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ABSTRACT

Name: Amile Buturovid

Thesis: Sociology of Popular Drama in Mediaeval Eqypt:
Ibn Daniydl and his Shadow Plays

Degree: Ph.D.

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

This thesis discusses the shadow play in mediaeval Arabo-
Islamic societies, &nd the most outstanding playwright in that
genre, Ibn Daniyal (d.710/1310). Despite the lack of other extant
plays, it is shown that the shadow pley had & long end dynamic
tradition in mediaeval Islam, es ettested to by various written
sources that refer to it through two ‘frames’ of perception: as
ellegory and as theatre. These two frames indicate that there is a
close link between the intrinsic development of this theatrical
genre and the coinage of allegoricel expressions geared to the
understanding of the cosmological order. The principal features of
the shadow theatre are analyzed in the light of theatricel
semiotics, focusing on Ibn DBniysl's trilogy Kitab Jayr al-khayal.
It is argued that |bn Daniyal's dreamaturgy, emphasizing a
collective social experience, relies strongly on the peculiarities
of the genre in the process of foregrounding the playwright's
ideological concerns. |bn Danijyél's possible worlds, seeking to
harmonize the contending ideologies of Mamllk society, are
familiar yet saliently delimited, as the theatrical frame through
which they are induced is consciously highlighted.



RESUME

Nom: Amila Buturovic

Thése: Sociologie du drame populaire en ﬁgypte
meédiéval: Ibn Daniydl et son théatre d’'ombres

Grade: Ph.D.

oooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooooo

Cette thése traite la tradition du théétre d'ombres dans les
sociétés arabo-islamiques meédiévales, et 1'suteur le mieux connu
de ce genre, Ibn D&niydl (m. 710/1310). Malgré le manque d'autres
piéces extantes, i1 est demontré que le théatre d'ombres et une
longue et dynamique tradition dans 1'lslam médiéval, comme
d'ailleurs le temoignent diverses sources écrites qui s’y référent
a travers deux ‘cadres' de perception: comme allégorie ajnsi que
comme théeatre. Ces deux cadres indiquent donc qu'il existe un lien
proche entre le développement intrinséque de ce genre théatral,
et 1a formulation d’expressions allégoriques ayant pour but la
compréhension de l'ordre cosmologique., Les charactéristiques
principales du théatre d'ombres sont analysées & 1a lumiere de la
sémiotique du théatre, en examinant la trilogie d'lbn D&niyal,
Kitgb Tayr al-kheydl. 11 est soutenu que la dramaturgie d'Ibn
Daniyal, qui accentue une expérience sociale collective, s'appuie
fortement sur les particularités du genre pour mettre en évidence
les préoccupations idéologiques de 1'auteur. Cherchant &
harmoniser les idéologies concurrentes de la societé Mamlik, les
‘'mondes possibles’ d'Ibn Daniyal, tant bien que familiers, sant
clairement démarqués, pendant que le cadre théatral par lequel
ils sont induits est consciemment souligné.

i
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FOREWORD

During the past several decades Ibn Danfy&l has been praised
as one of the wittiest men of letters in mediaevel Arabo~Islamic
culture, and his work as & pioneering expression of Arabic drama.
This sweeping recognition of Ibn Daniydl's artistic stature,
coming after e long period of almost complete obscurity, has
unfortunately stopped short of substantial attempts to
understand the particulerity of his art. The conceptual ambiguity
related to the development of dramatic art in medieseval Arabo-
Islamic culture, the semantic difficulty of the primeary source,
and an inadequete critical apparatus have resulted in a disturbing
neglect of Ibn Daniys! as a playwright, Instead, what we find in
modern scholarship is a meagre attempt to accommodate Ibn
Daniyal into the thriving literary heritage of mediseval Arabs,
without accounting for the aesthetic and ideological value of his
dramaturgy.

Perhaps the main incentive for this treatment of |bn Daniyal
as everything but a playwright has come due to a continuous,
albeit now outdated, debate whether Islamic culture has ever
been able to incorporste dramatic art into its ethos. While my
answer to this question is affirmetive, | have felt it necessary to
elaborate on a theoretical justificetion for such an answer by
contemplating Ibn Daniysdl's work in reference to two issues: one,

the shadow play as & genre of theatre that cerries @ number of



features not found in drama proper, and two, the historical
continuity of this genre in mediaeval Arabo-Islamic societies.
The former issue is approached through several theoretical tools
(namely, theatrical semiotics with an emphasis on the possible
world and freme theories), which are examined through concrete
examples of |bn D&niydl's dramaturgy. The latter issue, on the
other hend, is confronted 1in reference to various
historiographical, literary, philosophical, and Sufi writings thet
shed 1ight on both the continuous presence of the shadow pley in
mediaeval Islamic societies as well as the varied frames through

which it is observed.

This thesis is therefore an attempt to bresk through the
evasive characterization of |bn D&niyal's art by focusing the
snalysis on the specific features of his dramaturgy and its

ideological implications.

By placing the empheasis on the dramatic features of Ibn
Daniysl's work, | have steered clear of philologicel aspirations to
resolve the syntactical and lexical intricecies of the written
text. Though | have used all available manuscripts so as to
explore different semantic pessibilities, | have reconciled myself
with the difficulty to decipher, harmonize, and translate
numerous linguistic incongruities arising from the archesic
language, colloquialisms, puns, gibberish, not to mention the
copyists' errors incurred during the re-writing of the
manuscripts. Of the five manuscripts at my disposal -- Istanbul
MS., El Escorial MS., and three Cairo MSS., -~ | have used the

vi



Istanbul MS. as the main text. Despite some errors and
shortcomings, this manuscript seems to be most comprehensive
and detailed, as it involves a number of passages not found in the
other three manuscripts, The existing éditions critiques have
been consulted es well, particularly the late Paul Kahle's recently

published Three Shadow Plays by lbn Daniyal.

Nonetheless, it needs to be emphasized that the lack of
adequate lexical sources for this kind of ‘middle Araebic’ has
occasionally compelled me to create o text out of the already
existing text, a task which | undertook both as a reader and a
critic. In that sense, | have abstained from eccounting for oll
semantic and grammatical eassumptions | have made in my
translations. Reading the text over and over again has convinced
me that a full understending of its linguistic labyrinth, if ever
schieved, will require a much more profound understanding of the

plebeian culture in mediaeval Muslim societies.

