeal torivains through the CSM as a plumb
line. The Prologue’s invocation of the troubadatle {see chapters 1 and 2) puts forward
a motive that resonates in CSM 279, in which thara$ pleads with Mary to save “vosso
trobador” (‘your troubadour’) from illness. Becaube cantigademonstrates that Mary
has heeded the request, the confirmation of Alfensare joins with confirmation of his
Mary’s-troubadour status. In a certain sense, thea,of the CSM’s most important
desires is fulfilled. But because the CSM apprdpré much of the profane-love
structure, and because that structure precludéinieint of the central desire for union,
the sacred songbook insists upon leaving impokiantls untied.
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CSM 401 effects, through its work of supplicatian,open quality of the Alfonso-
Mary relationship. The ritualistic quality of addetng and beseeching the beloved
reaches its zenith and conclusion, fitting fortitematic and codicological status as
ending the collection. The CSM as a project regélfenso’s voice as a living man; they
cannot definitively reconcile the speaker’s statedire (to be Mary’s troubadour and
chaste companion) with the royal biography they&dkebecause the true union with
Mary is only possible through the speaker’s deatieflection of love poetry’s insistence
that its sense of lack or pain be ameliorated onthe speaker’s arrival at love union or
his own death. All of this represents a remarkaitkrsection with my findings in
chapter 3 that slanderous poetry privileges comtrdiesires and the body. Alfonso’s
lyric lover calls out in CSM 401 for the Virgin fwotect him from intemperate,
dangerous desires, both others’ and his own. Astpla troubadour, Alfonso laments
his sins (in lines to be discussed subsequently)aaks Mary to ensure he not “meu aver
enpregue tam mal com’ enpreguey/eniafglogares, segundo que eu sey,/perdend’ el e
meu tenpo e aos que o dey”: ‘employ my wealth stighly as | have done on certain
occasions, as | well know, thereby losing it andtime and those to whom | gave it’

(KH 483). This view of personal history takes adeae, partially, of the victim trope we
see in CEM 33’s view of papal history, marshalinge monetary transactions as broad
imperial allegories. And, also resonating with t6&M, the Petition grasps certain
disputes that may have had very public and widespmapact in the kingdom, and
renders them personal and financial. In this Wag,a@bove-quoted lines may even serve
as a reluctant apology for past fiscal policies.

But what is most immediately compelling about tbem’s historiography is how
surely it bridges my critical view of both praisedanvective: CSM 401 suggests that the
route to salvatiomnd good governance lies in moderation. The cantigaquutes a
certain amount of its legalistic argument in thepMexicon from which it draws, Alfonso
seeking safety “daqueles que dan/pouco por gitapae vergonnanon an” (emphasis
added): ‘from those who think nothing of [commig]rgreatdisgraceand who have no
sense oshameé(trans. mine):*® | have italicized the two Galician-Portuguese veord
whose Spanish cognates function so prominentpaitida 2.9.27, to signal the multiple
levels at which CSM 401 assumes a prescriptiven @widical authorityVergonnain
particular stands out. lloas siete partidaghe termvergiienzalenotes shame in the sense
of honorable self-control, or even simple moderatibis crucial to knightly status
(2.21.2, 2.21.22), and therefore crucial to on@sdystanding in the king’s court—we
see the implicit argument of CSM 401 made expiicihe legal text. There is a lengthy
elaboration on this in Spanish imaginative literatas well: Don Juan Manuel (1282-
1348), Alfonso’s nephew and a preeminent mediewvtia, in two works meditates on
vergilenzand its role in the nobleman’s Iit&

148 KH translates this excerpt “from those who hol deeds in little and have no shame” (483). | hehvesen to
translate it differently because the phrase todhwollittle” would imply restraining little, whiclis not exactly what
the original texts seems to say; or it may be Ktdtneglected a word, i.e., the text would read fiirthose who hold
vile deeds in little regard [...],” to imply that tbe immoral people see vile deeds as common, chadp,
acceptable.

149 See Juan Manuellsbro del cavallero et del escudeamdEl Conde Lucanagrboth inObras completas
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To readvilezaandvergonnain a theoretical context is to return to the tery
marked by Foucault and his ethical problematiciriggassive with regard to the
pleasures”se86) which, | argue, enables languages of poeticsprand slander. If the
above quotation shows the particular royal presiong of the CSM—AlIfonso aspiring
to a kingship model familiar to us frobas siete partidagsand in so doing refining the
CSM's didactic voice—then what is left for this po¢o do is to parlay its ethics into a
broader political worldview. The supplication extsrfrom the individuality of the king
to his relationships generally as the speaker geshsction “daquel que se preca muit’ e
mui pouco val,/e de quen en seus feitos semprséateunal”: ‘from him who thinks
much of himself but is worth very little/and fronmhwho makes an inordinate fuss
about his actions’ (translation ming}.The mismatch between words and deeds, between
words and attributes, and finally between actiars their appraisal—to bdescomunal
literally means to be extreme or aberrant (DDGMstbmunal”’)—makes a man
dangerous in his proximity to the king. And, altigbut is understood implicitly (and
explicitly in thePartidasthemselves) that the king himself is to avoid dohgpthese
cognitive and behavioral qualities, this poem &idct in that it shows how
misunderstanding one’s inferior position vis-ais king creates a disequilibrium that
threatens the king himself. These imbalanced stdbgsem to function as we might
imagine free radicals doing in an organism, thegking composition making them
highly reactive with other atoms and molecules, twedeby damaging living cells with
which they come into contact.

Scholars call CSM 401 tHeeticonor Petitioncantigabecause its text bears the
epigraph, “Esta € peticon que fezo el rey a SargaaVi(‘This is a petition the King
made to Saint Mary’). Among the remarkable qualité this work is that it comments
not only on its own composition, but also on theMC&s collected textS* As with the
self-effacement ending IFAbbad’s composition Qadima |-ra7su mugaddaman f
sibqihi,” the Petition apologizes for its author’s inadagy In so doing, it ruminates
upon the Prologue’s stated desires, seeming t@ ldeam open as questions but at the
same time confirming their fulfillment. The criten on the lyric Alfonso fears he has
failed is not his ability irtrobar, nor Mary’s acceptance of him as troubadour; these
fact elevate him to the position necessary to appéoand request:

Pois a ti, Virgen, prougue que dos miragres teus

1501 depart from my usual practice of using KH’s skations here because this stanza (lines 72-8tjsising in the
most recent edition. In e-mail correspondence atigsifacuna, Kathleen Kulp-Hill has told me thdbethcoming
edition will correct this problem.
151 The strongest historical and codicological evigeimdicates that Alfonso’s original ambition wascteate and
compile one hundred CSM and, presumably time aswlurees allowed their expansion, he set to makiag t
collection four hundred long (O’Callaghahifonso X and th€antigas de Santa Maria 11). Mettman has collected
427 works from all extant manuscripts, the latbegrity-six thought to have been extraneous to theered
Alfonsine compilation efforts. The Petiti@mantigaappears in two manuscript versions. In the Toleattex (dating
to 1257 or after), the shortest of CSM sourcegdilgcting the earliest versions of the lyrics, Bwtition ends the
collection, remarking upon the one hundred poerashhve preceded it in that codex. In the youngeoEal
codex (dating between 1270 and 1285) the Petittbaviis four hundred works, and its text is amenftech the
Toledo version so that it does not specify a totahber of CSM. This editorial change is picked ypMettmann in
his edition, so as to reflect the expanded volum@3M composed after the Toledo version (ed. Metti3:803,
O’CallaghanAlfonso X and th€antigas de Santa Maria 9).
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fezess’ ende cantares, rogo-te que a Deus,

teu fillo, por mi rogues que os pecados meus

me perdon e me quiera regebir ontr’ os seus

no santo parayso, u éste San Matheus,

Sand Pedr’ e Santi[a]go, a que van os romeus, [...].

[...] que possa mias gentes en justig t
e que senpre ben sabia enpregar meu aver,
gue os que mio fillaren mio sabian gradecer.

Since it has pleased you, Virgin, that | have msategs
from your miracles, | beg you to pray for me to God
your Son that He may pardon my sins

and deign to receive me among His own

in Holy Paradise, where sit Saint Matthew,

Saint Peter, and Saint James, to whom the pilggions..].

[...] May | govern my people with justice
and employ my wealth wisely
so that those who inherit it from me will be grateb me for it (KH 482).

False modesty has become so clearly a key mechanmidra poems we have read that its
emergence in a pious vein should come as littlprae. That which is most compelling
here, and deepens the critical inquiry into Alfgesaritings, is the shifting positions he
takes vis-a-vis Jesus, Mary, and then the peopBpain.

As in CEM 33, the speaker’s hierarchical transiesitmvs a kind of
transcendence. In both profane and sacred poeenkir) negotiates his position among
other people, so that he is never locked into afimitive role as elevated lord or
common-class subject. CEM 33 and 401 imagine tabras for the express purpose of
allowing the speaker to take multiple positiongd¢ire His portability is his power. And
while this maneuver of text and speaker runs thinaugreat many of Alfonso’s CSM
and CEM, we see it most acutely in those compastishich explicate requests and
demands. The Petition places Mary in the middle jnierlocutor via whom the persona
“Alfonso” issues pleas to Jesus (who is in the CSWinitarianism both God and His
son). By this point in the accretion of songs, &ygprobation is understood as given,
earned by thé&obar mastery the speaker has demonstrated. As thetakbarfollows,
in the fourth stanza, “que possa mias gentes eigquier,” the king’s subjects enter the
matrix, rendering it almost symmetrical verticalbee below).

Jesus

Mary (intermediary between Jesus and Alfonso)
Alfonso (intermediary between God and Subjects)
Spanish subjects
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The request that Jesus ensure Alfonso’s sound ganee completes the logical circle
begun in this and many CSM preceding it, i.e.,gr@mise that Fernando (and Alfonso as
his son) was chosen by God to rule. It also alldvesCSM to reflect a fundamental
premise ol as siete partidasO’Callaghan, as cited in chapter 3, notes Alfémsoncept
of the king as “God’s vicar on earth” [Burns ed@mperorof Culture15]; he is quoting
almost verbatiniPartida 2.1.5, which argues, “Vicarios de Dios son losegegada uno en
Su regno puestos sobre las gentes para manteeeijlasticia [...]": ‘Kings, each one in
his kingdom, are the vicars of God, appointed g@emple to maintain them in justice
[...] [trans. Scott 2:271].)

Supplication as ritual, and its potential to opermuultiple positions for Alfonso’s
lyric persona to fill, connects the CSM to the CiEMvays that go beyond the
sociopolitical mechanics we have seen. When reathalde CEM 33, the CSM’s
Prologue is tangibly, forcefully historicist. Thegiscript quality of the Petition caps the
CSM, of course, but also cements a political bostvben sacred and profane canons.
This connection has hardly been exploredantigastudies, which often read one or the
other form ofcantigain conversation with Alfonsine prose (especi&lfs siete partidgs
but do not acknowledge the common techniques,hecommon goals, shared by these
two sides of the king’s poetic endeavors. The CSdistained pursuit of a transcendental
aim by no means excludes more worldly matterslahguage of quotidian concerns that
we see in CSM 292 and 132 informs Alfonso’s enfliggian project, and we see how
prominent worldlypolitics become elsewhere in the collectidhln a sense, the
campaign for Emperor that marks CEM 33 is jusingsartant to the CSM’s Prologue.
Detailing all the Iberian kingdoms ruled by Alfondtrologue A goes on to call him
‘King of the Romans’ (“dos Roméaos Rey,” ed. Mettmdn54), leaving no room for
doubt that this body of poems, at first glance segrfar-removed from the CEM
teleologically, rests on the same sense of yetHiligd desire. As the poems unfold as a
sequence, every tenth composition taatiga de loor(song of praise), in which the
speaker not only exhorts his audience to join enganeral devotional movement of
praising Mary, but often adds personal statemertgsmwn devotion. We might read
CSM 401 as a culmination of this personalized agmkgalized desire, and an important
stopping-point where “Alfonso” the lyric speaker@masizes the CSM as a life’s
endeavor>®

152 Eor works dedicated in large part or wholly to fiwditics of the CSM, see Fontes, “A funcdo”; Kinlea
“Alfonso X, Cantiga235”; O’CallaghanAlfonso X and th€antigas de Santa Maria; Presilla, “Image of Death”
and Scarborough Holy Alliance

153 Two of the best-known instances of scholars taKiigview are Mettmann and Snow. Mettmann, in the
introduction of his CSM edition, considers the diigtof thosecantigas manuscripts and their respective dates; he
cites variations in codices containing CSM 401\adence for certain manuscripts’ respective aged,aso for the
scope of Alfonso’s project (21-23). Snow, citing theann, offers his own interpretation of the tecfCSM 400
and 401, which he sees as adding finishing not&soofand humility to the collection (“Central” 308-%e
emphasizes “the establishment of the troubadowopearin theCSM” “the internal consistency needed as the
collection grew from 100 poems to 400,” and “theation of a troubadour persona to provide an iafarnity to
the entire collection” (309). In this formulatiaie coherence of the songbook depends upon a temtdigic-
speaker’s personality; the overall CSM projechis ¢reation of that personality through an accretibpoetic
documents, and then the merger of that personaititythe divine.
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Comparative Literature as a discipline suffers flamacute anxiety—notable even
within the Humanities more generally, whose legdoy and use value is itself under
great scrutiny in institutions and society at larfe compare texts and authors and
careers leads to the charged questions of comphistayies and cultures, questions
whose urgency has doubled and redoubled since Eaingphilologists and critics
claimed for themselves cosmopolitan roles in tmetd@enth and twentieth centuries.
Terence Cave, looking back upon Erich Auerbachisisal comparative workylimesis
remarks, “[W]hat stands out most is the innocetice ingenuousness, even) with which
he uses his key word. One shudders at the diffiafltewriting Mimesisnow, when the
concept of representation has become a battledieldhich rival factions fight openly (if
at times obscurely) for an impossible victoriRecognitiond, parentheses original).
That shudder speaks a theoretician’s responsresis an appraisal of the term itself
and its refractions in the forty years between Aaeh’s 1946 magnum opus and Cave’s
intervention. But it is also a comparatist’s resganf we inspect the major theoretical
trends to which Cave seems to attribute the “Hattf—Postmodernism, Structuralist
criticism, Post-Structuralism, Subaltern Studies] klentity Politics all come to mind—
we see debates over representation becoming imeggatcused on authority,
ethnography, and how the two intertwine. It seefmsosmall significance that, the same
year (1988) in whicliRecognitionsvas published, so was Gayatri Chakravorty Spivak’s
“Can the Subaltern Speak?”"—a precursor of a treatiwould mark the next decade of
scholarship, questioning the very possibility ginesentation in certain European
theories of language, culture, and subjectivity.

In other words, these debates throw into queshiercomparative impulse itself.
This is true of contests over representation, avienesis as a portable idea, and over
Mimesisas a historically specific book. It is no longenable to present, chapter by
chapter, two dozen major works of literature froanious languages and assume that (1)
their canonical status makes them exemplars ofevhistorical movements in literature;
and (2) the comparative criticisms made in thesttgIf are justified by the critic’s
philological credentials and an overarching, binanguage of appraisal (in the case of
Mimesis parataxis/hypotaxis). Bereft of the license Aaetbenjoyed, scholars of
Comparative Literature at times feel compelledstue careful apologias for their
studies. This compulsion is especially strong winenstudy goes beyond what Auerbach
calls in his book’s subtitle ‘Western Literaturabendlandischen Literatubecause,
among the controversies Cave seems to have in somde of the thorniest are over the
representation of West and East.

The task, then, is to make that self-reflexive $athyptendency more productive
than restrictive. If we agree that comparativearditg study issues from a desire to treat
texts and languages in a capacious manner, thenig¥g recall the Structuralist school
of linguistics and cultural criticism. The boldeahd ultimately most assailable, move
Structuralism made was from the diachronic modegdholology to the synchronic. If a
truly synchronic understanding of language—or aeliand texts, as anthropologists and
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literary critics would attempt in adopting Struclist techniques from linguists—were
possible, the entire object of study would be plyedemonstrable as a system of parts,
each part defined by its function and not by itsrebor appearance. Even Roman
Jakobson, perhaps the most important critical lim¢ekor between Structuralist

linguistics and literary study, warns against rigicexclusive synchronic methotfs.
Structuralism is no longer fashionalpler seas a critical mode, but there is no doubt that
it has been folded into the language of literariaism since crossing over from
linguistics in the mid-twentieth century. The reasaaise it as a critical issue here is that
Structuralism affords a unique opportunity to rewiis study’s contentions on Ibn
“Abbad and Alfonso, and to indicate how those contestimay apply to other authors’
works. Furthermore, because every theorist we travefar encountered is informed,
directly or indirectly, by Structuralism, we arde@bo conclude in such a way that traces
a common thread through this study’s critical lmghaphy.