* % %

My supervisor, Dr. Isss J. Boullata, has been judicious and
patient throughout my research. | am indebted to him for his
continuous encouragement and valuable advice. | arn also grateful
to Dr. Darko Suvin for reising my ewareness of & number of
theoretical models applicable to 8 study of this kind. Special
thanks go to Dr. Michael Sells for his timely support which

contributed to the acceleration of the writing process.
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| feel indebted to Professor |brahim Chebbouh of the
National Library of Tunists, Professor Dr. Ekmeleddin Ihsanodiu of
IRCICA (Istenbul), and my colleague and friend at McGill
University, AbdelAziz EzzelArab, for giving of their time to
assist me with a number of obscure passages in the manuscripts.

Needless to say, all mistekes made in the thesis are solely mine.

! am thankful to McGill University and the Institute of
Islamic Studies for the financiel aid which enabled me to cerry
out my studies. Also, thanks go to CIDA’s McGill-Indonesia [AIN
Development Project for providing me with 8 chance to
experience in Indonesia one of the world's richest shadow play
traditions. | acknowledge with respect the endeavors of the staff
of the Library of the Institute of Islamic Studies at McGill and
IRCICA Library in Istanbul to locete the material necessary for
this work. My sincere thanks go to Ms. Violette Masse for her

unfailing help in administrative matters.

| wish to express my appreciation for the assistance |
received from many friends who took part in the growth of this
thesis. AbdelAziz E22elArab and Antonio Jurado exerted personal
effort to acquire the Cairo and EL Escorial MSS, respectively;
Shamas Nanji was there to help whenever the computer stopped
listening to my commands; Borte Sagester and Jan Olters assisted
in German translations; Irvin C. Schick helped me with the
Abstract and its trenslation fnto French; and Levent Hekimoglu
patiently assisted in formulsting new ideas and editing the

written ones.
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| would like to point out that the main portion of my
research was undertaken st the time of tragic personal
circumstances. The brutsl siege of my homeland Bosnis, the
destruction of its material and immateriel foundations, and
particularly the loss of my beloved sister and father have often
confined me to passivity. | hereby thank all those who encouraged
me to continue my work at the moments when such an undertaking

appeared extremely difficult.

My mother has never ceased to be a source of inspiration
and strength. To her, still suffering under the siege of Sarajevo, |
dedicate this thesis.

Montréal
December, 1993,
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Chapter One

STUDIES ON THE SHADOW PLAY AND IBN DANIYAL:
METHODOLOGICAL ALTERNATIVES

To determine the socio-cultural status of the shadow play
in mediaeval Arabo-Muslim societies assumes the understanding
of an array of meanings attributed to this kind of theatrical
presentation. As a8 theatre genre, the shadow play has gained 8
considerable amount of popularity, the exact degree of which is
difficult to specify on the basis of the extant sources.
Consequently, in the absence of a more systematic assessment of
the shadow ptay tradition in the writings of mediaeval Muslim
thinkers, the enigma that surrounds its historicity still remains.
Though there has been a number of studies that have tried to
solve at least some of its aspects, | believe that the
establishment of & precise chronological pattern for the
appearance and dissemination of this tradition in mediaeval
Mustim societies calls for 8 much more thorough consideration of

inter-regional and inter-cultural borrowings.

As it is, all we know is that the shadow play most probably

arrived in Musiim societies from the Far East.! It was known in

YSee REshid al-Din's JBmIC al-tawdrikh (Leiden: E. J. Brill, 1911), ed. Blochet,
2: 63, H. H.Howorth, History of the Mongols (London: Longmans, Green, and Co.,
1986} 1: 159-60. V. Mair traces the origins to Indie. From India, he argues, the



el-Andalus, in North Africa, in the Middle Eest. It seems to have
been practiced on both popular and courtly levels. Recently, the
controversy that surrounds its institutional setting, deriving
primarily from the etymoiogicel alternatives to the Arabic term
khay&1/khiydl, hes further confirmed how little we really know
about this tradition.2 Consequently, the scarcity of written plays,
a lack of genuine interest in this art on the part of medieval
literary historiens, 8 reletively wide but fractional network of
supplementary sources, and the semantic ambiguity related to the
terms associsted with this kind of performance art have all
contributed to its being treated as a marginal, even "low &nd
vulgar® expression of Muslim literary tradition that carries no

value in the larger cultural scheme. Says Landau:

For generations the "Shadow-Play” was
nearly the only amusement which even the
humblest could enjoy. The Shadow=-Theatre,
the artistic level of which is not high,
could flourish even in & country torn by
internecine wars and strifes, which
delayed its cultural development and
impoverished its inhabitants. Hence the
poputar character of the Shadow Theatre in
the Arab countries, especially in Eqypt and
Syria. 3

genre spread independently to China, Central Asfa, and the Near East, which
means that the Chinese influence is only secondary. See his Painting end
Performence: Chinese Picture Recitation, Its Indien Genesis and Anslogues
Elsewhere (Honolulu: University of Hawali Press, 1988), 39-54.

25, Moreh, Live Theatre and Drematic Litersture in the Medieval Arabic World
(New York: New York University Press, 1992); also his article “Live Theatre in
Medieval Islam,” in Studles in Islamic History and Clvilization In Honour of
Professor David Ayslon, ed. M. Sheron (Jerusalem, 1986), 565-611.

34, Landau, "Shedow PLeys in the Near East,” Edoth 3.1 (1947-48), 23.



Landau has not only misunderstood the peculiarities of the
shadow theatre, but also failed to meke a functional link with its
social conditions. As such, Landau’'s assessment is an example of
a lack of integrational perspective which, unfortunately, is also
echoed in a number of modern studies on the shadow pley and Ibn
Daniydl.4 Even more discouraging is the example of H. A. R. Gibb
who pays tribute to Ibn Daniyal for heving attempted to give
Arabic drama "a literary connexion”, but argues that Ibn Daniyal
could not elevate it from its "rudimentary state”. Thus, concludes

Gibb, “Arabic drama was stillborn.”S

Regardless of Gibb's pessimistic eveluations, it can be
sofely assumed thet the prevailing view argues in favour of Ibn
D&niyal's unique wit in composing dramatic entertainment in
mediaeval times,5 and it cen be comfortably acknowledged that
there has been a significant progress in scholarly studies in
recent times. Nonetheless, the fact remains that little has been
done to contemplate these plays on their own, that is, as a body

of dramatic art which, as such, deserves a thorough analysis.