The multiple political and social positions we baliscussed, which IdAbbad
and Alfonso open up for their poetic speakers tmpyg, neither hold nor generate any
inherent power. Bourdieu says of modern culturatpcts that “one can never entirely
escape from the hierarchy of legitimacieBigtinction88); it is my argument that his
point applies to (1) the artworks of medieval cewamd (2) class status or dominance in
those courts as sociopolitical spaces. Structumalksno doubt a contested school of
thought—just to take the example of Bourdieu, lhesuicappropriation of some of its
techniques comes with serious reservations ab®us#és across social sciences and the
humanities I Other Words, 20). Despite that, it seems uncontroversialdon that a
position within a hierarchical structure has no meg without the positions around,
above, and below it. In the process of creatingassigning such positions in their
poems, IbrifAbbad and Alfonso write small political worlds, highdfficient for their
simplicity but also illustrative of the larger sgsts around them. (One need only to read
“Ya za'iran sa’iran” for its drawing-up of a religious, theologicahc&dogmatic
taxonomy; and CEM 33 for its elaborate fiction ofyer.) In all of these individual
compositions, there is a clear sense of who isrsupte whom; furthermore, the
speaking persona occupies a privileged role, everivileged by virtue of its strategic
inferiority to a patron, pontiff, or divine figur&iewed as a collective, the works of each
of these two poets create a sense of power byathability of the speaker’s position
relative to the other personas and groups writtemthe poetry.

As we identify the varying modes in which the spgatonveys his paeans,
desires, requests, demands, judgments, condemsagitan, we engage in the very
process by which poems as a collective demongtratbinding element of their text.
This recalls Bruns and his understanding of thecmal (see chapter 2 of the present
study), which I would like to revise slightly nowat we have had the benefit of reading
slander in addition to praise poetry. Bruns’s tefsitpation,” as in “forceful in a given
situation” becomes plural, to accommodate the iplidity of position-takings we have
now seen. The capacious aspect of Comparativealiter is at work in how we read the
Arabic anthology or the Romancancioneirg even independently of one another; the

154 Jakobson in fact co-authors this critique withgime collaborator and fellow analyst of Russiaetjms Jurij
Tynjanov (“Problems in the Study of Language antature” 30).
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capacious potential of Structuralism is at workhie construction of a songbook such as
the CSM which, as we see above, has a deliberatéidn of walking the audience
through a linear process of persona-building framgsto song. That persona has rather
little authority in the context of just one comgasi. Instead, he demonstrates through
his versatility—and, in the CSM, evolutii—the mastery he exerts socially. Then,
through a process of ordering in the minds of tidience, that social dominance
transfers to a form of political dominance.

Although 1bnAbbad and Alfonso display an extraordinary sensitiv@ypower
dynamics—and their poems, legislations, and anesdlt evince that quality—there are
of course important layers and devices that metheteeen poetic persona and worldly
politics. The social and political impact of thegpois a crossing-over of several levels of
separation between poetic text, social space ofdhé (which we as researchers create,
in some senses, by theorizing it), and the largétigal situation (to which we have
partial access through our reading of court docusnand literary texts) informing all of
the court’s projects. Both Id#bbad and Alfonso append their own names to the speaker
in certain poems; although these speakers are slaxgtars of one kind or another for
the historical figure of vizier or king, it woulceka methodological error to elide speaker
with author. These poems only function—as piece®paed in discrete social spaces,
with discrete political realities at work—in thadinect nexus of contact between text,
performance, and reception.

The echoes of Structuralist criticism applied abtovthe literary texts should,
ideally, apply to a broader understanding of mealiéiterature. And, if we appeal to the
synchronic motive that marks Structuralism’s orggiwe hope to characterize literary
devices beyond the Middle Ages, a project beyordstiope of this study but nonetheless
worth considering. It would, for one thing, be &fus product of the critical response this
study hopes to elicit from its readers. | have athtinat both poets’ literary projects do
their strongest political work by shifting the pasrapeaker in his voice and his role vis-
a-vis the other personas around him in the poetaginary. It would be worthwhile to
consider the possibility that comparable medietatdry figures—i.e., other authors
with historically demonstrated political goals, esjally authors who are also political
leaders—use this same technique. This is the totigrof the present study’s argument,
a hypothesis obviously untested here; | am hogbkatlfuture scholarship will explore it
and test its soundness.

Now that we have seen common sociopolitical meaisaini Ibn°Abbad’s and
Alfonso’s respective oeuvres, the question is wérethis commonality is incidental or
whether it tells us something about medieval caltbrstory in general. | suspect that the
latter is the case. Precisely because of Alfonswslvement with Arabic literary culture,
and the temptations presented by extant scholatglapsociate his writings with Arabic
adah poetry, and music, | have tried to delineate ftbmoutset that such associations
are probably unwarranted in the literature discdi$szein. To make this caveat clear, |
have cited the broad temporal, cultural, linguistied political distances between Ibn
“Abbad and Alfonso—perhaps surprising to readers acmetcto Andalus-oriented

155 Evolution to be understood in a linear-developnsamtse only in the case of the CSM, the one gréup o
compositions we have read that reflects an ordeathhor(s) seem to have envisioned.
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Spanish historiography, still popular some sixtgngeafter Américo Castro changed the
field with his insistence on a multicultural disese of history. Because of the crucial
links Castro and many of his students have madedast Spanish culture as we know it
and the medieval Islamo-Arab civilization that fiined in Iberia, and the irrefutable
fact of Alfonso’s deep engagement witkbbasidadah it seems necessary to have
explained in this study that Alfonso did not autpoetry in direct conversation with lbn
“Abbad’s work, nor indeed with the Arabic poetic formitdarge. (There is an argument
to be made, in my estimation, for an indirect poatteraction, although it has generally
been limited to musicology, on which see chapteWith all that being said, the distance
| have tried to chart between these two figuremis of the strongest arguments for the
speculative structural claim forwarded here: thok laf poetic intertextuality between
these two oeuvres suggests strongly that the postraifacture of a versatile, portable,
and multivocal speaker is an ideological techniguelable and useful across literary
traditions. It will require the input of other sdacship, reading from other premodern
canons and perhaps modern ones as well, to sebevlwetnot this speculation holds
true.

The turn to epistemology in the previous chaptegibto pull apart poems and
view some of their simplest and most essential imeicls, a move closely aligned with
the Structuralist impulse to identify the workingr{s of a system. Revisiting that
language of knowledge, we begin to focus on theréis site from which the poem
delivers information, and on the destination Siigis work of conveyance happens as
any poem is uttered; but there is of course andévet, evident in both the praise and
slanderous pieces we have read, at which the poepogts to deliver information. In
other words, we want to distinguish between thatiwkhe audience in general receives
and that which the assumed target of the poemrisgyed as receiving within the
poem’s own logic. The contrast that has emergexlitiir chapters 2 and 3 is between a
praised figure, whom the poem understands as ali@adre of the qualities which the
poem attributes to him or her; and a slandereddigwhose ignorance is both a topic of
slander and the very quality that allows the spetikkéake an explanatory role. When we
speak of the poem’s archetypal, historically speeifidience, we imagine the population
of the court, a group in which I5Abbad and Alfonso (as well as all their peers, both
politicians and literati) have obvious and deepestments. The careful thought that both
men paid to understanding courts and how to nawitiegm is attested by the medieval
prose quoted above, and echoed in Weiss’s phrimeethical basis of court
performance” (see chapter 3). In both fAbbasid and Castilian empires, the concern
with ethics, behavior, and language—the attribthas qualified people as courtiers, how
those people should act, what they should say@adbm—makes the court not only
the proving ground for those seeking admissioneihebut also an ideal for the royal
subject in the abstract. This is especially truAlionso’s caselas siete partidasise the
historical functions of etymology to insist thaetbourt as trans-historical, even though
they characterize its Spanish iteration as disfimeh other kingdoms'. In this way, the
court fashions the subject—not just s/he who gadmittance to the court, but also the
member of the masses, who would never be ablegmaph a courtly gathering, much
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less entet?° In treating praise and slander, we examined tleensdtechniques for
delivering information to their targets and refdseeme., the praised and slandered parties
invoked in text. Now | wish to shift attention toeise same poems’ delivery of
information to their audiences as collective grobat unites both of these critical
inquiries is that they inspect the poems’ wayseaxigning and identifying a speaker.

In the essay “Linguistics and Poetics,” Roman Jakakattempts to isolate the
basic feature distinguishing poetry from other kindl speech. To that end, he plots out a
basic structure of spoken language, then projatsstructure onto a parallel chart of the
language functions in poetry. | have combined lbtirts below, with the structural
elements of speech in plain type and language iturectn italics:

Context (Referential)
Addresser (Emotive) __ __Message (Poetic)

Contact (Phatic)
Code (Metalingual)

(Language in Literature 66, 71)

To analyze each part of the speech schema woulireeg substantial detour and would
essentially repeat the explanation Jakobson hinrsgifdes in his essay. The important
points to bear in mind here is that the terms appgéan plain type depict the movement
of a unit of speech from the Addresser to the Aslsige, each of whom has some role—
its magnitude varies from one utterance to anotherskaping spoken language. The
four elements in the middle column (the dotted heyresents the physical and
conceptual space over which the utterance traaéds)determine the character of the
utterance and, like Addresser/Addressee, work iging proportions to one another. In
any moment of speech, one or more of these furctaay play a more prominent role
than the others; all of them figure in to the witare, even if to a subtle, minimal degree.
| have combined the two schema for two reasongo(&how Jakobson’s
movement from analyzing language to providing tiaai apparatus for the analysis of
literature; and (2) because, within the literagldi his essay’s priorities align with my
own, i.e., poetics. Briefly, the italicized funati® work as follows. The emotive is that
which provides the most information about the spealr the presumed speaker,
specifically his/her disposition at the moment péach: Jakobson’s example of a
predominantly emotive phrase is “Tut tut!” whidtas basically no signified object other
than the speaker’s feeling of disapproval. Theregfital may also be termed denotative
or cognitive—in other words, that part of the wordohrase that tells what the message
is about the meanings around what is actually uttered.ddetic is very close, in
Jakobson’s understanding, to the aesthetic aspspeech; Homer’s refrain of ‘the rosy-
fingered dawn’ extends into the poetic when it dduhit itself to the more direct and
pragmatic ‘sunrise.” The phatic is that which engpbhes or checks the open connection

156 Using the term “subject,” | mean only the subjefca royal leader and system, not the conceptesttbject
articulated in modern philosophy and critical thedt would seem inaccurate to speak of a subjetté latter
sense when discussing the Middle Ages, beforedheldpment in Modernity of an autonomous individseiF.
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between addresser (who might issue an interrogatie#o?”) and addressee (who might
nod or murmur “Mm-hm” as the speech proceeds).mbwlingual function emphasizes
the shared code between addresser and addressesndle of words and affects that
people at either end of the utterance can recogda@bson distinguishes the
metalinguistic as the function most directly oppbs®the poetic: to him, composing
poetry (i.e., acting as the addresser deliverirgtipspeech) involves selecting words so
as to combine them in a felicitous or otherwise pelting way, with a close eye on
syntax. Metalanguage has the opposite priorityilpging the equivalences between
words with little interest in assigning to themauder. Finally, the conative function,
corresponding with the addressee’s position, indicaow speech poses itself directly
toward the one receiving it: it “finds its puresagimatical expression in the vocative and
imperative” (67). (Lines 1, 7, and 10-12 of I%bbad’s “Ya zz'iran sa’iran” are all
examples of discrete conative gestures, each ialica different addressee; likewise,
the sense of intimacy and supplication Alfonso eeés in the Petition of CSM 401 is
due largely to its conative language.)

Whereas Jakobson seeks to define what makes speetg, this study seeks to
define what makes poetic speech political. Thigotsan analysis of the political events
and individuals that surface, via reference orsadin, in the poems’ text; the previous
chapters have sought to address such mattersaih. d&¢hat we address here are the
mechanics with which the poem places its persondsacial groups into hierarchies,
i.e., simple political orderings. Jakobson’s twsual representations of language, above,
are among the most useful tools any theorist hetidaed for linguists and literary
critics; but they are of only partial utility toithstudy, because they reflect social aspects
of speech and not social hierarchies that inforeesp. The movement of an utterance
from one pole to another occurs on the flat plangakobson’s linguistic inquiry,
whereas we would require another dimension illtstrdor this study. To imbue
Jakobson’s model with a political consciousnesdisfourse among people, | adapt his
horizontal model of discourse and propose a vemicantation.
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Figure 1: Modd of political functionsin praise poem
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Figure2: Modd of political functionsin invective poem
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What these schemas mean to illustrate is the lahdecietal and intertextual
logic the poem speaks, and how it uses them tacearpolitical relation between the
speaker and the target of praise/slander. A kayficktion is that they do not reflect a
political hierarchy documented in historical texts;, the direction of the arrow depicts
only the presumed relation between speaker andttargt that of the author to the actual
patron or beloved. | therefore distinguish therolanade in chapter 3—that panegyric is
generally an upward-aimed sociopolitical endeawtrereas slander is multidirectional—
from the argument made here. Chapter 3’s claim tah@upoem’s trajectory treats the
poem as a unit of exchange between two historigdéintified people; figures 1 and 2
treat the poem’s own imaginary.

If there is one central link to be drawn betweeantthio figures above and the
epistemological argument in chapter 3, it is thatpositions of knowing and unknowing
are political positions. The stationing of poefi@aker at one end of knowledge, and the
poem’s target figure at the other end produce aainaiddifferential power between
speaker and target. The juxtaposition of the twar®s is itself an argument: insofar as a
poem depicts itself as the delivery of informatithre utterance of the poem’s text is an
action of movement from one point to another, vanch consistent with Jakobson’s
model. These two figures seek to illustrate, amathgr things, the point made in chapter
3: the main difference between praise- and slapdetry is which end of the
informational utterance is occupied by whom. Itdals that the panegyric speaker
associates closely with a heuristic function, otivay the invective speaker identifies
with prescience, which indicates he knows thingsdlandered target does not
understand, and must therefore use the poem talréiee arrow pointing downward in
figure 2, then, represents a movement of infornmaftiom one persona to another; in the
specific case of slander, this movement is alsgtbeess of convincing (on which see
chapter 3). It is true that the slanderous persmiraces a certain form of heurism—
reeling in incredulity with the target’s inabilitp recognize his/her own failings—but
that is less a matter of knowledge than apprecialibe most important work of
discovery is the poem’s professed desire for aomesp from the persona it targets. In the
praise format, there is usually an element of camogder expressed by the panegyrist,
more pronounced than that of the slanderer andf imp®rtantly, a professed inability to
fully express the virtues of the patron. At tim® poem articulates this heuristic quality
by conveying a sense in the speaker that s/heseewdering the virtuous truths s/he
speaks about the patron or divine figure, at thenertt of utterance. This demonstration
of the discovery process can be so charged wittggrand hyperbole that the speaker
portrays himself as overwhelm&t.At other times, the text simply recounts the
discovery, as we see in CSI\82’s “per com’ achei escrito”: ‘as | found writtén

157 Not coincidentally, this sense is often deriveshirthe emotive function of language, which Jakohslanes
with the addresser, who is in our case convertedgspeaking persona. An example of a highly ereatepiction
of the poetic speaker (and the praised figure) pand knowledge and its revelation, is Ibn SahkaklT's (ca.
609-49 H, 1212-51 CEMHal dara zabyu l4ima an gadkana qalbasabbin(...]”: ‘Does the fawn of alHima know
that he has kindled the heart of a lover [...]' (Moared. and transdispano-Arabic Poetr804-5)? This rhetorical
question has the effect of simultaneously emoftilgdjyering information, and suggesting emotivelgttthe praised
figure by rightsshouldknow what has happened. (This sense of expectati@mdered referentially and
metalinguistically in addition to emotively, becaubfe Classical Arabic poetic tradition tends fteict the
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The behavioral, hierarchic, and religious-dogmatrections lend themselves most
readily to whatever prescriptive aims the poem migtve for its audience. This is
because they directly concern the world around:timeposition and the text’s
performance, i.e., the court and society more bdyo&@o be sure, they apply to the
world of other literary texts too, as we will sesddw.) A poem will oftentimes propose
codes that, although they may reflect a logic maéto the composition itself, are only
comprehensible as they relate to social codeseiiting world around the literary
production. In IbrfAbbad’s works, we see the behavioral function mostréyda hija’:
the Mattawayh family line is full of boys and mehaevcannot control their urges, and
their urges themselves are ethically risible, agdicgy to themulas. In another example,
class, religion, and quotidian ethics (i.e., sohiafarchy, religious dogma, and behavior,
as represented in the figures above) all are enedeshe vizier writes to a character who
has married his own mother, ‘[A] free man doesaitve up sin to mankind on a platter’
(YDQ 3:316, see chapter 3)! What is provocativeutlsoch an axiomatic remark is not
that the poetry alludes to a field of religion attlics, but that it claims to represent
worldly ethics, wholesale, in the poetic utterarfeerhaps even more compelling of
attention is the partial blindness that allows th&m of ethical mastery.

The behavioral function comes to the fore in villyuall of Alfonso’s CSM and
CEM. In CSM 292 it is most pronounced, using pras®lary as an opportunity to grant
valor to Fernando, “De mannas e de costumes [...§s@od’ aver mellores outre que el
ouv’ en ssi”: “he could not have had better hahiid comportment than those he had”
(KH 352), a contention that of course justifies taeor Mary shows to Fernando’s statue
and to his son. (The reciprocal relationship betwleernando and Mary should not be
confused with the reciprocal function includedigufe 1. That function, discussed
below, operates between speaker and addressedaaWealready seen the fixation,
shared among the CSM and Alfonsine legal pros¢heking’'s behavior: ‘A king should
have very good habits and manners. For, althoughdyebe well-bred in his demeanor
and his dress, if his habits and manners are rad,dee will display much incongruity in
his actions, for the reason that he will be greddficient in nobility and eleganc&®
Here, at least, Bakhtin’s likening of lyric monolsgn to official discourse rings true. The
CEM’s use of behavior is perhaps more problematiechnique than the CSM, and they
seem to studiously avoid injecting into the texy amodel of the king similar to the
partidas version'*® Chapter 3 points out that Domingas Eanes (CEM<8orned for
being of low moral caliber, even though a perforwfener class is not necessarily
granted a moral code by the court or its presidmegnbers. Further, we see that the
complaint about the Pope (CEM 33) presumes a meleaslationship whose terms the

interrogative particléal with a sense of “Isn't ... ?” or “Doesn'’t ... ?” or tigely ... ?” above and beyond the sense
of “Is ... ?” or “Does ... ?” which is how it is used Modern Standard Arabic.)