4For o good assessment of some scholarly works on Ibn Daniydl see M. M,
Badawi, "Medievel Arabic Drama: Ibn D8niyal,"” Journel of Arabic Literature 13
(1982), 87-90 (henceforth JAL). His criticism of Landau is quite detailed, as he
brings out specific mistakes made by this author. See p.87.

SH. A. R. Gibb, Arebic Literature , an Introduction (Oxford: Clarendon Press,
1963), 149,

6See G. Jacob, Geschichte des Schattenthesters im Morgen- und Abendlend
(Osnabruck: Biblio Verlag, 1972); P. Kahle, "The Arsbic Shadow Play in Egypt,”
Journal of Royel Asiatic Society 4 (1940) 21-34 (henceforth JRAS ); Badawi,
"Medieval Arebic Drama,” 83-107; P. Molan, “Cherivari in a Medieval Equptian
Shadow Play,” Al-Masdq (Studie Arebo-Isliemice Mediterrenea) | (1968), S5-24.



Instead, Ibn D&niy&l's plays have been treated mainiy as carrying
@ historical and typological value, and rarely artistic merit. His
neme is thus more frequently mentioned in historical than
Hterary studies, and particulerly so in socio-historical
discussions on MemlOk Egypt.? However, Ibn D@niyal has in many
respects become a synonym for the shadow play in these sources,
and in turn, the shadow play is almost unexceptionably discussed
with references to his plays. Such an equation, regardless of the
fact that his plays were, after all, built around the genre of
shadow plays, is bound to lead, directly or indirectly, to
inaccurate generalizations and a loss of focus.

Perhaps it would be useful to review some of the findings of
modern scholarship on the issue. One cannot generally speak of &
consistent and systematic scholarship, primarily because of the
diversity in its composition and orientation. For here are included
works on social history, literature, mysticism, philosophy, etc.,

and they all pursue their aims through different methodologies.

7A.€Abd el-R3ziq, La remme su temps des Memlouks en Egypte (Cairo: Institut
Frangais d'Archéologie,1973); B. Shoshan, "High Culture and Popular Cuiture in
Medieval islem,” Studia Islemice 73 (1991) 67-107 (henceforth S/ ); U,
Hearmann, "Regional Sentiment in Medieval (slamic Eqypt,” Bulletin of the
School of Orientel eand Africen Studies 43,1 (1980), 55-66 (henceforth BSOAS
); also his "Arabic in Speech, Turkish in Lineage: Mam1lks and Their Sons in the
Intellectual Life of Fourteenth Century Egypt end Syria,” Journal of Semitic
Studies 33.1 (1988), 81-114; B. Flemming, “Litersry Activities in Mamilk
Healls and Barracks,” Studies In Memory of Gaston Wiet, ed. M. R. Ayalon
(Jerusalem: Institute of Asian and African Studies, 1977), 16; whereas in R. A,
N. Nicholson's Literary History of the Arabs (London: T. Fisher Unwin, 1507)
there is no mention of 1bn Daniyal at all.



Schimmel's discussion on the shadow play, for example, has little
in common with Haarmann's, yet they both, in their respective
methodological and theoretical frameworks, offer beneficial
insights for a fuller picture on where the shadow play stood in
medjaeval Islam.8 Here, | will review those studies that
contemplete the dramatic features of the shadow play, as well as
the artistic value of Ibn Da@niydl's plays. Though, as | remarked,
the two are not mutually exclusive, they cean still be
differentiated according to the emphasis in these writings,
particularly in recent times when more focused studies began to

emerge.

Though there had been some knowledge of Ibn D&niyal
earlier,9 the general awareness of the significance of this
subject-matter was raised in the first half of this century by
two distinguished German Orientalists, first Georg Jacob!? and

then Paul Kahle.!! Their long-term dedication to the subject led

8A. schimmel, Mystical Dimensiens of Islam (Chapel Hill: University of North
Carolina Press, 1975), 277-786; Haarmann , "Arabic In Speech,” 110.

9To mention some works: C. Niebuhr, Travels Through Arabie, trens. R, Heron
(Beirut: Librarie du Liben, n.d.); E. Littmann, Arebische Schattenspiele {(Berlin:
np., 1901); etc.

1050 his Geschichte; also "Drei srabische Schattenspiele aus dem 13.
Jehrhundert, in Kelete Szemle (Budapest) 2 (1901); Muhammed b. Ddniyal:
Escoriel Codex, textproben mit 2 Licht-druckteafeln, (Eralangen: Mencke, 1902);
“AgTib ad-dTn al-w&'iz bei |bn Daniysi,” Der Islem 4 (1913).

1 1Kahle, "The Arebic Shadow Play,”; also, Der Leuchtturm von Alexendrie: Efn
Arobisches Schettentheater aus dem Mittelalterlichen Agypten (Stuttgari:
Kommissionverlag Freinz Steiner,1930); "A Gypsy Woman in Egypt in the 13th



them to the conclusion that Ibn D&niy&! was one of the most
interesting but most difficult euthors in Arabic literature.!?
While Jacob’s interest eventually spread onto a more general
history of shadow theatres within which Ibn Da@niyal certainly
occupied a significant place,!3 Kahle, inheriting his colleaegue's
work, continued in @ more focused manner and worked primarily
on [bn D@niyal's, but also on some other, post-Daniydlic shadow
plays which he discovered in the course of his research in
Egypt.'4 in a way, the writings of both Orientalists have become
indispensable for a scholarly endeavor on the subject: they
introduced us systematically to Ibn Daniy&l, placed considerable
importance on his plays within the more general scheme of
interest of the Orientalist tradition, and menaged to breeak
through the philological complexity of these plays. 0ddly,
however, Kahle's long promised édition critique of Ilbn Daniyal!s
has finally been published, fifty-two years after its
announcement and many years after his death, complemented by D.

Hopwood's criticel apparatus and M. Badawi’'s introductory

Century A.D.,” Jounel of the Gypsy Lore Society 29 (1950), 11-15; "Muhammad
Ibn D&niy&) und sein 2weites arabisches Schattenspiel,” Miscellanea Acedemica
Berolinensis (1950), 155-167; “The Medieval Shadow Play in Medieval Egupt

(01d Texts and 01d Figures),” Journel of Pekistan Historical Society (1954),
85-115S.

12 ahie, “The Arabic Shadow Play,” 23.
1341s Geschichte is the corollary of that direction in research.
14K anle, “The Arabic Shadow Play,” 26.

15| am publishing the Arablic text of the plays in Leiden, the translation with
the commentary will foltow in a short time.” /bid., 34.



remarks.'6 At one earlier stage in his work, Kahle also cooperated
closely with TaqT al-DTn al-Hi1&17 towards the preparation of a
critical edition (a task initiated but not completed, by Jacob). And
indeed, this joint endeavor resulted in the publication in 1948 of
an expurgated edition that omitted "unfitting” passages, under the
title Thalath masrahiyyat Carabiyye..'? This work, however, only
the introduction to which is Kahle's while the rest of the
authorship is by al-Hilal7, has remained in obscurity and of little

use to anyone interested in the intricacies of Ibn Da@niyal's text.

The scholarship on the subject after Jacob’s and Kahle's
endeavors have revolved either more directly around Ibn Daniyal,
or on issues which were indirectly linked to him. Within this
former category is the Eqyptian 1bréhim Ham&da, who in 1963
published a critical edition, motivated in many respects by Kahle
and Jacob. But, 1ike al-Hilal7 before him, Hem&da too omitted
large sections containing “obscene words" (kalimat r&hisha),
constrained partly by his own strict morality and partly, | would
suspect, by a feer that he would not find a publisher. And just like
al-Hi131T, he too subjected to severe sanctions one of the most

powerful aspects of Ibn Daniyal's plays without which they are

'OKahle (ed.), Three Shadow Plays by Muhemmad Ibn Daniydl (Cambridge: E. J. W.
Gibb Memorial Series,1992). The book has come to my attention in the later
course of my own research in 1993,

17Kahle wrote earlier that many parts of the text are simply not publishable,
not even in the East. In "The Arabic Shadow Play,” 34.



certainly not what they are intended to be.'® Furthermore, by
relying on ene manuscript only, IbréahTm Hemada committed his
work to the same mistakes the transcriber had done, in addition
to his own mistakes related to the misunderstanding or
misreading of the manuscript. In spite of all these drawbacks, his
merit lies in the fact that his study was for decades the only
available study on the subject, serving many subsequent writers
on |bn D&niya!.19

A number of shorter studies on Ibn D&niyal published in the
past decade have contributed to a better evaluation of this author
and his work. M. M. Badawi's article published in Journal of Arabic
Literature 13 (1982) is perhaps most enlightening with regard to
what Ibn Daniygl’'s plays are all about. Here Badawi gives a short
historical introduction, discusses some of the modern writings on
Ibn D&niyal, and offers story-lines of the three plays with a brief
literary analysis. Though this study is too short to deeal with the
literary complexity of the plays and even elaborate sufficiently
on the issues raised by Badawi himself, it enables its reader to
evaluate, at least provisionally, the importance of these plays

within the mediseval literary heritage. Also, because it

18 |, Hamada, Khoydl al-zill we tamthTliyat Ibn Daniydl (Ceiro: Al-mu'essess

al-migriyya al-C&mmae,1963); based on MS. in D&r al-kutub al-Misriyys, Ahmad
Taym@Gr Collection, No.16.

19Moren “Live Theatre,” "Khaya! al-zill ,“ end Live Theatre; E. R. Bosworth, The
Medieval Islamic Underworld (Leiden: E.J. Brill, 1976); Badawi, "Medieval

Arabic Drames,” A. H. Ylnus, Mu€jem al-fGlki1dr (Beirut: Maktab Lubn&n, 1983);
CAbd a1-R3ziq, La femme au temps des Memloukes ; elc.



stimulatingly connects the fragmented writings on 1bn D&niyal
and pinpoints the gaps that arise in their interaction, this article
stirs its reeder's awareness that there fs still much to learn and

say about |bn D&niyal,

In 8 stmilar line of approach that brings out dramaturgic and
literary festures of the plays, P. Molan, in his erticle “Charivari
in a Medieval Egyptian Shadow Play,” offers "one element of a full
scale analysis of Jayr al-khaydl ."20 This relatively short articie
is indeed very refreshing and powerful: it sorts out the structure
of the first pley, Teyr e&l-khaydl, through the seven
distinguishable components recognized in the structures of Noruz
and of Cernivai, its European analogue, and ptaces the emphasis on
the charivari -type of practice therein. The article is one of those
rare works which concentrate fully on the text, exploring its
richness and interpretative potential, both in terms of its formal
composition and in the cresation of its characters, more
specifically, the character of shaykh €Aflaq. Unfortunately, the
art-icle is perhaps a bit too exclusive in its approach. Though
there is a plot outline in a few introductory paragraphs, too large
a legp is made from the actual level of awareness about the play.
| cannot see how anyone who is not fully familiar with the
intrinsic finesse of Jayf al-kheydl could truly eppreciate Molan's
article, given the fact that no edited text of the play was

available to the general public at that time. In a way, by ignoring

20Molan, “Cheriveri, " 5.



this inaccessibility of the source, Molan has inadvertently
highlighted this gap in knowledge as well as 8 kind of
methodological hopscotch which surrounds the scholarship on ibn

Daniyal and the mediaeval shadow play.