158| as siete partidag.5.6, trans. Scott 2:289. See chapter 1 for maigspanish version and full citation.

159 |n fact the king is not represented very muchlaagormal feature that indicates a certain limiposed on the
heuristic function. Alfonso’s CEM seem hesitanirnplicate a royal figure, despite the apparentgations that (1)
such a persona would be understood to be a fietiah(2) the CEM in general occupy the ethical limhsourtly
discourse. This observation of course does notyappll CEM, since some of them directly lampodkireg, most
famously Joan Soares of Paiva’s (ca. 1140-12133 f@x ost’ o senhor de Navarra” against King Sar&fmchez

of Navarre (1154-1234).
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speaker wants to improve. The problem with thihiéd economic regulation is the king’s
own purview (recallind as siete partiddsapportioning of all temporal matters to the
king and not to the pope), so the king-personarsgiaint founders in the very economy
the poem creates. The claim to victimhood is aenat, using the “equivocal poetics”

Liu has identified (Blackmore and Hutcheson ed.58R,see chapter 3 of this study), to
efface the sociopolitical divisions between kingl @opulace. It also effaces the divisions
of authority made in Alfonso’s own court, betweengand pope—in fact, the poem
disavows some of the very powers which Bragtidasinsist are inherent to royalty.

Such sleight of hand introduces the hierarchic tion¢ which is one of the more
self-referential categories in the above schentdeaat insofar as they pertain to
politicians’ literary works. The hierarchic is theem’s tendency to (1) acknowledge and
confirm the very structure we identify with the dhand (2) relate that structure to the
hierarchies in which the patron lives. It is thediagor between political histot}? and
the personal politics specific to the poem. Altleé supplications we have reviewed
carry out a substantial hierarchic function, asafrse do the praise works in which they
are couched.Qadima |-razsu’ begins with the fanfare of triumph—Aild-Fadl’'s and the
speaker’s, the latter of whom derives his configeinom the former—and ends with a
canned form of humility (see chapter 2). That isay, the seal that the poem places upon
Abt |-Fadl’'s preeminence is the speaker’s own declaratiomsfnferiority. The
variability of thedu’a’ mechanism in Classical Arabic is discussed abioveist the two
praise works we have read by ItAbbad, we see how the move can make difference in
one case and erase difference in another.

In Alfonso’s works, the naming and singling-outdmingas Eanes in CEM 25
makes her legible to the court—bearing in mind thatfeminine figure is not to be
named in profane love poetry—as an inferior buéeesal part of high culture. Her
position allows her to mediate between the entamant spaces of the court and the
bordello life to which the CEM as a whole would smm thesoldadeira All that stands
out in sharp relief against the knightly missionnidogas pursues in the poem’s narrative.
The character and structure of her sortie intdéattprecisely that of a typical Christian
knight, i.e., the very sort of figure who issueBscaf longing in courtly love, a figure of
superior social rank, albeit degraded physiologyday the strength of his desires.
Domingas too is degraded, but physically (as nateale, there is a contradiction
inherent in an ethical downgrade, given her satetlus). Responsibility for that work on
her body falls to thgenete also a knight, but the term marks him as foreigd hostile,
as well as historically fixed in an Alfonsine ndiva of warring empires. Domingas, in
contrast to her Muslim adversary and violator, espnts the “right” side of the war; her
shortcomings are of sexual control and restraimit o political ideology, which she
herself barely has enough agency to access butheess authorizes her as part of the
accepted, hegemonic organizer of the kingd®rm the sexual battle itself she shifts

180«political history” here understood to mean ouncept, derived through prose texts, of who weréd qeople as
Ibn “Abbad, Alfonso, Al I-Fadl, Pope Gregory X, etc., what their ranks were, laow those ranks related to those
of the people around them.

'®1 Filios argues precisely the opposite: “This solignes Eanes no acceptable performances; whilecthigd be

due to her presence in the homosocial space dfridalusian front, the following, more affirmativersy suggests
instead that this hostility is provoked by Eanesisice of sexual partner. By engaging with gemete Eanes
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from dominant to dominated and back again, a sekofianges that serves to deliver her
character in degraded form to the audience thatsstariaugh at her.

In sum, Domingas’s hierarchic position shifts salémes as it is prepared for its
appraisal at the fictional doctors’ hands and afrse the audience receiving the po&fm.
She is both a questionable agent of empire (a @liyiailed knight who might bring to
our minds the appearance of Don Quixote some tteetiries later) and a questionable
member of the court, both positions unstable andgto minor hierarchical shifts. The
fact that she occupies positions in two hierarchiber role on the war’s front lines of
course prepares her for her eventual deliverythegpoem, to the court system—places
her in a bind. How does one persona negotiatethetdisingenuous valorization she
receives as warrior and the denigration (equaljndenuous, as Weiss argues) she
receives as aoldadeir& The poem resolves that problem by staking its p@sition in
court literature, a doubled exertion of indicatzantext for Domingas in the lyric canon.
The courtly love tradition against which she ismekes her a despicable lust object on
the one hand but a desirous and enterprising koiglihe other. In that tradition, the
knight is of course the lovéf®i.e., he has the agency both to love chastelytafight.

So Domingas’s battle approximates her to suchwdign an overarching literary picture,
even as her passivity (she sustains sexualizedasjbut does not deliver them in the
actions depicted) makes her despicable and ridisulBEM 25 demonstrates the need
for the intertextual to open logical avenues thifoagd around its own politics.

The religious-dogmatic is also a key form of medmtand circumnavigation, but
investigating it requires that we follow a texttrail distinct from the other functions of
praise. The poem’s assumption of religious themedath referential and prescriptive:
the speaker inYa zz'iran s@'iran” draws upon an extra-poetic world ofi&hhought and
promotion at the same time as it drafts new antihdisSh* slogans. The reference to
prayer calls (Islam’s chanted version and the @harichime) and the derisive
guestioning of Jews’ devotion all form an argumtbat each of these religious groups do
not cohere in itself, and its members do not urtdadsthe ideologies that distinguish
their group from another. “Religious-dogmatic” asimittedly, awkward in its wording
and subject to dangerous clichés, but | deem egssary to distinguish this function from
an abstract idea of the religious, which does aetrsspecific enough to denote the
instrumental use of religious messages and imagj@ngh to emphasize the ideological
and argumentative sense of dogma. Its role in de¢igwork is two-sided: we might
imagine the poet sampling available religious laggifrom the world in which he lives,

collaborates with the enemy, allowing him to sl@itistian Spain in an erotic-symbolic renactmeid) (sf the
Muslim conquest” Rerforming58).

162 As noted in chapter 3, we might follow Filios'sating ofLas siete partidaand itsjuego de palabraso include
the possibility of Domingas’s response, althoudto&icautions that she doubts Domingas had suappartunity
in that caseRerforming58).

153 The fact that the loving knight is often a troubadhimself—the speaking lyric persona—arguestier t
Domingas’s status as perverted analogue, sinceoldadeirais of course a minstrel, albeit of far lower repthian
the troubadour. And, in case this point bears répgahe knight in courtly love is always a Chiast European,
never agenete (Unless we include the Andalus’s multilingualiwashshiatradition of strophic poetry, which
derives its ideas of love more from the Classicalbic canon than from European-language poetny hat aware
of Iberian Romance literature depicting a chasteliulover until the prose workl Abencerraje y la hermosa
Jarifa ['Abencerraje and Sharifa the Beautiful’].)
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then editing them in subtle ways so as to syntledasiem into a dogma specific to the
poem. In other words, a corpus such as the CSMIgarhperally from extant miracle
songs and stories and imports, more or less whwé, claims of causality (in CSM 132,
the priest’s pious/worldly motives, Mary’s intertgm, and the moral of the story are the
same as in the Latin version, on which see ch&a)tdrut the CSM always refigure these
components in key ways. The action of derivingtillireg, and revising dogma ensures
that the praise poems they bear the mark of GahB@artuguese troubadour style,
especially with regard to courtly love. (That stideof course more specifically an
Alfonsine one; the troubadour is not generic btheathe specific sacred-minstrel
personality that Alfonso so carefully cultivatesaimd through the songbook.)

Dogma is, then, an appropriation and a re-appropnialt is clearly the product of
a certain kind of research, the author’'s engagemghtthe speech (much of it textual)
around him. With that appropriation comes the irtenof a poetic persona and his
voice, speaking a dogma whose provenance may hedata the patron and audience,
but is also clearly novel and subject to the lolgiakes of poetic imaginary. The
definition | am proposing of dognes it applies to the medieval texts we have seen
intersects with Louis Althusser’s definition of @legy. The many provocative claims he
makes on the issue invite exploration far beyordsitope of this study: but what |
wish to emphasize is simply the opening he providasolate moments of ideology, to
attribute to them specific social and politicaltbiges, and to criticize them vis-a-vis the
larger and more diffuse monolith of ideology. Beating that opportunity, Althusser
gives a great many readers, across disciplinegchamic with which we can analyze
languages of power (I argue that ideology and dogreawo such languages) without
having to constantly redefine the structure of éhlamguages. In other words, | propose
religious dogma as an essenhat divisibleelement of medieval poetry, and | do not
think it necessary to be a scholar of religionde and mobilize the term dogma. Each
close reading we do of a poem—especially if thatireg is historicist—represents a
division of specific dogmas and, in the best caseanalysis of how larger structures of
dogma inflect the specific messages in the text.

We have seen unsubtle uses of the criterial fanctvhich allows the sorts of
metapoetic perspectives achieved with the hiereythit it seems to effect more
intertextual harmony than intertextual detours exitlroutes. The criterial function is the

164 Faced with Karl Marx’s argument that ideology eséft of and incompatible with history, Althusseakes one
of his most important philosophical moves: dividithg question of ideology, in order to reconcilerkiga
foundational theory with Althusser’s own discerninehhistorically specific ideologied €nin159). Althusser’s
contention seems to be that, if the latter undedstey of ideology is possible (and shown not tahgthetical to
Marx’s broader notion), then we can attach indigildmoments of ideology to parsable narrative hisgprand
therefore criticize ideology not just structurdyt materially as well. It is tempting to liken rawn argument to
his ideology/ideologies division, specifically toyrabove contention that there is a key and operatifference
between appropriating and re-appropriating dogmnthérprocess of making a poem. My interpretatioAldfusser
is that the static fiction of ideology finds itsilng and tangible form in people’s repeated ingwigs of it in their
material ideological projects, i.e., ideologiesstbears a schematic resemblance to my claim bHotatkly | think
the two are not directly comparable. My definitimindogma is obviously much less ambitious than éder’s of
ideology. Whereas he seems to advance a defirthiitris portable and useful in the broad overlapben
philosophy, history, politics, and social theorgelek to limit my claims to a few centuries of inmegive literature
in the Middle East and Europe. | am not sure whatihesemantic work is useful outside that realnd it is not,
that does not pose a problem.
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poem’s ability to comment upon itself as artifadthough there are a great many fields,
especially ethical ones, in which criteria are &gpll do not intend this function to speak
to anything but criteria of speech. It is much momaspicuous in praise than in slander
because praise genres appeal more directly tomiapl of the poetry as good, so that
they might resonate in the social and political svexe have detailed. With that being
said, there is no doubt that poetic criteria infdZEM 25 at a deep level. Filios’s
position, which this study has adopted with a fewrtons in chapter 3, is that the legal
permissibility ofjuego de palabrasnay well have applied to the CEM,; this affects my
reading of those poems, because the textual drtdachich | have referred becomes a
poetic beginning whose end we cannot know. Reaalnigdividual CEM as an initiator
of ajuegq despite the fascinating dialogic possibilitiepriésents, is nonetheless a
limited critical exercise, for the simple reasoattthere is no known documentation of
respondent songs. Furthermore, Filios herselfeptgal that CEM 25 might have
engendered a response from Domindgerforming58, as cited in chapter 3 of this
study). What | wish to underscore is that jinego de palabraseems to be highly
criterial in its legal definitionPartida 2.9.30 frames it completely within an argument
about skilled ridicule, an ability which the texlis agrant bienestancig'great gift’),
requiringentendimientd‘understanding’), distinguishincaballerosfrom atrevidos
(Scott translatesaballerosas ‘cavaliers’ but does not gloss it fully as tinis’ in the
sense of chivalryatrevidoshe translates as ‘bold’ but the term suggestdense as
well) and “necios” (‘ignorant’ ones¥> So, while the CEM (similar to Arabic invective in
this respect) make little explicit mention of paeetkill, they are inseparable from the
logical, even legislative, world of such a criterio

“Ya za'iran sa’iran il a rasi’ plies itsfakhr (poetic self-praise, on which see
chapter 2) section, “How many a word of praiseyfon has [IbrfAbbad] wrought, as if
each word were the garments of peacocks!/This pbem,many times will its reader
say, ‘He has scattered pearls on paper!”” Thedegerts its integrity as a finished object,
but also its reception, as if a third party wereassary to confirm for Imam Ali (the
praised figure) that the text had succeed@adima |-ra7su’ does what appears to be
the opposite, issuing a short apologeititz’ at its end (for discussion of which, see
above in this chapter and chapter 2). The poinagdns that there are discrete, stable
rules to composing and performing poetry, so tHagmthe poem refers to itself, it
consciously places itself into a coherent and oladde structure of aggregate poetry.
The audience’s qualitative understanding of tharegate is almost irrelevant, in that
sense that the poem’s statements of self-appi@dosadt usually resonate in an
intertextual way with past poems. Instead, theegat function is a gesture toward the
canon, using other words to speak the poem’s musiediate criterial concern, i.e., the
patron’s positive or negative reception of the wakkhen the patron is a dead figure, as
in “Ya za'iran sa’iran il a tasi” or elegies for the recently dead, the gesturerofemains
the same, a calling-out to the praised figure whigghlighting the qualities of the poem
as a canonical entrant. Given how crucial the aitéunction is to praise poetry, it
seems safe to assume that such instances areedireost immediately toward the living
members of the audience. Those who would seem ti@nmost are those who knew the

165 Al terms from thepartida trans. Scott 330-31; amendations mine.
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departed and who, naturally, are literate elitecéR/ing the poem, this particular group
is uniquely qualified to mediate between the penied text, the dead figure whose
attributes that text would like to represent padhic and the literary field of text into
which the poem is aimed. In sum, this group overslee juncture of multiple criteria,
just as the living patron (assuming he himself damm high literary repute) does when
praised.

The CSM have a peculiar relationship with poetiais of quality, because the
songs appeal to more than one set of criteriaeesh. Alfonso was affixed to the
profane lyric tradition that preceded his endedodr as we have seen, he was at the
same time keenly aware of the changes he was makihgpy authoring sacred love
poetry. In a certain respect, the criterial functiecentered as it is in the confines of
poetic quality rather than ethics or religion—awitle problem Alfonso takes on with
his literary innovation. The Prologue makes cléarlyric speaker’s cognizance that he
will be judged on his powers of versification. Hefttly places the prospect of that
judgment between the figure of Mary and the world@igeption of his works:

Porque trobar € cousa en que jaz
entendimento, poren queno faz
a-o d’'aver e de razon assaz,

per que entenda e sébia dizer

0 que entend’ e de dizer lle praz,
ca ben trobar assi s’'a de ffazer.

E macar eu estas duas non ey
com’ eu querria, pero provarei
a mostrar ende un pouco que sei, [...] (Prologue B).

Because composing songs is an art which requires
great understanding, therefore, he who undertakes
it must have this quality, and good judgment,

so that he may understand and be able to say

that which he understands and wishes to express,
for thus are good songs made.

Although | do not possess these two qualities
to the extent that | might wish, | shall nonethsley
to show the little that | know of the art [...] (terKH 2).

That this passage performs dogmatic and critawiadtions is a measure of the CSM’s
effort to change the generic breakdown of Galidtamtuguese literature. It does not
seem an overstep to read this section of the Ruelag synecdoche for the songbook
overall. Without saying so in any immediately id&able way, this prefatory song
suggests that its audience group piety and lyristemg together. The cognitive and
ideological effect of this move is more substantivan it may at first seem. Alfonso
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harnesses the potential energy of criterial statésrewe should bear in mind that

artistic and intellectual excellence was the dgviarce of much courtly activity,
especially among the troubadours themselves—to fourglard a view of song-making

as a uniquely devotional discipline. Because Alfras the only troubadour to address
Mary, monopolized the very discourse of Galiciamtguese sacred lyric, the Prologue
in essence lays out a territory of pious practicdusive to him. In this way, the passage
above is not a prescription for other people, éhengh it seeks a universality of its
claim. It is instead a delineation of the territbig is about to claim in his poems, and a
rationale for why he will claim it. He justifies thi his competence the generic innovation
that the CSM represent.

It may seem counterintuitive that figure 1, thpresentation of praise, includes
the reciprocal function while figure 2, on inve@j\does not. There is no doubt that
Arabic invective, including IbfiAbbad’s, comes out of a pre-Islamic tradition of attack
and counterattack, alive and well through ¥hbbasid period (see mention of Umayyad
rivalries in chapter 1). And my exploration, abowkthe role some CEM may have had
in juegos de palabraalso might seem to emphasize the reciprocal. Deafithis
evidence that the slander | have presented ismddrby the response model, there is
very little acknowledgment in the text themselvéa ceciprocal relationship between
poetic speaker and the enemy he constructs. Ti@oeal function is, at its simplest and
most definitive, the poem’s understanding of ite paa transaction. It is an invitation
that the poem extends, or at least shows itsedinelng, to the persona it targets. My
argument is that we can attribute reciprocal meicisato a poem only when we can
conclude that its text anticipates the target’'poese. There is no doubt that invective
literature does this, as well as oral traditionslahderous wordplay and rhyme—the
juegophenomenon codified ibas siete partidaparallels many unofficial such games, to
take one example, the Dozens, which remains populdorth America-®® The literature
| have discussed, however, demonstrates that tieefoad of reprise varies from work to
work; the call for response is consistent onlyhe praise works of chapter 2.
Furthermore, my readings of all IbAbbad’s and Alfonso’s slanderous poetry suggest
that they limit such a move to their praise works.

Every time | have asked what the panegyric poeghtrbe requesting, wanting to
produce in its praised figure, | have attemptethvestigate the reciprocal function.
Reciprocity is both a metapoetic and a historicasideration. Metapoetic, because
messages of reciprocity draw the audience’s attenti what the poem will, or could,
produce, whether that be payment or commendatiaersified response. Historical,
because we rarely read about the performance oém pinless the recording anthologist
or chronicler deems noteworthy the patron’s reactfogood example of that is noted in
chapter 2: IbrifAbbad’s reward to Ala I-Qasim al-Zafarani, recorded in YDQ. As with
the discussion of theego de palabrass its proleptic tendencies, the reader is
compelled to view the future events a poem mighggsst. The difference between the
juegomodel of invective and the discourse of praighad invective requires that the
critic read legal prose and speculate upon whatypoaght follow the poem at hand,

158 Eor a description of the Dozens and the game’mbkdgnamics, see Lefever, “Playing the Dozens’: A
Mechanism for Social Control.”
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whereas the panegyric poem is in itself a hopefatslation upon future outcom¥s,
The response of a patron to a poem or, more phgctee documentation of such a
response, has the potential to affect a critidarpretation of the poem’s text.

This is not necessarily a good thing. The fact dbaumented response often has
the effect of consigning—or promoting, dependingmuupne’s view—the entire poetic
performance and aftermath to the status of hisitbegent, a marker of artistic and
economic life in a particular court. The problenthe Arabic panegyrics we have seen is
that they give few clues as to what, if any, reofations the poem might solicitYd
za'iran sa@'iran il a tiasi” praises a long-dead religious figure arf@@etima I-rarsu’
praises a vizier probably less politically domintrgn Ibn°Abbad himself. Chapter 2
notes the difficulty, in both cases, of ascertainivhat sorts of reciprocal transfers or
gestures would even be possible to these poemshéna is no doubt that they seek
response; Arabic panegyric is scarcely imaginalleawmt it, which is why its
expectation is so clearly built into the poeticiofGruendlerMedieval Arabic Praise
Poetry20-21, 50-52, 71, 75, 229-41; Suzanne StetkeWWoRtics of Islamic Legitimacy
34). When we hold up the Arabic praise we have egminst the more common
paradigm (from which Gruendler and Stetkevych rieatieir above-cited critical texts)
of poet addressing a political superior, the mafifeience is that a vizier-poet such as
Ibn “Abbad most probably seeks only symbolic reward, whetleasnore typical court
poet stands to gain both material and symbolictahpi

In many ways, the choice of studying politicatediand their poetry is a
concession to studying one kind of capital at tkyease of the other, i.e., it is symbolic
more than material. While there is no doubt thatemal units of exchange are important
to kings and viziers, it would be odd for them tompose poetry in request of such
goods. The closest we have come to a languagetefialgpayment is CEM 33—and its
system of payment is, obviously, imagined and jacurhe CSM operate in a
predominantly symbolic-capital system of excharigge, that of Ibrn"Abbad’s panegyric.
The most conspicuous textual example articulatnag $ystem is the bookend model of
the Prologue and the Supplication, analyzed abd&at remains for me to point out is
that the symbolic benefits Alfonso’s persona retgis in two layers: first is his desire
that Mary intercede on his behalf (note that shg dmaso in worldly matters and in the
ranks of the Holy Trinity, i.e., she might aid Affeo in life and afterlife); then the
broader ideological benefit he seeks, performindife subjects his devotion to Mary and
the favor she shows him in his career. The claus$esi will and testament that the CSM
be sung during Marian holidays (see chapter 2yatets several political functions
detailed above, especially the hierarchic and ilgrdogmatic; but it is also an attempt
to confirm that future kings, clerics, and audienoéthe CSM all head the poems’ call
for them to reciprocate. In a sense, the idea diesuce response is predicated upon the
text’s own interest in forwarding ideological megss. Alfonso’s will and testament is an
acknowledgment, both of the songbook’s need faeduwous audience and of Alfonso’s
understanding that reciprocation—i.e., resonanceppéias over time. It is an
anticipation of a discrete ideological effort whidguires, as we might conclude from
Althusser’s above-cited theory, a history (evethd structure of ideology is ahistorical)

167 See chapter 3 for a characterization of praisefasure-oriented poetic register.
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of the king’s devotion, versification, auspiciouslipcal career, death, and conferral unto
the family of Christ. This effort of narrative-bdihg, and view toward the afterlife of the
songbook (and not just that of Alfonso himselffJicates how dependent the reciprocal
function is upon rapport—that between lyric speadt praised figure, but also that
between performed poetic text and audience.

| wish to return to the discussion of dogma onceanm the interests of
addressing a theoretical quandary | have conframmeadighout this study. It seems
crucial to divide slander from broad cultural ofipeal critique, that is to say, discern the
attack on an individual from the attack on a nomideology. Ibn°Abbad’s
condemnation of the Oedipal in iga’ is a reminder of how difficult it is to generalize
any social commentary out of the distinctly persdaad therefore circumscribed) attack
on an enemy. Within that poetic fragment lies advatral and dogmatic claim, made so
that the poet might convert hubris into art. Amding text’'s aims is to blur the division
between the world and the literary text; my anabftvork has, | hope, served to identify
that effaced borderline. An anecdote aboui Aluwas, the great figurehead ofujn,
may help to more closely scrutinize the compourmbiems of IbrfAbbad’s hija’.
Andras Hamori paraphrases the story to context#tie poetics therein:

Abt Nuwas and some companions are on a drinking excursidraee
having a jolly time when a cloud of piety abruptbttles over some of the
drinkers, who remind AbbNuwas of the dreary prospect of divine
punishment. If there is one thing Abluwas cannot stand it is a spoil-
sport, and he answers:

ma sahha “indi min jan®i |-ladhi

tadhkuru il& I-mawtu wal-gabru

Of all you have been saying, | find only death #radgrave

indubitable,
which, not surprisingly, horrifies his companiof®. deny the resurrection
is not at all of the same order of sinning as tb eave’s throat on a fine day
(Hamori,On the Art57).

Where Hamori focuses on the difference betweemdmavior of drinking and an
inflammatory theological statement, | would likedimaw attention to the difference of
medium. The anecdote has it thattMbuwas engages with his companions in a
guestionable act and, when confronted by quessoerresponds with defiant poetry.
Having begun with behavior, we move to social disse, and then to the discrete,
separate field of the poetic. Hamori’'s synopsistiomes,

Reproved by his friends, AllNuwas recants and apologizes. He holds no
faith but Islam; howeverubbami naz bi I-mujiznu hatta atarmawala |-
‘aza’ima wa-mi a’lama anm masilun “anhu wa-mtadhdhaburfalayh
“from time to timemujin (libertinism, frivolity) overcomes me to such an
extent that | commit mortal sins, oblivious of bgisnswerable for it
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(mujin) as well as of the punishment that it will bringom me.” This is
followed by an extempore poem—it turns out to be ohhis most famous
in the ascetic genre—and after that is over, alback to do some more
drinking (Hamori,On the Art57-58, parentheses original).

Note that the poet issues his apology in prose tineaks inteuhdiyya(ascetic poem)
performance, thereby (1) sealing a two-phased girégerepent, (2) returning to poetry to
atone for his act and previous poetic flippancy €8) demonstrating poetic virtuosity
with his improvisational skills. Then of courselbrings the entire ethical trajectory full
circle, leaving off from theological musings anturaing to the behavior with which he
began the episode. This anecdote seems to argubehaoet make certain divisions
between acts and speech because the two relaféeing ways to the ethical world.
The fact that anujin work and azuhdiyyacounterbalance one another is of no small
import; a lighthearted and irreverent poetic modesdnot grant Aib Nuwas unlimited
license, and certainly not unlimited authority taka truth claims. It is a pronounced
moment of conversation between poetic forms, algiegh model of a dynamic that is
consistently at work in literary production.

The larger observation we can draw is tinafin is basically meaningless without
the poetic forms of a serious and reverential msech as praise, martial, and ascetic
poetry. Such contingency and reciprocity probabérka all kinds of poems that attempt
to resonate in the ethical sphere. The gesturertbthia world theaudienceinhabits
presupposes and requires the literary worldotbeminhabits. Pointing this out is not a
matter of surveying the Classical Arabic canonwhbich mujin andhija’ are key parts)
as some kind of finished multipartite object, bather of reviewing the claims these
varying poems make as a conversation. By demagch&havioral, hierarchic, and
religious-dogmatic functions as possible produt® composition, | mean to show the
inherent readerly work the poem does when accohptighose functions.

Mujizn andhija’ are of course not truly separable, as noted iptelnst 1 and 3; the
irreverence and celebratoryarpe diemhtheme ofmujin colors a great deal of invective
poetry and, it could be argued, the utterance «flins in itself a casting-off of decorum,
a hallmark ofmujzn. My conclusion from the above passage is that vghinseparate the
two in terms of ethical message, and in particalaense of causality in ethics, speech,
and behavior. What they have in common rhetoridaltyat their first level of referent—
i.e., the most immediate structure of standardsnamohs with which they play—is
literature, not society. When we rehijl’ —of course IbrfAbbad’s works have been our
basis but | would suggest this applies to Arabi@ative generally—we see the same
kinds of intertextuality but a much different softethical rules. The formal reasons for
this are plain: despite the great overlap betweajpn andhija’, mugn's organizing
principle is lack of thought paid to the consequ=naf one’s actions (see chapter 3 for a
review of the term’s definitions), i.e., a refusalacknowledge certain causalities in one’s
life and the afterlife.

Hija' and its pragmatism—its focus on an individual ¢éargs goal of
demonstrating that figure’s failure on at least onportant criterion—tends not to reject
dominant religious or worldly systems. On the cantr it invokes a particular such
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system and claims to speak for it, building a bagfgdigainst which the poem projects
the enemy unfavorably. It is surely conceivable thpoet apologize for his invective,

but unlikely he would need to invoke a religiousdoview of life in the apology. If he is
called to account for his poetic speech, he is arsle to the slandered party and
perhaps that person’s loyalisf&:but not to God, as in the case oftdkuwas’s mujin
performanceMujizn is allowed to confront dogmas, be they religiousnore mundanely
societal, as large and impermeable structuigg:, on the other hand, reduces dogmas to
their smallest possible permutation; because tlaelats on an individual, the invective
poem forces dogma to fit inside that individuagating the temporary illusion that it
resides exclusively in him/her. By suggesting tnhdbgma or a mode of thought (e.g., the
anti-Mu‘tazilt stance of Mattawayh’s grands6i is limited to a person and expedient
poetic targethija’ marks a soluble problem and nominates itself astiution. Finally,

it makes a very fraught and widespread set of misf-Mu‘tazili theology had already
proved, by IbrfAbbad’s time, to be one of the most divisive religiami social issues of
the “Abbasid Empire—not just humorous but intellectuatignageable.

That is why it is so crucial to acknowledge thateiative literature is not
subversive in any broad social sense. If anythijg,—and, as | have argued, the
CEM—seeks to relieve logical and philosophical miteas, not create them nor
compound existing ones. Invective poetry upsetthaethe social nor the political order;
this point is more easily made vis-a-vis fifibbad and Alfonso than more typical poets
who hold no high political posts, but | would argbat the point is broadly applicable.
The generic features bfja’ indicate its specificity, not only in the selectiof an
individual target, but also its role within the eburhe argument that poetic slander is
epistemologically different than praise, that skmidsists the speaker’s knowledge
outstrips the target’'s and indeed the audiencelgedisis an argument that both praise
and slander are poetic tools for speaking knowléddke court. Their respective
structures, as detailed above, ensure that theyahy useful set of tools, work
differently and perform differing functions in tidelivery of informative messages. Sinan
Antoon, writing on the Buyid-era court as a templfatr the poet Ab “Abd Allah ibn al-
Hajjaj (330-91 H, 941-1001 CE), shows that even the mmogerficially subversive
poetry performs many of the same services we hese i praise and slander. Antoon
notes that Ibn alajjaj’'s trademarksukhf(denoting an extreme form ofujin, marked
by scatology and explicit sexual images) is botio@ifier of courtly rules and a vehicle
of knowledge:

Sukhfallowed the elite to listen to, take a peak, andktbe inability of
these nameless characters, who were presumecdattdbepresent the
‘amma*’®to restrain and refine their expression and cotiteir bodies,
which are always represented as grotesque and waltable. This
laughter was accompanied by the disgust scatolpggtaneously

188 syzanne Stetkevych points out an ethical framewrak at times, allows one composition to serva asit of
exchange for another. The example she gives (hne-dstamic case) is a contrite praise poem offéoegimeliorate
the damage caused by a poem of indiscrete erati@db-outhija’ (Poetics43-44).

159 5ee YDQ 315, and chapter 3 of this study for {egims and analysis.

10 The termfammadenotes the common classes of society (see ctjpter
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engenders. This disgust, however, is sociopolligaioductive as it
reinforces the distance and boundary between iteeagld the filth and
unrestraint of the masses. Ibntjjaj’s ‘wallowing in filth,” for which he,
and other scatologues are condemned, was, on agledeperformance,
that allowed his audience to symbolically cleamsartselves of unwanted
nearness implied in expressions of disgust. Nesdéesay, this reinforcing
of boundaries justified and legitimized, unconssiguthe way the world
was configured and naturalized socioeconomic ahdrahequities by
linking them to nature and the body (“The Poetitthe Obscene: Ibn Al-
Hajjaj andSukhtf 241-42).

On the subject of laughter, Antoon echoes pitctigodly the point made in chapter 3 of
this study, i.e., the response to Bakhtin’s soditipal argument of premodern humor.
But most pertinent here is the characterizatiosuhfitself. Antoon’s argument, in that

it closely parallels my discussion loifa’, indicates the extraordinary force that the court
exerted upon all poetry, by no means limited topraase genres with which we associate
official Classical Arabic literary culture. All Brature produced in and for the court was
subsumed into general intellectual project: artiting the court’s internal structures and
the features that discerned it from everything Wwato

A modern literary landmark may help to place #mgument in context. Literature
served medieval elites in organizing and parsiegwbrld and, no doubt, that remains
one of its functions now, despite the obvious clearig social, political, and literary
structures since then. It is salutary to note Jaxge Borges’s fame for, among a great
many other things, writing in an Orientalist keyilgldeeply involved with the Iberian
Romance canon. The Argentinean paid tribute toagmiopriated—in the droll,
beguiling way he composed what he calledficones(‘fictions’)—both medieval
Spanish literature and tfi@bbasid Empire, the former of which he knew intiglgtfrom
the time of his early education, the latter of whie demonstrated he had researched
whimsically but with great enthusiasm in the mamnydpean languages he read. In
biographies, the international literary title witthich he is often associated is the
Cervantes Prize, Spain’s most prestigious, whictvéwe in 1980. As appropriate—or
ironic—as that distinction might be for an authdronplayed with the figure of Miguel
Cervantes and the bo@on Quixotein postmoderiiicciones there is a lesser-known
honorific moment in Borges'’s life that attracts attention. His acceptance of the Legion
of Honor in France, 1983, tends to overshadow isis that same year to Spain, where he
received a prize less famous but possibly equgtymlic, the Great Cross of Alfonso X
El Sabio.

Borges, blind and ailing three years before haldemight have thought of his
journey to Spain as a last reunion with a counéyad visited many times since
childhood (and a country whose literature wouldrlukseply the marks of his
interventions, despite the centrism typical ofdristal imperial centers). As a person, he
probably shared rather few common traits with Afonother than fame in Spanish
letters, an intimacy with great libraries, and scfaation with the Islamic East. But both
of them understood, as did IbAbbad before them, some of the thrilling and frightenin
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potential in literature. In one of Borges’s bestwm ficciones the narrator Borges (so
named, he is also the protagonist and a profedsittar within the story) eagerly enters
the house of fellow author Carlos Argentino, whitstef the house’s impending
demolition and of his resolve to save it in corgentino’s fury at the prospect losing
his house stems not only from his sentimental httents to but also from the marvel
contained in its cellar where, beneath one staaryhing in existence may be seenin a
sphere ‘probably two or three centimeters in dia@mpt.]’ (129). Because the vision of
everything occurs in one moment, the narrative tamthe struggle with the linear
constraints of relaying its contents within theskn constraints of written language. The
litany it delivers, though—of natural phenomenanrbailt edifices, curios, intimate
details of sensory life in Argentina as well asiantbooks and Oriental talismans—can
hardly be considered random or careless; Borgesitép something more disturbing, an
ordering of items impossible ‘except in the immetesound of the voice pronouncing
their enumeration, or on the page transcribin¢Ftucault,Order xvi-xx).