In addition to these several studies which concentrate on
Ibn Da&niyél, there has been a number of works which indirectly
touch upon Ibn Daniydl's pleys but contribute significantly to a
new awareness of them. Among such studies, S. Moreh's
achievements are perhaps most outstanding, though, it seems to
me, Moreh has yet to round up his antithetical arguments. With
regard to the shadow play, Moreh expleins the etymological
alternative to the term khays! al-zill, which has been usually
translated as "the shadow of spirits."2! He makes 8 typological
distinction between khayadl and khaydl al-gill by looking into

different historical sources. He concludes that

it is evident that the term khaygl/khiyédl
is well established in the sense of "live
play” from at least the ninth century; in the
tenth century it is employed as a synonym
for hikaya, which it eventually supersedes.
The shedow play, on the other hand,
receives its first mention only in the
eleventh century, in Ibn al-Haytham, and
then, specifically as khaysg! al-zill, in lbn
Hazm. The qualification of kheysdl by al-
zill, al-izar, al-sitédra, etc., is reasonably
clear evidence for the reference of the

21gee Londau's article “Kheydl al-zill,” in E/ (New Edition) 3:742; also I.
Hem&de Kheyd! al-zill ; F. SaCd, “Khaysdl al-gill al-CarabT" in Al-N&shir

(February, 1534), 166; A. H. YUnus, Mu €jem ol-rGlklir (Beirut: Makteb LubnBn,
1983), who all adopt the Persien version of the status constructus.
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simple term to a type of performeance from
which 1t was necessary to differentiate
this new import from the Far East. 22

Moreh's findings are of maeanifold velue. One, they
demonstrate a historice! continuity within the drematic heritage
in medieeval Islam, in which the genre of shadow play is given a
separate place. Two, they demonstrate that Ibn Daniyal greatly
capitalized on this continuity by using "kheyd! in a1l its shades
of meaning for puns and paronomasia“.23 Three, they show that
mediaeval Muslim writers distinguished well among different
types of performance arts, dismissing the misconception that
their usege of the terms was rendom due to a general lack of
popularity of these genres. And four, they trace a whole series of
literary sources which disclose the diversity of themes employed

by shadow piay artists.

cAbd al-Hamid Ylnus is another Arab suthor who has
examined the shadow play in mediaeval Muslim societies. Because
his main interest lies in Arab folklore, his main concern is to
incorporate the shadow play within the body of folkloric
expressions. In that process, however, Yiinus falls into certain
contradictions. He traces back the Chinese origins of this theatre
and its arrival in the Muslim lands via the Mongols, attributing to

it an oral mode of composition and transmission and thus placing

22Moreh, “Live Theatre,” 60-61.

23pid., 46.
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it automaticslly within folk literature.24 Qddly, for him Ibn
Daniydl’'s plays are an extraordinery example of such e iiterature,
and he does not attempt to explain the existence of clear
authorship within that collective body of popular compositions.
Nevertheless, YUnus still offers significant contributions
particularly towards the elucidation of the sociological value of
this genre, even though he too avoids assessing those

"controversial” passages in Ibn D&niyal's plays.

For Fariliq Sacd, too, Ibn Daniyal is importent inasmuch as he
represents the most rounded and reliable primery source of the
time.25 But, contrary to many other authors who view Ibn Daniyal
as the only author worth scholarly attention, Sacd pursues his
interest through a number of post-Da&niyadlic mukhdyildn, like €AIT
al-Naehls, Hasan al-Qash@sh, Rashid b. Mahmud al-DimashqT, etc.
He gives a long and detailed bibliogrephical reference to the
historical developmert of the genre in the Muslim world and
attempts a schematic categorization of closely related kinds of
the shadow play. Also, in line with Landau’'s argument, Sa¢d
corrects the grammatical fallacy of the term inverting the status
constructus khayal al-gill to zill al-khey&l. This proposition,

later refuted by Moreh,26 enables him to censider as a kind of the

24MyC fam, 11-12, 24-25.

25¢. saCd Kheydl al-zill al-CorabT (Belrut: DEr al-&(&q al-jadida, 1984); es
well as a synopsis of this book in an article under the same title, published in
al-N&shir (February, 1983) 166-180.

265g¢ above, p.10.
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shadow play anything that relates to the term khay&l. And Sacd
does it so indiscriminately, opening the door to & whole series of
references without & sound methodological justification. His
bibliography, therefore, must be thoroughly re-examined although
it is certainly extensive and useful. Furthermore, his synthetic
review of different elements thet go into the shadow play
performance (music, dance, drama) are certainly original, even
though he cites them primarily to build on his argument that
there is an artistic continuity and & logical evolution from the
shadow play and related genres (kheyd! el-reqs, kheyd! Jacrer al-
réqis, kheysl al-izar, etc) to other forms of screen performances

and, ultimately, film. 27

In 1983 snother study on the shadow play by en Arab author
was published: AbU Zayd's TamthTliyat khay&l al-zill (Cairo: Dar
al-Macarif). This study too is a potpourri of historical and
literary approaches, concerned with the development of the art in
the Far Eastern and Middle Eastern cultures. The main emphasis,
of course, is placed on the Arab world and Ibn Daniyal, with
quite a long analysis of his three babat. But, Abl Zsyd's main goal
in the discussion of the topic is primarily to elevate it from what
he sees as too casual an attitude towerds it on the part of fellow
Arab scholers. His work is thus expository and eclectic,

summarizing and surveying the previous writings of both Arab and

27pages 166, 238-39 of the article. It Is worth mentioning that this line of
interest recalls Landau’'s in his Studies in Arab Theetre end Cineme
(Philadelphia: University of Pennsylvania Press,1958).
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Western authors, with useful, but not sufficiently critical or

original, comments of his own.

Finelly, as the last but certainly not the least, it is
important to assess the significent contribution of C. E.
Bosworth's The Mediaeval Islamic Underworld (Leiden: E. J. Brill,
1976). Though essentially writing on the Qeside S&saniyye,
Bosworth gives an excellent introduction to the underworld
classes and their significance in shaping the socio-cultural scene
of mediaeval Islam. Due to the fact {hat in the second play of lbn
Daniyal, AjTb we Gharib, one of the characters introduces himself
as one of the BanlU Sasan, Bosworth examines the play's value by
shedding light on this very rich sub-culture which he sees as
pivotal for social historians. His analysis is primarily linguistic
for it is their argot that Bosworth is interested in, as well as its
etymological explanations. Though his interest in Ibn Daniyal is
only marginal, he provides us with very powerful insights into the
linguistic complexity of |bn D8@niydl's plays and thus removes
some of the obstacles towards their understanding. For, as most
of the scholars agree and as the orientations of the scholarship
shows, this linguistic meaze-like puzzle is what has to be dealt
with from as many angles as possible, even if we assume that

some of its parts may never be solved.

In my examination of modern scholarship on Ibn Daniyél's

plays two main methodological and conceptual objections arise:

14



one, that the shadow play should cease to be seen ephemerally,
that is, as an accidental historical phenomenon which only
marginally contributed to the artistic richness of the mediaeval
Islamic world, and, in line with that, Ibn D&niyal's plays should no
longer be perceived as an entity which centripetally absorbs
different generalizations made about the genre. Two, that his
plays are dramatic expressions in spite of all possible
digressions and shortcomings, and that they need to be
approached through a methodological consistency and within an
adequate theoreticel framework. The dramaturgy behind these
plays is to be examined in all its features, as a well-defined body
which cannot be menipulated by our ethical norms or & priori
criteria for good/bad art. The task then is bringing out the value

from the text rather than imposing extraneous judgments on it,

My premise will be that the genre of shadow theatre can be
viewed in light of theatrical semiotics, which defines dramatic
art through the specification of four indispensable elements: (1)
the presentation of human relationships (2) organized into a story
(3) to an audience (4) by conscious and present agents.28 This will
allow me to avoid the ongoing debate whether Arab world really

knew theatre in mediaeval times or not.29 To my mind, this

28p, suvin, "Approaches to Topoanalysis and to the Paradigmstics of
Dramaturgic Space,” in Poetics Today 8.2 (1987), 312.

295hmuel Moreh )ists different authors who argued against such a heritage in
the Arabo-Islamic world in the Preface to his book Lfve Theatre. On the other
hand, some are quite affirmative in recognizing its existence. For example,
Kehle wrote: "When we realize that in these works [Ibn D&niyal's] we possess
the only surviving examples of Arabic dramatic poetry of the Middle ages [sic],
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debate has become outdated, in face of the growing awereness
that the scope of the traditional Aristotelian definition of drama
does not surmise various non-Hellenic dramatic heritages and
therefore has to be revised. Since the shadow play corresponds to
the criteria of the above definition, my thesis will accept this
theatre as a mature expression of dramatic art, and its primary
concern will be to understand the dramaturgy that characterizes
it. Such a task will be conducted through the application of

several conceptual frameworks:

One, the theory of Possible Worlds (PW), that can relate to
the twofold perception of the shadow play in mediseval {imes: as
a performance art which is for the present analysis best
represented in Ibn Daniyal's three plays, and as an allegory that is
geared to a metaphysical explanation of the relationship between
God and His creatures. Though there is an epistemic link between
these two perceptions, in the sense that they are both "as if”
models, it seems impeortant to differentiate between their
respective frames of reference, Furthermore, though the
performance art and the figurative shadow play expectedly fall
within similar spatio-temporal boundearies, they hardly touch
upon each other, except in the instances when, for example, some

mysticel writers explore the cognitive depth of the figurative

their unusual importance is unquestionable.” "The Arabic Shadow Play,” 23.

Also, Badawi, “Medieval Arabic Drama;" YOnus, Mu€ jem; Hemdde, Kheys! ol-zill,
etc.
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shadow play by meking concrete references to the staged plays of
the kind.30 Exampies of this kind greetly supplement our
knowledge, because they demonstrate the exploration of different
themes through this genre, quite different from those offered by
Ibn D&niyal in his famous three plays.

Two, accepting the notion that theatre is a social
phenomenon, my thesis will try to identify the institutional
setting behind the shadow play, and the sudience it attracts. This
will relate to Goffman’s theory of "frames,” assuming, as Goifman
puts it, "that definitions of a situation are built up in accordance
with principles of organization which govern events -- at least
social ones -- and our subjective involvement in them."” 31
Defining the socio-historical context will have a twofold aim:
one, viewing Ibn Daniyal's plays as a8 historical category, and two,
understanding, primarily from textual extrapolations, the process
of communication between |bn Daniyal and his target audience.
Because we lack historical sources which could tell us about the
character of this audience, it seems to me that the most
plausible attempt at its identification in sociological terms is
through a twofold analysis: one, the analysis of linguistic,
stylistic and ideological messages in I1bn Daniyal's plays; and two,

a selective anslysis of the extant historiographicel writings

30This is the case, as will be discussed later, with Ibn al-Farid's Al-td'iyye
al-kubrd..

S1E, Goffman, Frome Analysis (Cambridge, MA.. Herverd University Press,
1974), 10.
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which would show the relevence of these messages within the
prevalent system of values.

Three, building the analysis of Ibn Daniydl’s plays around
Bakhtin's notion of “"grotesque realism,” which focuses on the
human body and its liberation “from the oppression of such
gloomy categories as ‘eternal’, ‘immovable’, ‘'aebsolute’,
‘unchangeable’, and instead exposure "to the gay and free laughing
aspect of the world, with its unfinished and open character, with
the joy of change and renewal.”32 Though Bakhtin's analysis
pertains to a different ideological framework which molds his
terminology in a specific manner, | believe that the method of his
evaluation of Rabelais' text through this emphasis on the plebeian
spirit is readily applicable to the imagery in all three plays of Ibn
Daniya). For, one of the most conspicuous characteristic of all
three plays of Ibn Daniyal is that they address their audience
through a humorous demystification of the Mamiik etiquette and
its elusive morality. What is, then, the function of laughter and
does it have any political implications? Humour, which is a
common element in 811 three of Ibn Daniyal's plays33, is clearly
Ibn Daniydl's strategy employed to link his audience to specific
contradictions that he chooses to expose. Ibn D&niy&él's grotesque

representations, which are unanimously considered exceedingly

32/, Bakhtin, Rabelais and His World, trens. H. Iswolsky (Bloomington: Indiana
University Press, 1984), 123.

33Landau erroneously argues that humour prevails in all shadow plays, in
“Shadow Plays,” 63. We cannot make such a generalization, particularly if we
consider the references by lbn al-F&rig, Ibn CArabT, Ibn Sa€1d el-MaghribT, etc.

18



obscene, ludicrously illustrate the dynamism of the common

people's life and their ability to juxtepose profanity to the norm.