The sphere is called the Aleph, named of counséHte first letter of the alphabet
of the sacred language’ (132), but Borges the tartalls us what we must already
know: as a textual object whose name is a woid,atknot of irresolvable problems. The
Aleph forces the narrator, as well as the readenréestle with the polysemy of a letter
whose meanings stack on the horizontal axis otevritext—explanation—and on the
vertical axis of signification: ‘it has also beeaaidthat its shape is that of a man pointing
to the sky and the earth’ (132). In the story’s thsee pages, he explains the terrible
combination of broad and specific knowledge thephAlenparted upon him—after his
revelation in the cellar, every person he saw ieri1s Aires had become known to
him—and how he was able to ameliorate this conditido a manageable form of life.
Sleep does not return to him until he taps intoathiéity of disability, i.e., forgetfulness.
This catharsis he acknowledges but does not metit@nther avenue toward his
recovery, namely writing. The order which he isctx to apply to the radically
synchronic experience viewing the Aleph is, he gt a dimming of the object’s
brilliance, a syntactic violence he does to theegigmce; but it is also a triumph of
language over vision.

It seems to me there are two ways we might unaledsthe relationship between
the infinitely capacious, three-dimensional natfréhe Aleph and the straight line on
which the writer lays down words. One option igltaw from the sense of loss the
narrator professes, ‘a writer’'s hopelessness’ henmight in some other world have
hoped to transcend: ‘In a similar situation, mystave employed a wealth of emblems:
to signify the deity, a Persian mystic speaks bird that somehow is all birds; Alain de
Lille speaks of a sphere whose center is everywdiedecircumference nowhere [...].
Perhaps the gods would not deny me the discovean efquivalent image, but then this
report would be polluted with literature, with fatess’ (129§* The “real” Borges, who

1 That which Hurley translates as ‘a writer’s hopsleess’ is in the original “mi desesperacion deitest(El
Aleph163); the difficulty of translating to English theal ideas ofrhy hopelessness’ and ‘a writer's hopelessness’
are evident here, the former of which Hurley onmit§avor of the latter. The other above-quoted pgeseads as
follows in the original: “Los misticos, en analofgance, prodigan los emblemas: para significaivanidad, un

persa habla de un pajaro que de algiin modo es kaglpgjaros; Alanus de Insulis, de una esfera ceydro esta
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directed the National Library of Argentina and guteel the Great Cross of Alfonso X El
Sabio, liked to write a fictional version of himspérennially befuddled, both amused
and melancholic. But all this lament of ‘falsenemsd the ‘polluted’ seems to sublimate a
delight in literature—and here | mean that of Bertfee narrator of “The Aleph-* This
guilty pleasure marks a much of Borges'’s fiction isumost anxiously close to the
surface when he gestures toward the freeing p&iistbiof the mystical, not just its
imagery but its analytic and spatial technique aB8.

Acknowledging, and perhaps following in that pleasis what | consider the
other interpretive option. This move is, admittedigthartic in a readerly sense but |
ascribe to it a more rigorous and useful functibprovides us a direct line into the
courtly world we have investigated in this studizeTentirety of the Structuralist
discussion in this chapter wants to articulatestrese-making work of poetry; by
drawing a line and placing sociopolitical functiafsa poem along that line, | have
meant to schematize and order elements of that pjo@amway that consciously echoes
the poem’s own work. In other words, the methodcl@igarguments we have seen about
horizontal space and movement—Jakobson’s drawirgglioke across which speech
moves from addresser to addressee, Borges'’s peofelespair that he must place words
on a written lines to narrate—are themselves regasfahe work court poetry has done.
Poems may succeed in inventing worlds and altetogtes, but they do so always in an
instrumental fashion. They produce courtly knowkedg form of knowing distinct from
the empire’s other intellectual systems (no douiypla in medieval societies but rarely
documented)Las siete partiddssword of justice’ cuts in order to punish, btiat can
happen only after the work of intellectual “cuttirtg discern truths, falsehoods, acts and
utterances as either acceptable or unacceptablewyintervention, placing poetic
work on a vertical line, hardly seems radicallyi@at from Jakobson’s or Borges's. It is
at its simplest an identification of a politicalmm®rn that seems to me requiring critical
attention.

In light of Antoon’s comment, it is tempting to &k court poetry to the Aleph, a
device that allows access to the world in all @setts. We have discussed the court as a
venue in which an elite person might make senskeoivorld, and literature as a primary
tool in that endeavor. Borges, from his positiormasodern elite whose gaze turns
consistently to the Middle Ages, acknowledges Vitel hermeneutic function of
literature. Still, he insists that the Aleph isitiedent kind of optical and intellectual
device, distinct from literature and in certain wapposed to literature; and | agree. |
think that he does in fact motion toward an ideaafrt literature as | have discussed it,
but does so only in his complaint of what he camwoas a writer. The Aleph may be, as
his narrator says, the world bereft of its classaifions, epochs, and other human-imposed
logics; but it nonetheless falls into the paradwat it can only be conveyed—tentatively,

en todas partes y la circunferencia en ninguna RQuj]zéa los dioses no me negarian el hallazgo dénuagen
equivalente, pero este informe quedaria contamidaditeratura, de falsedad” (163-64).

72 |n addition, the narrator entertains the possibitiat Carlos Argentino’s aleph is a false onecpded and
overshadowed by an ancient column displaced freradtirce and erected in Cairo’s earliest mosquieshvig said
to speak (not show) the world to those who holdt thars directly to itEEl Aleph169).

173 See “The Kabbalah” iBeven Night85-106. We should note that this theoretical essijch Borges delivered
originally as a lecture, is written in the voicetbé “real” Borges discussed above.
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apologetically, but still conveyed—in literary largge. We see therefore that language
maintains a certain dominance over the wondersoof&s’'s space and perception.
Ultimately, the Aleph only exists insofar as theenty placement of words allows it, that
is to say, it exists in what the narrator callsegrdded, denuded, and false form. That
which remains is Borges’s own frustrated utteraBo@mining the court, we see that its
documents consistently represent it as the plaeeewtourtiers master knowledge and
demonstrate that mastery. In other words, the g¢sartsocial space that dominates the
people within it, even as those people themselgek ®© dominate each other and the
disciplines of lyric andelles-lettresBut that dual work, that display of artistic mexst

in order to gain a favorable position with otheople, coalesces in an act of submission.
Those who gain access to the court—political lesdavets, rhetoricians, savants,
soldadeirasand minstrels—recognize that, even as they Weelduage for their own
purposes, they must in some way acquiesce to the ¢d that language. When lbn
“Abbad storms out of Fakhr al-Dawla’s court, he is anguihat his political superior did
not calibrate his speech in accordance with thesraf that court, in that particular
instance, among the company he had received. Tier \$ able to gain the upper hand
over the prince by appealing to a higher power.t¥ve to discern between medieval
royals and subjects; but, seen in this light, theyall subjects, vying with one another,
recognizing collectively the need to master a lagguand at the same time submit to it.
That recognition is what makes a court.

150



Works Cited

Primary texts

Abt Nuwas, Al-HasanDiwan Al Nuwas. Ed. Ahmad Ghaali. Beirut: Dar Sadir li-I-
Tiba‘a wa-I-Nashr, 1962.

Abt Tamnam, Halib ibn Aws alT3’1, and al-Kh&b al-Tabtzi. Diwan aly tamnam bi-
sharm al-khaib al-tabrizz. Ed. Mthammad’Azzam. 4 vols. Cairo: Br al-mdarif,
1957-65.

Alfonso X (“el Sabio”).Antologia.Ed. Antonio G. Solalinde. Buenos Aires: Espasa-
Calpe, 1941.

---. El cancionero profano de Alfonso X el Salitol. Juan Paredes [Juan Paredes Nufez].
Rome: Japadre editore—L’Aquila, 2001.

---. Cantigas de Santa Mari&d. Walter Mettmann. 3 vols. Madrid: Castalia, 19%®9.

---. Espéculo Ed. Robert MacDonald. Madison, WI: Hispanic Seamynof Medieval
Studies, 1990.

---. General estoriaEd. Antonio Solalinde, et al. 2 vols. Madrid: @ende Estudios
Historicos, 1930.

---. Setenario Ed. Kenneth H. Vanderford. Buenos Aires: Institdé Filologia, 1945.

---. Las siete partidas del rey don Alfonso el SaBigols. Madrid: Real Academia de la
Historia, 1807.

---. Las Siete Partidaslrans. Samuel Parsons Scott. Ed. Robert |I. Burmels
Philadelphia: University of Pennsylvania Press,1200

---. Libros del saber de astronomdelrey D. Alfonso X de Castill&d. Manuel Rico y
Sinobas. Frankfurt: Institut fir Geschichte derlfsah-Islamischen
Wissenschaften an der Johann Wolfgang Goethe-&ii&gr2002.

---. Opusculos legales del rey Don Alfonso el Sabiwols. Madrid: Real Academia de la
Historia, 1836.

---. Primera crénica generaled. Ramén Menéndez Pidal. 2 vols. Madrid: Cred855.

---. Songs of Holy Mary of Alfonso X, the Wiseans. Kathleen Kulp-Hill. Tempe:
Arizona Center for Medieval and Renaissance Stuadi@@0.

Arbor Aldea, Marifia, and Antonio Fernandez Guiadasee under “Critical and
Ancilary Texts”

‘Awf1, MuhammadLubab al-albgb. Ed. Sé&id Nafisi. Tehran: Kiibkhanah-yi lbn $na,
1957.

al-Baghddi, al-Khaib. Ta'rikh Baghdd. 14 vols. Cairo: Maktabat al-Khj1, 1931.

Berceo, Gonzalo ddhe Collected Works of Gonzalo de Berceo in Endlisimslation
Trans. Jeannie K. Bartha, Annette Grant Cash, actteRl Terry Mount. Ed.
Annette Grant Cash. Tempe: Arizona Center for Maiand Renaissance
Studies, 2008.

---. Obras completased. Carlos Claveria. Madrid : Fundaciéon José Aitale Castro,
2003.

151



Bible, Hebrew: see Jewish Publication Society ofetica

Borges, Jorge Lui€l Aleph 1956. Buenos Aires: Emecé, 1986.

---. The Aleph and Other Storiebrans. Andrew Hurley. 2000. London and New York:
Penguin, 2004.

---. Collected FictionsTrans. Andrew Hurley. New York: Penguin, 1998.

Cancioneiro da AjudaEd. Carolina Michéelis de Vasconcelos. 2 voldldiddax
Niermeyer, 1904.

[Cancioneiro da AjudaFacsimile.JFragmento do Nobiliario do Conde Dom Pedro.
Cancioneiro da Ajuda. Edicédo Fac-similada do codiséstente na Biblioteca da
Ajuda Ed. Instituto Portugués do Patrimonio Arquiteatdre Arqueoldgico.
Lisbon: Tavola Redonda, 1994.

Cancioneiro portuguez da Vaticanad. Tedfilo Braga. Lisbon: Imprensa Nacional,
1878.

The Epic of Gilgamesh: The Babylonian Epic Poem@tieer Texts in Akkadian and
Sumerian Trans. Andrew George. London: Penguin Books, 2003

Ibn “Abbad al-Talgani, Abi al-Qasim Isma‘l (“al-Sahib”). Al-Riznimaja Baghdad: Br
al-mdarif li-I-ta’l if wa-I-tarjama wa-I-nashr, 1958.

--- . Diwan al-Sakib ibn “Abkzd. Ed. MthammadHasanAl Y asin. Baghdad: Maktabat al-
Nahda, 1965.

---, Abii “AlT Muhammad ibn aHasanHatimi, and Al Marsir ‘Abd al-Malik al-
Thaalibi. Al Kashf’an Masavi Al Mutanabbi = The Revelation of the Faults 6f A
Mutanabbi Trans. Arthur Wormhoudt. Oskaloosa, lowa: Willi&ann College,
1974.

---. Al-Zaydiyya Ed. NajT Hasan. Beirut: Al-Br al-“arabiyya li-l-mawg‘at, 1986.

--- and Al |-Tayyib al-Mutanabb Nafz’is al-makhazat: al-imthal al-sa’ira min skfir
al-mutanabbwa-I-riznamaja Ed. MthammadHasanAl Y asin. Baghdad:
Maktabat al-Na#a, 1966.

Ibn “Abd Rabbih, Amad ibn Mihammad Al-°lgd al-farid. Ed. Ahmad Anin, Ahmad al-
Zayn, and Ibxhim al-lbyari. Cairo: Lajnat al-taif wa-I-tarjama wa-I-nashr, 1965.

Ibn Abt Tahir Tayfar, Ahmad.Kitab Baghdd. Ed. Mlhammad Zhid al-Kawthat.

Cairo: Maktabat Nashr al-Thaig al-Iskmiyya, 1949.

Ibn al-Athir, Najm al-Oin. Jawhar al-kanzEd. Mihammad Zaghil Sallam. Alexandria:
Munsha’at al-méarif, 1974.

Ibn Daniyal, MuhammadThree Shadow Play&d. Paul Kahle and Derek Hopwood.
Cambridge, UK: E. J. W. Gibb Memorial Trust, 1992.

Ibn al+Hajjaj, Abii “Abd Allah alHusayn.Talsif al-mizzj min shfr Ibn al-Hajjaj. Ed.

Najm “Abd Allah Mustafa. Sousse (sa): Dir al-mdarif li-I- tibaa wa-I-nashr,
2001.

Ibn Qutayba, Ab Muhammad (“Ibn Qotaiba”Introduction au livre de la poésie et des
poétes: mugaddimatu khi 5-3fri wa §-8Uara’. Ed. Michael Johan de Goeje.
Trans. Maurice Gaudefroy-Demombynes. Paris: LekeBdlettres, 1947.

---. Al-Shfr wa-I-shdara’. Ed. Ahmad Muhammad S#kir. 2 vols. Cairo : Br al-Maarif,
1966-67.

152



al-Jhiz, Abt ‘Uthman. Al-Bukhak’. Ed. Abi Bakr al-Baghddi and Al “Abd Allah
Julaym. Beirut: Mu’assasat al-kutub al-thiyya, 2000.

---. The Life and Works ofiliz: Translations of Selected Texigans. Charles Pellat.
Berkeley: University of California Press, 1969.

Jewish Publication Society of AmericBhe New English Translation of the Bible
Philadelphia: Jewish Publication Society of Amerit@l17.

Juan Manuel, DorObras completased. José Manuel Blecua. 2 vols. Madrid: Gredos,
1982-83.

al-Jurni, Ahmad ibn Mihammad, Mhammad Shams &laggq Shams and Al Mansar
“Abd al-Malik al-Théalibi. Al-Muntakhab min kidyat al-udahki’ wa-isharat al-
bulagh?’. Hyderabad: Médat Majlis Dr’irat al-Maarif al-‘Uthmaniyya, 1983.

Keller, John, transThe Book of the Wiles of WomeeeSendebar

Lapa, Manuel Rodrigues, e@antigas d’escarnho e de mal dizer dos cancioneiros
medievais galego-portugueséssbon: Edi¢cdes J. Sa da Costa, 1995.

Libros del saber de astronomisee Alfonso X

Al-Mas‘udi, Abii I-HasanMurij al-dhahab Ed. Charles Pellat. Beirut: ainii‘a al-
lubnaniyya (Lebanese University), 1966.

Monroe, Jameddispano-Arabic Poetry: A Student Antholo@erkeley: University of
California Press, 1974.

Miskawayh, Alii “Al1, Abii Shup® al-Rudhgwari, and Ibehim ibn Hilal al-Sabi. Tajarub
[sic] al-umamandDhayl tajrib al-umam Ed. H. F. Amedroz. Baghdad: Al-
muthan@, 1916(?).

---. The Eclipse of the ‘Abbasid CaliphgfBajarib al-uman). Ed. and trans. H. F.
Amedroz and D. S. Margoliouth. 6 vols. Oxford: B&ackwell, 1920-22.

Neves, Orlandolrovas medievais obscenas: cantigas de mal dizgbon: Matéria
Escrita, 1998.

Miranda, CarlosCantigas de escarnio e mal-diz&ortugal [Lisbon?]: Polimpresso,
1987.

Potocki, JanThe Manuscript Found in Saragosdaans. lan Maclean. London: Penguin,
1995.

Qur’an (al-Quran). The Holy Qur’an: Text, Translation and Commentdtg. and trans.
Yusuf Ali. EImhurst, New York: Tahrike Tarsile Qari, 2008.

Rabelais, Francoi$&sargantua and Pantagruelrans. Thomas Urquhart and Pierre Le
Motteux. New York: W. W. Norton, 1990.

Real Academia Espafiola. “Breve historia.” 4 parsJdly 2010. <
http://www.rae.es/rae/gestores/gespub000001.nsbhivoIporid/ CEDF300E8D94
3D3FC12571360037CC94?0penDocument&i=0>

Al-Rumi, Yaqut al-Hamavi: seeYaqt

SendebarEd. Jesus Lacarra. Madrid: Catedra, 1989. EngigsislationThe Book of the
Wiles of Womerilrans. John Keller. Chapel Hill: University of itlo Carolina
Press, 1956.

Al-Tabar, Aba Jdfar. Ta'rikh al-rusul wa-I-muik. Ed. Mthammad Ala I-Fadl Ibrahim.
11 vols. Cairo: Br al-Maarif, 1961 (?).