And four, by examining the dramaturgy of Ibn Daniyal's
pieces, { hope to shed more light on the ongoing discussion about
its thematic and formal orientation, end understand whether this
was a popular or courtly entertainment or whether, as has been
suggested in a number of studies, it "liminally” cuts through
different social strate? In other words, does the shadow play in
general and Ibn Daniyal's play in particular, pertain to the level of
the €dmma or the khasse, or, is it perhaps intertwined with
both?

it has (0 be emphasized, however, that these theoretical
frameworks are deeply intertwined and cannot be adopted in
sharply distinguishable categories. Their respective relevance
will now be discussed in separate terms, but their combination
is, | hope, what cen contribute towards a panoremic elucidation

of Ibn Daniyal's plays and their context.

t.Bossible Worlds

The interest here lies not with the philosophical realm

where the concept of possible worlds is defined in logical terms,
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but with its elaboration as a “cultural construct.”34 For, as Pavel
puts it, fiction in many respects functions "as a means of
checking the explanatory power of logical hypotheses and
models."35 The relevance of the possible world theory for this
study lies in the fact that ibn D&niyal's plays offer an alternative
to the actual through the creation of an imaginary state of affairs
presented in a shadow theatre. The audience, positioning itself
within the existing system of values, interacts with the
presented state of affairs by inducing a possible world. Away
from the theatre setting, when used as a metaphor in the
mysticel or literary writings, the shadow theatre in its technique
serves to induce a possible world in the mind of the readers.
Though my concern in the induction of e possible world is
primarily the theatre setting, it will be interesting to explore the
differences between the two realms of thought so as to meke @
clearer distinction between the two perceptions of the shadow
theatre in mediaeval Islam. It has to be emphasized that the need
for a parsallel discussion is derived from the common aspects
which appear in the metaphorical shadow play and the theatre

genre, because, as Suvin puts it,

both metaphoric and narrative texts can in
contemporary semiotics be treated in
terms of the implied possible worlds,
specifying a state of affairs which differs

34y. Eco, The Role of the Reader (Bloomington: Indiana University Press,
1979), 221.

35T. Pavel, Fictionel Worlds (Cambridge, MA.: Harvard University Press, 1986),
2,
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from the "normal,” and enalyzable as if
based on counterfactual conditionals or "ss
ir* hypotheses.36

In theatre, "drameaturgic story and spacetime induce, by the
interaction between the existents, events, and relationships
being ostended and the audience for which they are ostended, &
specific Possible World."37 The emphasis on the interaction
between the stage and the audience is particularly significant
because of the necessity to understand and re-interpret the signs
from the stage through the prism of the existing cultural
parameters. Though there certainly may be differences in this
interpretive process among individual spectators, it is assumed
that there is a common projection of what the performance text
portrays. Fer that, common cultural denominators are needed
which will allow for the recognition, de-semantization and re-
semantization of a theatrical sign. As Eco explains, "in the mise
en-scéne an object, first recognized as s real object, is then
assumed as a sign in order to refer back to another object (or to a
class of objects) whose constitutive stuff is the same as that of

the representing object.”38

36suvin, “The Chronotope, Possible Worlds, and Narretivity,” Proceedings of the
Internatfonal Comperetive Literature Association, Xith Internetional Congress
2 (Paris, August 1985), 34.

37Suvin, “The Performance Text as Audience-Stage Dialog Inducing & Possible
World,” Versus 42 (1987), 1S.

3BEco, "Semiotics of Theatrical Performance,” The Drama Review 21.1 {1977),
1t
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The specificity of the shadow theatre calls for further
elucidation of the nature of ostended signs. The absence of human
beings as visible dramaturgic agents and their replacement with
one-dimensional shadows certainly cerries some drawbacks that
have to be "corrected” by different means. Here, the funclion of
dramaturgic agents is conducted through an audio-visual
transmission of the roles from the puppeteer to his figures. The
function of the stage iz assumed by a white screen onto which the
shadows are projected. This screen determines the boundaries of
"a spatio-temporal elsewhere represented as though actually
present for the audience."39 The set of relations on that stage is
threefold: the puppeteer, the figures, and the shadows. Their
synchronization is not on a functional level only, for it is the
puppeteer’'s conscious "acting” along with his skill to coordinate
the movement of the figures that ultimately achieves an
"elsewhere”. Moreover, the usage of props is considerably reduced,
and their presence usually specifies the approximate spatiel
boundaries of the action (e.g. indoors/outdoors; sea/land;
city/country-side; etc.). A supplementery communication, because
of this limited usage of props, is done through the use of some
narrational guides, which means that these are not altogether
excluded. However, in spite of all these drawbacks, it is
important to remember that in such a fictionel space, regardless

of what a limited scope of performance the visible vehicles of

39k. Elam, The Semiotics of Theatre snd Drama (London: Methuen, 1980), 99.
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action may have, "we are,” as Suvin puts it, "in final analysis

always dealing with human relationships."40

Eco’'s argument thet every sign, “after being & mere
presence, a figure of speech, becomes an ideclogical
abstraction,"4! is very well demonstrated in the shedow play
where only the contours of the figures are visually functional, so
their completeness calls for an instantaneous association with
certain types. In the case of Ibn Déniy8él's characters, the process
of association can be conducted on ethnic, professional, or gender

lines.

As argued already by the Prague School, stage semiotization
occurs the moment any object is put on the stage, and from then
on the audience’'s sssumption is a signifying function of all that
they see therein.42 The significance of this “bracketing” of an
sction by the dramaturgic space, when perceived through the
context of the mediaeval Arabo-Islamic world in which Ibn
Daniyal wrote, is of great relevance. Since we cannot determine
the character of the audience on the basis of the extant
historiographical sources, what remains is understanding the
target audience on the basis of the plays in combination with the

understanding of the milieu. Therefore, it seems useful to derive

405uvin, "The Performance text,” 4.
41eco, “Semiotics of Theatrical Performance,” 16.

42For elaborate discussion on the theatrical principles set up by this school
see L. Matejka and I. R. Tutnik. Semiotics of Art: Prague School Contributions
(Cambridge, MA.: MIT Press, 1976).
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some insights from the theory of frames towerds & better
definition of certain social conditions and venues through which

the communication between Ibn D&niydl and his audience took
place,

2.Theory of Frames

In his book Frame Analysis, Goffman wrote: “| assume that
definitions of a situation are built up in accordence with
principles of orgarization which govern events -- ot least socisl
ones -- and our subjective involvement in them."43 He advances
his theory by defining primary frameworks which allow the
individuals to locate, perceive, identify, and label “a seemingly
infinite number of concrete occurrences” within a social
structure.44 In addition to natural primary frameworks which are
of purely physical character, the social ones provide & background
understanding for events. In that sense, they are used in any given
occurrence, and, in Goffman's view, "taken all together, the
primary frameworks of a particular social group constitute a
central element of its culture.”d5 The primery frameworks also
control the transformation of values of one and the same thing or

concept. An interesting, and now famous, example of such &

43Goffman, Freme Analysis, 21.
44/pid,, 21.