153



---. The History of alfabar. Trans. Clifford Edmund Bosworth, Franz Rosenthal,
Everett Rowson, George Saliba, et al. Ed. Ehsashéaer. 40 vols. Albany:
SUNY Press, 1996-2007.

Al-Tawhidi, Abii Hayyan. Mathalib al-wazrayn: akhliq al-Sakib Ibn “Abbad wa-bn al-
‘Amid. Ed. Ibahim al-Kayani. Damascus: Br al-Fikr, 1961.

---. Akhlzg al-waZrayn, matlalib al-wazrayn al-Sakib ibn “abbid wa-bn alamid. Ed.
Muhammad bin Iwit al-Tanji. Damascus: Maii“at al-Majmd al-*lim1 al-Arabi
bi-Dimashq, 1965.

---. Kitab al-imtz® wa-I-muanasa Ed. Haytham Khafla al-Ta“imi. Sidon and Beirut: al-
Maktaba alfAsriyya, 2006.

al-Thédalib1, Aba Mansiir “Abd al-Malik. Dhikra Al Nami, Al Babbaga, Al Wawa, Al 8u
and Al Raamagq from the Yatima Al Dahfrans. Arthur Wormhoudt. Oskaloosa,
lowa: William Penn College, 1976.

---. Dhikra al Suri, al Rag’'maq, al Wasani: from the izt al Dahr Trans. Arthur
Wormhoudt. Oskaloosa, lowa: William Penn Colleg&/a.

---. Dhikra Ibrahim Al &bi, from Yatima Al DahrTrans. Arthur Wormhoudt. Oskaloosa,
lowa: William Penn College, 1977.

---. Kitab khass al-khass. Ed.Hasan Arin. Beirut: Oir Maktabat alHaya, 1966.

---. Yatmat al-dahr Ed.°AlT Muhammad'Abd al-Laif. 2 vols. Cairo: Mgbdat al-Sawi,
1934.

---. Yatmat al-dahr Ed. Mthammad Muy1 al-Din ‘Abd al-Hanid. 2 vols. Cairo:
Matbaat al-S&da, 1956.

---. Yatmat al-dahr Ed. Mufid Muhammad Qumeéha. 5 vols. Beirut: Br al-Kutub al-
“limiyya, 1983.

--- and“Abdallah Ibn-al-MUtazz.Kitab Al- Bad® by Ibn Al Mitazz. Dhikra Ibn AfAmid
and DhikraAdud Al Dawla by Al THalibi. Trans. Arthur Wormhoudt.
Oskaloosa, lowa: William Penn College, 1975.

Ahmad ibn Ab Yaqub (“Yaqubr”). Kitab al-buldin. Ed. T. G. J. Juynboll. Leiden: Brill,
1861.

Yaqut al-Hamawi al-Rami (“Y aqat”). MuSjam al-buldin. Beirut: Car Sadir, 1977.

---. MuSjam al-Udala’: Irshad al-Arib. Ed. hsan ‘Abbas. 7 vols. Beirut: Br al-Gharb al-
Islami, 1993.

Zamora, Juan Gil déilagros de Santa Maria del «Liber Mariae®rans. and ed.
Francisco Rodriguez Pascual. Zamora, Spain: Sen20@T.

Zenith, Richard113 Galician-Portuguese troubadour poerivianchester: Carcanet,
1995.

Critical and ancillary texts
Ackerlind, SheilaKing Dinis of Portugal and the Alfonsine Heritaddéew York, Peter

Lang, 1989.
Adam, G. MercerSpain and PortugalPhiladelphia: J.D. Morris, 1906.

154



Ahsan, Muhammad Manaz8ocial Life Under the Abbasids: 170-289 AH, 786-812
London and New York: Longman, 1979.

Akehurst, F. R. P., and Judith Davis, eflddandbook of the TroubadouiBerkeley and
Los Angeles: University of California Press, 1995.

Algazi, Gadi, and Rina Drory. “L’'amour a la coursd&bbasides. Un code de
compétence socialAnnales: Histoire, Sciences Socia&§000): 1255-82.

Ali, Samer M.Arabic Literary Salons in the Islamic Middle Ag&oetry, Public
Performance, and the Presentation of the Plstre Dame, Ind: University of
Notre Dame Press, 2010.

Althusser, LouisLenin and Philosopy, and Other Essaysans. Ben Brewster. New
York: Monthly Review Press, 1971.

Alvar, Carlos.Traducciones y traductoreslcala de Henares: Centro de Estudios
Cervantinos, 2010.

Amorés, Andrés, and José Maria Diez Borque, lddsoria de los espectaculos en
Espafia Madrid: Castalia, 1999.

Anglés, Higinio.La musica de la Cantigas de Santa Maria del Regnall el Sabio3
vols. Barcelona: Diputacion Provincial de Barcelol268.

Aniz, Iriarte C., and Martin L. V. Dia&anto Domingo de Caleruega, en su contexto
socio-politico, 1170-1221Salamanca: Editorial San Esteban, 1994.

Antoon, Sinan. “The Poetics of the Obscene: IbrHAljaj andSukhf’ Diss. Harvard U,
2006.

Aragao, Ludumila. “O tema da velha nas Cantigascdimio e maldizer.Revista da
Faculdade de Letras «Linguas e literatur&(2003): 357-79.

Arbor Aldea, Marifia, and Antonio Fernandez GuiadareesEstudos de edicion critica
e lirica Galego-Portugues&antiago de Compostela: Universidade de Santlago
Compostela, 2010.

Arte de trovar do Cancioneiro da Biblioteca Nacibda Lisboa Ed. Giuseppe Tavani.
Lisbon: Colibri, 1999.

Ashtiany, Julia, et al., ed¥he Cambridge History of Arabic Literaturé&bbasid Belles-
Lettres Cambridge, UK: Cambridge UP, 1990.

Ashurst, D. “Masculine Postures and Poetic Gambitg Treatment of th8oldadeirain
the Cantigas d'escarnho e de mal diZeBulletin of Hispanic Studigigiverpool]
74 (1997): 1-6.

Al-°Askait, Abi Hilal. Diwan al-mdani. 2 vols. Cairo: Quds1352 H (1933-34 CE).

Aristotle. Poetics FromClassical Literary CriticismEd. Penelope Murray. New York:
Penguin Classics, 2001.

Auerbach, ErichMimesis: The Representation of Reality in West&erdture Trans.
Willard R. Trask. Princeton: Princeton UP, 2003as. ofMimesis: dargestellte
Wirklichkeit in der abendlandischen LiteratBern: A. Francke, 1946.

Bacharach, JereLagabfor a Future Caliph: The Case of the Abbasid akhtild Journal
of the American Oriental Society 113.2 (1993): 2774.

Badawi, Muhammad Mustafa (Mwafa Muhammad Badaw. “From Primary to
Secondary Qadas: Thoughts on the Development of Classical Ar&oietry.”
Journal of Arabic Literaturell (1980): 1-31.

155



Bakhtin, Mikhail. The Dialogic ImaginationTrans. Michael Holquist. Austin: Texas UP,
1981.

---. Rabelais and His Worldl'rans. Hélene Iswolsky. Bloomington: Indiana UP84.

Ballesteros Baretta, Antonidlfonso X el SabidBarcelona: Salvat, 1963.

---.“Un detalle curioso de la biografia de Alfonsd Boletin de la Real Academia de la
Historia 73 (1918): 408-419.

Barros, José D’Assuncéo. “Poesia e poder — o tarisdo ibérico no século Xlll e a
poesia satirica.Revista de Letras da Universidade Catdlica de Bia8i.1-2
(2010): 22-36.

Bataille, Georgesrotism: Death and Sensualityrans. Mary Dalwood. San Francisco:
City Lights Books, 1986.

Baubeta, Patricia Anne Odber daticlerical Satire in Medieval Portuguese Litersgu
Lewiston, New York: Edwin Mellen Press, 1992.

Baumiller, Susan Gibson. “Satire in Tawhidk&hlag Al-wazirayri Conference paper.
Middle East Studies Association of North Americ89aQ.

Baxter, Charles. “Dysfunctional Narratives or ‘Mikes Were Made.’Ploughshares
20.2/3 (Fall 1994): 67-82.

Bell, Aubrey. “TheCantigas de Santa Mariaf Alfonso X.” The Modern Language
Reviewl0.3 (1915): 338-48.

Beltran, Vinceng. “Trovadores en la corte de Alloixs” Alcanate5 (2006-07): 163-90.

Beltran de Heredia, VicentBulario de la Universidad de Salamanca, 1219-1549
vols. Salamanca: Universidad de Salamanca, 2001.

Beltran Pepio, Vicentd?oética, poesia y sociedad en la lirica medie@aintiago de
Compostela: Universidade de Santiago de ComposSelajzo de Publicacions e
Intercambio Cientifico, 2007.

Benjamin, WalterThe Origin of German Tragic Dramdrans. George Steiner. London:
Blackwell Verso, 1998.

Bin Balcasim, Nur al-Din. Asda’ al-mujtamd wa-al-asr fi adab Als Hayyan al-Tawhids.
Tripoli, Libya: al-Munsha’a afAmma li-I-Nashr, 1984.

The Biographical Encyclopedia of Astronometd. Thomas Hockey, et al. New York:
Springer, 2007.

Blackmore, Josiah. “Locating the Obscene: Appraaglai Poetic Canonl’a coronica
26.2 (1998): 9-16.

--- and Gregory S. Hutcheson, eQaieer Iberia Durham, NC: Duke UP, 1999.

Blevins, Jacob, edialogism and Lyric Self-Fashioning: Bakhtin an@ tfioices of a
Genre Selinsgrove, PA: Susquehanna UP, 2002.

Borovsky, Zoe. “En hon er blandin mjok’: Women aimgults in Old Norse Literature.”
Cold Counsel: Women in Old Norse Literature andhidiagy. Ed. Sarah
Anderson and Karen Swenson. New York and LondonitlRdge, 2002.

Bortolanza, Jo&o. “Cantiga em diacronia.” Onlinstpw. 20057
<http://lwww.filologia.org.br/revista/artigo/7(21)08m>

Bosworth, Clifford Edmund. “Manuscripts of Tadibi’'s ‘Yatimat Ad-Dahr’ in the
Suleymaniye Library, IstanbulJournal of Semitic Studigl6.1 (1971): 41-49.

---. The Mediaeval Islamic Underworl@ vols. Leiden: Brill, 1976.

156



Bouhdiba, Abdelwahabslam and SexualityTrans. Alan Sheridan. New York and
London: Routledge & Kegan Paul, 1983.

Boullén Agrelo, Ana Isabel, Xosé Luis Couceiro Réand Francisco Fernandez Rei,
eds.As tebras alumeadas: estudos filoloxicos ofrecetoomenaxe a Ramoén
Lorenzo Santiago de Compostela: Universidade de Santlagdompostela,
2005.

Bourdieu, PierreDistinction: A Social Critique of the Judgemenflafte Trans.

Richard Nice. Cambridge, Mass: Harvard UP, 1984.

---. In Other WordsTrans. Matthew Adamson. Stanford: Stanford UR019

---. Language and Symbolic Pow&rd. John B. Thompson. Trans. Gino Raymond and
Matthew Adamson. Cambridge, Mass.: Harvard UP, 1991

---. Outline of a Theory of Practicdrans. Richard Nice. Cambridge, UK: Cambridge

UP, 1977.

. The Rules of ArfTrans. Susan Emanuel. Stanford: Stanford UP,.1996

Branco Antonio Manuel. “O ‘obsceno’ em Afonso XCbléquio/Letrasl15-16 (1990):
65-72.
<http://coloquio.gulbenkian.pt/bib/sirius.exe/is@amtentDisplay?n=115&p=65&
o=r >

Brice, William Charles, edAn Historical Atlas of IslamLeiden: Brill, 1981.

Brittain, FrederickMedieval Latin and Romance LyriCambridge, UK: Cambridge UP,
20009.

Browne, EdwardA Literary History of Persia2 vols. New York: Charles Scribner’s
Sons, 1902 and 1906.

Bumke, JoachimCourtly Culture: Literature and Society in the Hiyhddle Ages
Trans. Thomas Dunlap. Berkeley: University of Gatlifia Press, 1991.

Burns, Robert I., edemperor of CulturePhiladelphia: University of Pennsylvania Press,
1990.

---, ed.The Worlds of Alfonso the Learned and James the@mor. Princeton:
Princeton UP, 1985.

Cachia, Pierre. “The Use of the Colloquial in Mad&rabic Literature.’Journal of the
American Oriental Socie®§7.1 (1967): 12-22.

Callcott, FrankSupernatural in Early Spain Studied in the WorkthefCourt of Alfonso
X, El Sabio New York: Instituto de las Espafas en los Estadlidos, 1923.

Camille, Michaellmage on the Edge: The Margins of Medieval @&ambridge, Mass:
Harvard University Press, 1992.

Carrién Gutiérrez, Jos€onociendo a Alfonso X El Sabidurcia: Editora Regional de
Murcia, 1997.

Carmona, Fernando and Francisco J. FloresLedengua y la literatura en tiempos de
Alfonso X Murcia: Universidad de Murcia, 1985.

Castro, AméricoEspafia en su histori®uenos Aires: Editorial Losada, 1948.

---. The Spaniards: An Introduction to Their Histofiyans. Willard King and Selma
Margaretten. Berkeley: University of California Bse1971.

Clarke, Dorothy. “Alfonso X: Questions on PoeticBlilletin of the Cantigueiros de
Santa Marial.l (1987): 11-15.

157



Clayton, Jay, and Eric Rothsteinfluence and Intertextuality in Literary Histary
Madison: University of Wisconsin Press, 1991.

Cohen, Rip. “The Poetics of Peace: Erotic Recaatain in theCantigas d’amigd La
Coronica39.2 (2011): 95-143.

Cooperson, Michael. “Baghdad in Rhetoric and Naredt Mugarnasl13 (1996): 99-113.

Cook, MichaelCommanding Right and Forbidding Wrong in Isla@ambridge, UK and
New York: Cambridge UP, 2000.

Corfis, vy, and Ray Harris-Northall, eddedieval Iberia Woodbridge, UK: Tamesis,
2007.

Craddock, Jerry.El Setenario Ultima [sic] e inconclusa reundicién alfonsinalde
primera Partida.Anuario de historia del derecho espa®@ (1986): 441-66.

---. The Legislative Works of Alfonso X, El Sabio: Ati€ai Bibliography London:
Grant and Cutler, 1986.

Cueto, Leopoldo Augusto de, Marqués de Valrgatudio historico, critico y filolégico
sobre las Cantigas del rey Don Alfonso el SaMadrid: Real Academia
Espafola, 1897.

Dagenais, JohnCantigas d’escarnhandserranillas The Allegory of Careless Love.”
Bulletin of Hispanic Studig&iverpool], 68.2 (1991): 247-63.

Daniel, NormanThe Arabs and Mediaeval Euradeondon: Longman, 1975.

Dayf, Shawd Tarikh al-adab alfarabi. Cairo: Dar al-Ma‘arif, 1980.

Deyermond, Alan. “Baena, Santillana, Resende am&ilent Century of Portuguese
Court Poetry.Bulletin of Hispanic Studigd.iverpool], 59.3 (1982): 198-210.

--- and Barry Taylor, ed&:rom theCancioneiro da Vaticarta theCancionerdseneral
Studies in Honour of Jane Whetndlbndon: Department of Hispanic Studies,
Queen Mary, University of London, 2007.

Diaz-Plaja, Guillermo, edHistoria general de las literaturas hispanicasvols.
Barcelona: Barna, 1949.

Donovan, Richard BThe Liturgical Drama in Medieval Spaifioronto: Pontifical
Institute of Mediaevabtudies, 1958.

Dunne, Bruce W. “Homosexuality in the Middle Eastt Agenda for Historical
Research.Arab Studies Quarterl§2/3-4 (1990): 55-82.

---. “Power and Sexuality in the Middle EasVfERIP 206/28/1 (1998): 8-12.

Al-Diir1, “Abd al<Aziz, Tarikh al<iraq al-igtisadz f7 I-qarn al-rabi® al-hijrz. Beirut:
Markaz diisat al-wada al<arabiyya, 1999.

Eagleton, TerryWalter Benjamin: Towards a Revolutionary Criticisbondon: Verso,
1981.

Eisenberg, Daniel. “Th&eneral EstoriaSources and Source Treatmeigitschrift flr
romanische Philologi&9 (1973): 206-27.

Encyclopaedia IranicaEd. Ehsan Yarshater, et al. New Yd&kcyclopaedia Iranica
Foundation, 1985-2008. <http://www.iranica.com>

Encyclopaedia of Islam, Second Editi&d. P. Bearman, Th. Bianquis, C.E. Bosworth,
E. van Donzel, and W.P. Heinrichs. Leiden: Brillli@a, 2009.
<http://www.brillonline.nl/subscriber/entry?entrgtam _title islam>

Entwistle, William.The Spanish Languageondon: Faber & Faber, 1962.

158



Epstein, Julia, and Kristina Straub, eledy Guards: The Cultural Politics of Gender
Ambiguity New York: Routledge, 1991.

Faci, Javier. “Economia y sociedad en Castillaasdploca de Alfonso X Alfonso X:
Toledo 1984Ed. unknown. Toledo, Spain: Ministerio de Cul{ur884.

Fanjul, SerafinAl-Andalus contra Espafia: la forja del mitieladrid: Siglo XXI de
Esparfia Editores, 2000.

Farikh, “‘Umar. Tarikh al-adab alArabi. Beirut: Dar al-“lim lil-Mal ayin, 1965.

Ferreira, Manuel RO som de Martin Codadkisbon: UNISYS, 1986.

Fierro, Maribel.Abd al-Rahman Ill: The First Cordoban Calipxford: Oneworld,
2005.

Filios, Denise K. “Female Voices in ti@antigas de escarnio e de mal dizerdex and
Commentary.’Bulletin of Spanish Studi€d..2 (2004), 135-55.

---. “Jokes orSoldadeiradn theCantigas de escarnio e de mal diZzdra corénica26.2
(1998): 29-39.

---. Performing Women in the Middle Agé&tew York: Palgrave Macmillan, 2005.

---. “Women Out of Bounds: Soldadeiras, Panadenad,Serranas in the Poetry of
Medieval Spain.” Diss. U California, Berkeley, 1997

Flory, David A.Marian Representations in the Miracle Tales of Tdenth-Century
Spain and FrancéWashington, DC: Catholic University of AmericaeBs, 2000.

Fontes, Leonardo Augusto Silva. “A funcéo polititzes Gintigas de Santa Mariao
reino de Afonso X (Castela e Ledo, 1252-128REVista do Corpo Discente do
Programa de Pos-Graduacao em Historia da UFR&3 (2009): 313-20.

Foster, David William; Daniel Altamiranda; and CamUrioste-AzcorraSpanish
Literature. Current Debates on Hispanishbew York: Garland Pub, 2001.

Foucault, MichelThe Care of the Self:he History of Sexuality Volume Brans. Robert
Hurley. New York: Vintage, 1986.

---. The History of Sexuality: Volume 1: An Introductidmans. Robert Hurley. New
York: Vintage, 1990.

---. The Order of Things: An Archaeology of the Humaiei®es [Trans. not noted]
London: Routledge Classics, 2005.

---. The Use of Pleasure: The History of Sexuality Vel@rans. Robert Hurley. New
York: Vintage, 1990.

Fraker, Charles Hhe Scope of History: Studies in the Historiographgplfonso el
Sabia Ann Arbor: University of Michigan Press, 1996.

Freud, SigmundThe Standard Edition of the Complete Psycholodi¢atks of Sigmund
Freud Trans. James Strachey. 24 vols. London: Hogaghs?1953-74.

---. Beyond the Pleasure Principl€rans. James Strachey. London: Hogarth, 1961.

Fuentes, Carlog'he Buried Mirror: Reflections on Spain and the N&%wrld. Boston:
Houghton Mifflin, 1992.

Garcia Gonzélez, Javier. “El contacto de dos lesiqgoa arabismos en el espariol
medieval y en la obra alfonsiCahiers de linguistique hispanique médiévite
19 (1993): 335-365.

Gelder, Geert van. “Against Women and Other Pldasan The Last Chapter of Aib
Tamnmam’s ‘Hamasa.” Journal of Arabic Literaturel6 (1985): 61-72.

159



---. The Bad and the Ugly: Attitudes Towards Invectivet® Hija’) in Classical Arabic
Literature Leiden: Brill, 1988.

---. “Mixtures of Jest and Earnest in Classical#icaliterature.”Journal of Arabic
Literature 23 (1992): 83-108.

---. “Mixtures of Jest and Earnest in Classical#icaliterature. Part 11."Journal of
Arabic Literature23 (1992): 169-90.

---. “Some Brave Attempts at Generic ClassificatiofPremodern Arabic Literature”.
Aspects of Genre and Type in Pre-Modern Literariti@es Ed. Bert Roest and
Herman Vanstiphout. Groningen: Styx, 1999. 15-31.

Genette, GerardNarrative DiscourseTrans. Jane Lewin. Ithaca, NY: Cornell UP, 1980.

---. Palimpsests: Literature in the Second DegrBans. Channa Newman and Claude
Doubinsky. Lincoln: University of Nebraska Pres391.

Giffen, Lois Anita.Theory of Profane Love Among the Arabs: The Devedop of the
Genre New York: New York University Press, 1971.

Glinz, M. “The Sword, the Pen, and the Phallus:dgkbrs and Metonymies of Male
Power and Creativity in Medieval Persian PoetBdebiyaté (1995): 223-243.

Goffman, ErvingStigma New York: Simon & Schuster, 1986.

Goncalves, Elsa. Triplici correctus amore A propdésito de una nota de Angelo Colocci
no Cancioneiro da Biblioteca Nacional de Lisbd@uiltura neolatina66.1-2
(2006): 83-104.

Greenblatt, Stephen Uearning to Curse: Essays in Early Modern Cultuxew York:
Routledge, 1992

Greenia, George. “The Politics of Piety: ManuscHipimination and Narration in the
Cantigas de Santa MariaHispanic Reviev$1.3 (1993): 325-344,

Gruendler, BeatriceMedieval Arabic Praise Poetry: Ibn AlaRy and the Patron’s
RedemptionLondon: RoutledgeCurzon, 2003.

Guerrero Lovillo, Josd.as Céantigas, estudio arqueoldgico de sus miniatuvéadrid:
Consejo Superior de Investigaciones Cientificad919

Guillory, John.Cultural Capital: The Problem of Literary Canon Foation Chicago:
University of Chicago Press, 1994.

Gutas, Dimitri.Greek Thought, Arabic Culturélew York: Routledge, 1998.

Hallberg, Robert von, edCanons Chicago and London: University of Chicago Press,
1984.

Hamori, AndrasOn the Art of Medieval Arabic Literatur@rinceton: Princeton UP,
1974.

---. “The Silken Horsecloths Shed their Teaistabic and Middle Eastern Literatures
2.1 (1999): 43-59.

Hanne, Eric JPutting the Caliph in His Place: Power, Authorignd the Late Abbasid
Caliphate Madison and Teaneck: Fairleigh Dickinson UP, 2007

Heemskerk, Margareth&uffering in the Mtazilite TheologyLeiden: Brill, 2000.

Hernandez Serna, Joaquin. “Las Cantigas CCCLXX\CZLCVII (sic) de Alfonso el
Sabio. Anotaciones histdricas, filologicas y aitist.” Estudios romanico2
(1980): 135-183.

160



Holsinger, BruceThe Premodern Condition: Medievalism and the Makih@heory
Chicago: University of Chicago Press, 2005.

Huart, ClémentA History of Arabic LiteratureTrans. Edmund Gosse. New York: D.
Appleton, 1903.

Ibn J&far, Qudima: see€Qudzma

Ibn Hazm, Ali MuhammadRas?'il . Ed. hsan “Abbas. Cairo: Maktabat al-kimji, 1954.

Ibn Khallikan, Shams al-Dn. Kitab wafiyat al-a“yan: Ibn Khallikan’s Biographical
Dictionary. Trans. William MacGuckin Slane. 4 vols. Parisigdtal Translation
Fund of Great Britain and Ireland, 1842.

---. Wafayit al-a°yan wa-abi’ al-zamin. Ed. hsan “Abbas. 8 vols. Beirut: Br Sadir,
1968-77.

lbn Manziir, MuhammadLisan al-arab. Ed. Yisuf Khayyit and Na@im Marashi. 4
vols. Beirut: Oir Lisan al<Arab, 1970.

Ibn al-Mutazz,°Abd Allah. Tabagit al-shiara’ . Ed.°Abd al-Satir Ahmad Farij.
Cairo: Dar al-Maarif, 1956.

Ibn Rashq al-Qayravini, Abi “Al1. Al-‘Umda f makasin al-shfr wa-adabihi wa-
naqdihi Ed. Mthammad Muyi al-Din ‘Abd alHamnd. 2 vols. Beirut: Br al-Jl,
1981.

Iglesia, AntonioEl idioma gallego: su antigiiedad y vidavols. La Corufia: La voz de
Galicia, 1886.

Irwin, Robert. “Political Thought iThe Thousand and One NigfitMarvels & Tales
18.2 (2004): 246-257.

Al-I sfahani, Al-Raghib. Mukadarat al-udahi’ . Ed.“Umar alTabla®. Beirut: Dar al-
arqam, 1999.

Izquierdo Benito, Ricardo and Angel Saenz-Badilexts.La sociedad medieval a través
de la literatura hispanojudiaCuenca: Universidad de Castilla-La Mancha, 1998.

Jackson, Gabriel’he Making of Medieval Spaihondon: Thames and Hudson, 1972.

Jakobson, Romahanguage in LiteratureEd. Krystyna Pomorska and Stephen Rudy.
Cambridge, Mass.: Belknap Press of Harvard UP, 1987

--- and Jurij Tynjanov. “Problems in the Study @friguage and Literature.” Trans.
Herbert EaglePoetics Today.1A (1980): 29-31.

Jayyusi, Salma Khadra, Renata Holod, Attilio Patinic, and André Raymond, edEhe
City in the Islamic World2 vols. Leiden: Brill, 2008

Kabir, Mafizullah.The Buwayhid Dynasty of Baghdad, 334/946-447/10%#cutta: Iran
Society, 1964.

---. “Cultural Development Under the Buwayhids aidhdid.” Journal of the Asiatic
Society{Pakistan] 1 (1956): 25-45.

---. “Administration of Justice during the BuwaytgdPeriod (A.D. 946-1055).Islamic
Culture 34 (1960): 14-21.

---. “The Assumption of the Title of Shahanshahlwy Buwayhid Rulers.Journal of the
Asiatic SocietyPakistan] 4 (1959): 41-8.

---. “The Function of the Khalifah during the Buwag Period (946-1055 A.D.).”
Journal of the Asiatic SocieflPakistan] 2 (1957): 174-80.

161



---. “The Relation of the Buwayhid Amirs with thAbbasid Caliphs.Journal of the
Pakistan Historical Societ® (1954): 228-43.

---. “Ustad Abu’l Fadl Ibn AIFAmid.” Islamic Culture35 (1961): 8-11.

---. “The Sahib Ism@ lbn “Abbad.” Islamic Culture30 (1956): 190-98.

Kahl, Oliver, and Zeina Matar. “The Horoscope ofahib ibn “Abbad.” Zeitschrift der
Deutschen Morgenlandischen Gesellschi4 (1990): 28-31.

Kamen, Henrylmagining Spain: Historical Myth and National Idé&gt New Haven:
Yale UP, 2008.

Keller, John EPious Brief Narrative in Medieval Castilian and Gan Verse
Lexington: UP of Kentucky, 1978.

Kelty, Christopher. “Geeks, Social Imaginaries, &atursive Publics.Cultural
Anthropology20.2 (2005): 185-214.

Kennedy, Philip FAbu Nuwas: A Genius of Poeti@xford: Oneworld, 2005.

---. The Wine Song in Classical Arabic PoetryzMtuwas and the Literary Tradition
Oxford: Clarendon Press, 1997.

Khan, M. A. MU1d. “As-Sahib ibn “Abbad as a Writer and Poet$lamic Culturel?
(1943): 176-205.

Kilito, Abdelfattah (Abd al-Fatiih Kiliti). Al-Magamat: al-sard wa-al-angq al-
thagafiyya. Trans.°Abd al-Kafm Shargwi. Casablanca: @ Tabaal li-I-Nashr,
1993.

---. The Author and His Doubles: Essays on Classicab&r&ulture Trans. Michael
Cooperson. Syracuse: Syracuse UP, 2001.

Kinberg, NaphtaliStudies in the Linguistic Structure of Classicahic. Leiden: Brill,
2000.

Kinkade, Richard P. “Alfonso XCantiga235, and the Events of 1269-1278geculum
67.2 (1992): 284-323.

Kraemer, Joel LHumanism in the Renaissance of Islam: The Culteealival During
the Buyid AgeLeiden: Brill, 1986.

Kurke, Leslie.The Traffic in Praiselthaca: Cornell UP, 1991.

Lagrange, Frédéric. “The Obscenity of the Vizidslamicate Sexualitiesd. Kathryn
Babayan and Afsaneh Najmabadi. Cambridge, MassvartaUP, 2008.

Lane, E.W Arabic-English LexiconCambridge, UK: Islamic Texts Society, 1984. First
published 1863-93.

Lapa, Manuel Rodriguekicoes de literatura portuguesa, época medieCalimbra:
Coimbra editora, 1970.

---. Vocabuléario galego-portugué€oimbra: Editorial Galaxia, 1965.

Lefever, Harry. “Playing the Dozens’: A Mechanigar Social Control."Phylon42.1
(1981): 73-85.

Lefevere, AndréTranslation, Rewriting, and the Manipulation ofériary Fame
London: Routledge, 1992.

Legman, GRationale of the Dirty Joke: An Analysis of Sextamor. New York:
Simon & Schuster, 2006.

Lemaire, Jacquesges visions de la vie de cour dans la littératusntaise de la fin du
Moyen AgeParis: Klincksieck, 1994.

162



Lévi-Strauss, Claudd.he Elementary Structures of Kinshipans. James Bell and John
von Sturmer. Ed. Rodney Needham. Boston: BeacassP18609.

Levy, ReubenThe Social Structure of Islar@ambridge, UK: Cambridge UP, 1969.

Linehan, Peter. “The Politics of Piety: Aspectdhad Castilian Monarchy from Alfonso
X to Alfonso XI.” Revista Canadiense de Estudios Hispan&@s(1985): 385-
404.

---. Spain, 1157-1300: A Partible Inheritand®@xford: Blackwell, 2008.

---. The Spanish Church and the Papacy in the Thirte€etiitury Cambridge, UK:
Cambridge UP, 1971.

Lings, M. “Unique Arabic Manuscript. (Al-Mit f1 I-Lugha of Isna‘l Ibn “Abbad.).”
British Museum Quarterl29 (1965): 15.

Liu, Benjamin M. “Joke Work and Sex Work: CourtiensdSoldadeiras’ Revista
Eletronica de Estudos Literariosil5 (2009): 1-9.

---. Medieval Joke Poetry: The Cantigas d’escarnho endedizer Cambridge, Mass:
Harvard UP, 2004.

Lodge, David and Nigel Wood, eddodern Criticism and Theory: A Read@&rd ed.
Harlow, London, and New York: Pearson Longman, 2008

Lucas, E. VA Boswell of BaghdadNew York: George H. Doran Co, 1917.

Madden, MariePolitical Theory and Law in Medieval SpaiNew York: Fordham UP,
1930.

Mahmad, Ibrahim. Al-Mut‘a al-mahziira. Beirut: Riyad al-Rayyis li-I-Kutub wa-I-Nashr,
2000.

Madelung, Wilfred. “The Minor Dynasties of Northdinan.” The Cambridge History of
Iran, vol. 4 Ed. R. N. Frye. Cambridge: Cambridge UP, 1975.

---. Religious Schools and Sects in Medieval Isleomdon: Variorum Reprints, 1985.

Makki, Al-Tahir. Dirasa f masadir al-adah Cairo: Dar al-fikr al-“araly, 1999.

Malik, M. Mubariz. “Life and Works of Al-Sahib-IbAbbad with a Critical Edition of
His Al-Mubhit (First 60 Folios).” Diss. U of the Pjab, 1985.

Marcenaro, Simone. “Tipologias de la equivocatideglirica gallego-portuguesa.” La
cordnica38.1 (2009): 163-89.

Mardam, Khail. Al-Sahib ibn “Ablhzd. Damascus: Mhdat al-Taraqg 1932.

Marquez Villanueva, Francisckl concepto cultural alfonsMadrid: MAPFRE, 1994.

---. “Las lecturas del dean de Cadidtudies on the Cantigas de Santa Maria: Art,
Music, and PoetryEd. Israel J. Katz and John E. Keller. Madisot;, Mispanic
Seminary of Medieval Studies, 1987.

---. “Ways and Means of Science in Medieval Spattutfopean Review6.2 (2008):
145-57.

--- and Carlos Alberto Vega, edllfonso X of CastileCambridge, Mass.: Department of
Romance Languages and Literatures of Harvard Usityer1 990.

Marsot: see Al-Sayyid-Marsot.

Martin, Georges, ed.a historia alfonsi: el modelo y sus destinos (sgKIII-XV)
Madrid: Casa de Velazquez, 2000.

Martinez Pereiro, Carlos Paulo. “Del combate siagal singular combate sexual en la
sétira trovadoresca medieval gallego-portuguddaémab.5 (2009): 17-32.

163



Masson, Georgin&rederick Il of Hohenstaufen: A Lifeondon: Secker & Warburg,
1957.

McCash, June Hall. “Negotiating the Text: Womerréad in the Poetic Process.”
RomancéPhilology 57 (2004): 27-43.

McKinney, Robert CThe Case of Rhyme Versus Reason: IbnzaftRnd his Poetics in
Context Leiden: Brill, 2004.

Medieval Iberia: An Encyclopedi&d. E. Michael Gerli. New York: Routledge, 2003.

Meisami, Julie ScottStructure and Meaning in Medieval Arabic and Pensikoetry:
Orient Pearls London: RoutledgeCurzon, 2003.

---. “Arabic Mujun Poetry.”Verse and the Fair Sekd. Frederick De Jong. Utrecht:
Publications of the M. Th. Houtsma Stichting, 1993.

Menéndez Pidal, Gonzalo. “Como trabajaron las daswdfonsies.Nueva revista de
filologia hispanicab.4 (1951): 363-80.

Menéndez Pidal, RamoORspafia, eslabdn entre la cristiandad y el isl&tadrid:
Espasa-Calpe, 1956.

---. Poesia juglaresca y juglares: aspectos de la hiattiteraria y cultural de Espafia
Madrid: Espasa-Calpe, 1962.

Mez, Adam.The Renaissance of Islaifrans. Salahuddin Khuda Bakhsh and D.S.
Margoliouth. New Delhi: Kitab Bhavan, 1995.

Michelson, PeteriSpeaking the Unspeakable: A Poetics of Obscefsibany: SUNY
Press, 1993.

Miles, George CarpenteFhe Numismatic History of Rayy: Numismatic Studies2
New York: American Numismatic Society, 1938.

Mondéjar, José, and Jesus Montoya [Martinez], estsidios alfonsiesGranada, Spain:
University of Granada, 1985.

Monroe, James Trhe Art of Baif Az-Zaman Al-Hamadlani As Picaresque Narrative
Beirut: Center for Arab and Middle East Studies,ekitan University of Beirut,
1983.

--- and Mark F. Pettigrew. “The Decline of Couratronage and the Appearance of
New Genres in Arabic LiteratureJournal of Arabic Literature 34 (2003): 138-
7.

Montgomery, James Hhe Vagaries of the Qalah Cambridge, UK: E.J.W. Gibb
Memorial Trust, 1997.

Montoya Martinez, Jesus. “El caracter ludico ditdasatura medieval. Homenaje al
profesor Antonio Gallego MorelEd. C. Argente del Castillo, et al. Granada:
Universidad de Granada, 1989.

---. “"El milagro de Tedfilo en Coinci, Berceo y Aliso X el Sabio. Estudio
comparativo.” Berceo 87 (1974): 151-85.

--- and Ana Dominguez Rodriguez, eflsScriptorium alfonsi: de los Libros de
Astrologia a las “Cantigas de Santa Maridadrid: Editorial Complutense, 1999.

Mu‘id Khan, M. A. “As-Sahib Ibn-"Abbad as a Writand Poet.Islamic Culturel?
(1943): 176-205.

Murray, Stephen O., and Will Roscoe, edtamic Homosexualities: Culture, History,
and Literature New York: New York UP, 1997.

164



Al-Musawi, Muhsin (Muhsin al-Miasawi). “Abbasid Popular Narrative: the Formation of
Readership and Cultural Productioddurnal of Arabic Literature38 (2007):
261-292.

Naaman, Erez. “Literature and Literary People at@ourt of AlSahib Ibn “Abbad.”
Diss. Harvard U, 2009.

Neuwirth, Angelika. “A Quarreling Couple in Cour&f mikrab al-mdrifa: dir asat
muikdah ila ihsan “abhbas. Ed. Ibehim S&afin. Beirut: Car al-Gharb al-Isimi,
1997.

Nicholson, Reynold AlleynéA Literary History of the ArabdNew York: C. Scribner's
Sons, 1907.

Niederehe, Hans-Alfonso X el Sabio y la lingtistica de su tiemp@ns. Carlos
Melches. Madrid: Sociedad General Espafiola de tidr&987.

---. “Lenguas peninsulares en tiempos de AlfonsoBtletin de la Sociedad Espafiola
de la Historiagrafia Linguistic® (2008), 13-28.

Nieto Soria, José Manuéglesia y poder real en Castilla: el espiscopad®50-1350
Madrid: Universidad Complutense de Madrid, 1988.

---. Las relaciones monarquia-episcopado castellano csistema de poder, 1252-1312
2 vols. Madrid: Universidad Complutense de Madt@B3.

Nodar Manso, Francisco. “El caracter dramaticoataso del escarnio y maldecir
de Alfonso X.”Revista Canadiense de Estudios Hispanz¢$985):

405-421.

---. “La parodia de la literatura heroica y hag#éfgra en las cantigas de escarnio
y mal decir."DICENDA: Cuadernos de Filologia Hispani€(1990):

151-161.

Noorani, Yaseen. “Heterotopia and the Wine Poef&airly Islamic Culture.”
International Journal of Middle East Studje36.3 (2004): 345-66.

O’Callaghan, Josepllfonso X and th€antigas de Santa Mari& Poetic Biography
Leiden: Brill, 1998.

---. A History of Medieval Spairthaca: Cornell UP, 1983.

---. The Learned King: The Reign of Alfonso X of CasRlgladelphia: University of
Pennsylvania Press, 1993. <http://www.questia.cohBt?a=0&d=27831626>.

Oxford English Dictionary, Second Editiofd. John Simpson. Oxford: Oxford UP,
2009. <http://dictionary.oed.com/entrance.dtl>

Paden, William. “Chronology of Genres in Medievalli@ian-Portuguese Lyric Poetry.”
La cordnica 26.1 (1997), 183-201.

---. “Contrafacture Between Occitan and Galiciamtéguese.’La cordnicg 26.2 (1998),
49-63.

---. “Guiraut Riquier.”"Medieval France: An Encyclopedigd. William Kibler and
Grover Zinn. New York: Routledge, 1995.

---. “Principles of Generic Classification in theeblieval European Lyric: The Case of
Galician-Portuguese3peculun8l (2006): 76-96.

Paredes, Juan [Juan Paredes Nuiiez]. “Las canggascdrnio y las genealogias
peninsulares: notas sobre algunos personajes mgboaro alfonsi.Revista de
Filologia Romanic&7 (2010): 131-42.

165



---. “Representaciones del poder politico enGastigas de escarnio y maldecie
Alfonso X.” Cahiers d’études hispaniques médiéva@ég2004): 263-76.

Pedersen, Johannésrael: Its Life and Culture2 vols. London: Oxford UP, 1964.

Prado-Vilar, Francisco. “The Parchment of the Skyeiesisof a Gothic Universe.Las
Cantigas de Santa Maria: Cédice Rico, Ms. T-Etl. Laura Fernandez Fernandez
and Juan Carlos Ruiz Souza. Madrid: Patrimonio &d&di Testimonio Compaiiia
Editorial, 2011.

Presilla, Maricel. “The Image of Death in tGantigas de Santa Mariaf Alfonso X
(1252-84): The Politics of Death and Salvation.5®iNew York U., 1989.

Procter, EvelynAlfonso X of CastileOxford: Oxford UP, 1951.

al-Qadi, Farag. Afaq al-tamarrud Beirut: Al-Mu’assasa dlarabiyya li-l-difsat wa-I-
nashr, 2004.

al-Qayrawvini, Abi “Al1 ibn Raslkg: seelbn Rasli

Qutb, Sayyid Al-Naqd al-adalb Cairo: Oar al-shufig, 1980.

Qudima ibn J&ar. Naqgd al-sHir: The Kitzb Nagd Al-Sir of Qudima B.Ga far Al-Katib
Al-Bagdad:. Ed. Seger Adrianus Bonebakker. Leiden: Brill, 895

Reynolds, Dwightinterpreting the SelfBerkeley: University of California Press, 2001.

Reynolds, GabrielA Muslim Theologian in a Sectarian Milieeiden: Brill, 2004.

Rescher, OskaAlphabetischer Index zur Jetima ed-Dahr deilibi [Damaskus 1304].
Istanbul/Constantinople: Nefasset, 1914.

Riffaterre, Michael. “Describing poetic structurdsvo approaches to Baudelairées
Chats” Yale French Studie36/37 (1966): 200-242.

Riquer, Martin deHistoria de la literatura catalana4 vols. Barcelona: Edicions Ariel,
1964-72.

Rodriguez de la Pefia, Manuel Alejandro. “Los rdyibBofilos: bibliotecas, cultura
escrita y poder en el Occidente medieveh’la Espafia Medieva&3 (2010): 9-
42.

Rodriguez Velasco, Jesus Qastigos para celosos, consejos para juglahadrid:
Gredos, 1999.

Roest, Bert, and H. L. J. VanstiphoAtpects of Genre and Type in Pre-Modern Literary
Cultures Groningen: Styx, 1999.

Rogers, Donna.Cantigas de Santa Maria-25 and their Castilian Prose Versions.”
Estudios alfonsinos y otros escrit@. Nicolas Toscano. New York: National
Hispanic Foundation for the Humanities, 1991.

Rosenstein, Roy. “The Voiced and the Voicelesh@ancioneiros The Muslim, the
Jew, and the Sexual HereticEsclususAmator” La coronica 26.2 (Spring 1998):
65-75.

Rowson, Everett K. “The Categorization of Gendeat 8exual Irregularity in Medieval
Arabic Vice Lists.”"Body Guards: The Cultural Politics of Gender AmliiguEd.
Julia Epstein and Kristina Straub. London: Routed91. 50-79.

---. “Religion and Politics in the Career of Badl-Zaman al-HamadhaniJournal of the
American Oriental Society07 (1987): 653-73.

Sadin, Yiasuf. Al-adab al<arabi al-hazil wa-nawidir al-thugalz’ . Tel Aviv: Tel Aviv
University, 1983.

166



---. Magsdar jadd min al-fatra al-lwwayhiyya Tel Aviv: Tel Aviv University, 1980.

---. Nusizs min al-nathr al‘abhisi: Tel Aviv: Tel Aviv University, 1983.

Said, EdwardCulture and ImperialismNew York: Random House, 1993.

Sales, RogeiEnglish Literature in History 1780-183Qondon: Hutchinson, 1983.

Salvador Martinez, HAlfonso X, el Sabio: una biografidMadrid: Polifemo, 2003.

Samir, Khalil, and Jgrgen Nielsen, e@éristian Arabic Apologetics During the Abbasid
Period, 750-1258Leiden: Brill, 1994,

Sanchez-Prieto Borja, Pedro. “El castellano eserittorno a Sancho IVLZa literatura
en la época de Sanchd. Ed. Carlos Alvar and José Manuel Lucia Megias.
Alcala de Henares: Universidad de Alcala, 1996-267

Said, EdwardOrientalism New York: Vintage Books, 1994.

---. “Living in Arabic.” Al-Ahram Weekl%77 (2004): 37 pars. 20 Jan. 2010 <
http://weekly.ahram.org.eg/2004/677/cul5.htm>

Salisbury, Joyce BMedieval Sexuality: A Research Guithew York/London: Garland
Publishing, 1990.

Samso, Julio. “Alfonso X.The Biographical Encyclopedia of Astronomdfd. Thomas
Hockey, et al. New York: Springer, 2007.

Sab, TsugitakaState and Rural Society in Medieval Isldmeiden: Brill, 1997.

Al-Sayyid-Marsot, Afaf Lutfi, edSociety and the Sexes in Medieval Isldalibu:
Undena Publications, 1979.

Scarborough, Connie IA Holy Alliance: Alfonso X’s Political Use of Manaoetry
Newark, DE: Juan de la Cuesta, 2009.

---. “Las voces de las mujeres en Gantigas de Santa Maride Alfonso X.”Asociacion
internacional de hispanistas: Actas Irvine 92: Lajer y su representacion en las
literaturas hispanicaskd. Juan Villegas Morales. Irvine (?), CA: Unisigy of
California Irvine, 1994. 16-24.

---. Women in Thirteenth-Century Spain as Portrayedliarnso X'sCantigas de Santa
Maria. Lewiston, NY: E. Mellen Press, 1993.

Schaffer, Martha E. “The Galician-Portuguese Tradiand the Romand¢harjas”
Portuguese Studies(1987): 1-20.

Schaus, Margaret, ed/omen and Gender in Medieval Europe: An Encycl@pédew
York and Oxon: Taylor & Francis, 2006.

Schimmel, Annemaridslamic NamesEdinburgh: Edinburgh UP, 1997.

Schmitt, Arno.Bio-Bibliography of Male-Male Sexuality and Erofioi in Muslim
SocietiesBerlin: Verlag Rosa Winkel, 1995.

Scholberg, KennetiSatira e invectiva en la Espafia mediewhdrid: Gredos, 1971.

Snow, Joseph T. “The central role of the troubag@usonaof Alfonso X in
the Cantigas de Santa MariaBulletin of Hispanic Studies6 (1979): 305-16.

---. “Poetic Self-Awareness in Alfonso X@antigal10.” Kentucky Romance Quarterly
26.4 (1979): 421-32.

Sharrer, Harvey. “The Discovery of Seven cantigasdr by Dom Dinis with Musical
Notation.” Hispania74.2 (1991): 459-461.

Shklovsky, Viktor.Theory of ProseTrans. Benjamin Sher. EImwood Park, lllinois:
Dalkey Archive Press, 1990.

167



Socarras, CayetanoAlfonso X of Castile: A Study on Imperialistic Rnasion.
Barcelona: Hispam, 1975.

Spellberg, Denise A. “Nizam al-Mulk’s Manipulatiah Tradition.” Muslim World78/2
(1988): 111-117.

Sperl, Stefan. “Islamic Kingship and Arabic Panégfpoetry in the Early 9th Century.”
Journal of Arabic Literature8 (1977): 20-35.

---. Mannerism in Arabic PoetryCambridge: Cambridge UP, 1989.

Spivak, Gayatri Chakravorty. “Can the Subalterngg@&Marxism and the
Interpretation of CultureEd. Cary Nelson and Lawrence Grossbert. Urbana:
University of Illinois Press, 1988. 271-313.

Sprachman, Paul. “Le Beau garcon san merci: Thed¢ootic Tale in Arabic and
Persian."Homoeroticism in Classical Arabic Literatured. J. W. Wright Jr. and
Everett K. Rowson. New York: Columbia UP, 1997. 91D,

Stallybrass, Peter, and Allon Whitehe Politics and Poetics of Transgressitthaca:
Cornell UP, 1986.

Steiner, PetelRussian Formalism: A Metapoetidghaca: Cornell UP, 1984.

Stern, GertrudeMarriage in Early Islam London: Royal Asiatic Society, 1939.

Stetkevych, Jaroslauzammad and the Golden Bouddloomington: Indiana UP,
1996.

Stetkevych, SuzannAbiz Tamném and the Poetics of tliabhisid Age Leiden: Brill,
1991.

---. “From Jahiliyyah to Bad‘iyyah Orality, Literacy, and the Transformations of
Rhetoric in Arabic Poetry.Oral Tradition25.1 (2010): 211-230.

---. The Mute Immortals Speak: Pre-Islamic Poetry ar@Rbetics of Ritualthaca:
Cornell UP, 1993.

---. The Poetics of Islamic Legitimadgloomington: Indiana UP, 2002.

Stewart, SusarRoetry and the Fate of the Sengéhicago: University of Chicago Press,
2002.

---. “What Praise Poems Are FOPMLA 120.1 (2005): 235-45.

Stone, MarilynMarriage and Friendship in Medieval Spain: Social&ions According
to the Fourth Partida of Alfonso.Xew York: P. Lang, 1990.

Swartz, DavidCulture & Power Chicago: University of Chicago Press, 1997.

Takana, BadawAhmad.Al-Sakib 1bn ‘Abbad: al-wazr al-adib al-“alim. Cairo: Al-
Mu’assasa al-ngitya al<amma li-I-talif wa-I-tarjama wa-kba‘a wa-I-nashr,
1963.

Tavani, GiuseppéA poesia lirica galego-portugueskrans. Rosario Alvarez Blanco and
Henrique Monteagudo. Vigo: Galaxia, 1986.

Touber, Anton, ed_e rayonnement des troubadoufsnsterdam and Atlanta: Rodopi,
1998.

Touma, Habib Hasan. “Indications of the Arabian MakInfluence on the Iberian
Peninsula from the 8th to the 13th Centu§ymposium Alfonso X el Sabio y la
musica Ed. unknown. Madrid: Sociedad Espafiola de Musgial, 1987. 137-50.

Tsafrir, Nurit. “The Beginnings of thHanaf School in §fahan.” Islamic Law and
Society5.1 (1998): 1-21.

168



University of St. AndrewsOccasional Papers of the School of Abbasid Stu@iest.
Andrews: Scottish Academic Press, 1990.

“‘Uwaida, Kamil Muhammad Mbhammad Al-Sakib Ibn Abkyd: al-wazr al-adib. Beirut:
Dar al-Kutub allimiyya, 1994.

Vadet, Jean-Claudé&!Esprit courtois en Orient dans les cing premisiacles de
I'Hégire. Paris: G.-P. Maisonneuve et Larose, 1968.

Velasco y Méra, Alberto dXVI cantares de amor e mal-dizéisbon: G.M. Sequeira,
1935.

Villalon, L. J. Andrew, and Donald Kagay, e@usaders, Condottieri, and Cannon
Leiden: Brill, 2003.

Vleck, Amelia VanMemory and Re-Creation in Troubadour Lyrigerkeley: University
of California Press, 1990.

Wacks, DavidFraming Iberia Leiden: Brill, 2007.

Weiss, JulianThe ‘Mester De Clerecia’: Intellectuals and Idedlesyin Thirteenth-
Century CastileWoodbridge: Tamesis, 2006.

Westermarck, Edward.he History of Human MarriagéNew York: Allerton Book Co.,
1922.

Westerman, William. “Epistemology, the Sociologykafowledge, and thé/ikipedia
Userbox Controversy Folklore and the Internet: Vernacular Expressiorain
Digital World. Ed. Trevor J. Blank. Logan: Utah State UP, 2009.

White, Hayden VTropics of Discourse: Essays in Cultural CriticisBaltimore: Johns
Hopkins UP, 1986.

Wiet, GastonBaghdad: Metropolis of the Abbasid Caliphateans. Seymour Feiler.
Norman: University of Oklahoma Press, 1971.

Zeitlin, Froma.Playing the Other: Gender and Society in Class@etek Literature
Chicago: University of Chicago Press, 1996.

Zenith, Richard. “An Unsung Literature: GalicianrRguese Troubadour Poetry.”
Online posting. 1 July 2004.
<http://portugal.poetryinternationalweb.org/piw_damss/cms_module/index.php
?cwolk_id=23107>

169



	0 title p and copyright
	1 Abstract
	3 prelim pp_ dedic_ ackn_ abbreviations
	4 chs 1-4_ and bibliog