4S1pid, 27.
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transformation offered by Goffman, is a woman in the mirror
sale: the irregularity will erise in & mirror sale if, instead of
examining the quelity of the mirror-frame, the woman adjusts
her hair, just 1ike an irregularity would arise if she examined the
quality of the mirror-freme in & beauty salon, instead of

adjusting her hair.46

in many respects, Goffman’'s theory of frames as 'the
"interpretation schemata” is similar to what Eco defines as
“cultural encyclopeedia,” whirh constitutes our system of values
and the consequent presuppositions which enable us to interpret

different relations among things that surround us. 47

In theatre, "the centrel understanding is that the audience
has neither the right nor the obligation to perticipate directly in
the dramatic action occurring on the stage."48 That means that
there is a conscious creation of a frame which is derived, but
simultaneousty cut off, from the empirical world. The awareness
of this transgression is crucial, because of the understanding of
"certain fixed 1imits of time and place according to rules freely

accepted but absolutely binding,"49

46p1d,, 39-40.
47gco, The Role, 220-22.
4B8Goffman, Freme Analysis, 125.

499, Hulzinga, Homo Ludens: A Study in the Play Element in Culture (Beston:
Beacon Press, 1955), 28.
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In this thesis, the stress on the transgressions of frames
from ordinary to theatrical is to draw the line between the
historical situstion in the Mam1Ok society which formed its own
system of velues and its counterpart in the theatrical setling
where |bn D&niydl explores the alternatives to these values
without putting at risk their ludic aspect.

3.Bakhtin: Laughter as PurificetionS®

If one of the characteristics of mediaeval Muslim writings
is the acceptance of fixed conventions necessary for collective
observance, then |bn D&niyal's drama in many respects appears 8s
an antidote which opposes that absolutism with relativism.
Humour, grotesque images and a festive spirit are all discernible
tn his plays, reflecting greatly that which Bakhtin views as
palarity in folk culture. Public/private, upwerd/downw=rd,
birth/death, are all polarities which cannoct be separated from
each other, they are like two sides of the same coin, though their
separation was greatly the intention of the strict religious
oligarchy in medieeval times. Through humour and grotesque
images there is en exposition of those aspects of bodily

activities which are considered as carrying a "degrading” feature

SOThe views here ere derived from M, Bakhtin, Rabelais and His World, trans. H.
Iswolsky (Bloomington: Indiane University Press, 1984). Consulted elso are: D.
Suvin, "The Subject as a Limit-2one of Collective Bodies,” Discours sociel/
Socfal Discourse 2:1-2 (1989), 187-197; Hulzinga Homo Ludens, ond C. Powell
& G. Paton (ed.), Humour in Soclety: Resistence end Control (Basingstoke:
Macmillen Press, 1988).
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27
of human existence: copulation, voiding, exeggeration in food, sex,

leisure, etc. These are what transpose -- or, degrade -- the
spiritual cleanliness of man onto the hidden and unspoken
material level of his being, yet not to constrain it but to liberate
it. Says Bakhtin,

eating, drinking, defecation and other
elimination (sweating, blowing of the nose,
sneezing), as well as copulation,
pregnancy, dismemberment, swallowing up
another body--all these acts are performed
on the confines of the body and the outer
world, or on the confines of the old and
new body. In all these events the beginning
and end of life are closely linked and
interwoven, 5!

This liberation of the body through the equation of all its
features is also a prominent feature in all three plays by lbn
Daniyal. With that juxtaposition of profenity and the norm, Ibn
Déniydl's world does not reject the established etiquette but
enriches i{t, shuffling the hierarchy list and giving equal
importance to every human act. |t does this through laughter,
which thus acquires a functional value and creates an atmosphere
in which nothing is taboo and static but everything is fluid and
chengeable. in Bakhtin's view,

laughter purifies from dogmatism, from
the intolerant end the petrified; it
liberates from fanalicism and pedantry,
from fear and intimidation, from
didacticism, naiveté and illusion, from the

S1Bakhtin, Rabelais, 317.
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single mesning, the single level, from

. sentimentality...it restores this ambivalent
wholeness. Such is the function of leughter
in the historical development of culture
and literature 52

4.Popular or Courtly Entertainment?

Much ink has been spilled on whether the mediaeval shadow
theatre was a courtly or popular entertainment. The arguments
have usually been construed either on the basis of language and

form, or on the basis of historiographice! writings. Says Cachie:

The answer is to be sought in a wider
phenomenon: the coexistence in Arabic of a
"high” literature, which for many centuries

. as conservative, formal and tied to a
classical idiom magnificently developed by
pre-islamic poets and hallowed by
Scriptures, and of more popular forms of
self-expression couched in local dialects,
less stable but also more varied and more
immediately relevant to the concerns of
the common people. These latter forms
embrace what in the European tradition is
known as folklore; but their reech is
somewhat wider, in that they sometimes
found their way into the courts of the
mighty and the circles of the learned, some
of whom, indeed, have been known to
contribute to them; but when not actually
despised as corruptions of 8 higher
tradition, they were looked at best as
entertainment.... The corpus has, therefore,
gone largely unstudied and such pieces as

. S2ypia, 123.



were written down were usually first
recast into the ‘literary’ lenguage. Only
when they gave rise to imitations in the
'high’ style did they pass into the literary
canonh. The dramatic presentations we have
noted all belonged to the realm of popular
art, end |bn Daniyal's plays appear to have
been an attempt to bring them into
conformity with the éiite,S3

For Badawi too, the shadow plays were staged both for the
elite as well as for the masses. His conclusion is based on
historical sources primarily.54 Kahle, on the other hand,' argues
that Ibn Danjyal’'s poetic sophistication could relate only to the
educated and cultured members of the society.5S While | agree
with the view that both of these criteria offer sufficient
evidence to support eny of the advanced arguments, | believe that
we need to develop a more systematic and comprehensive
spproach which could reconcile or modify alt these views,
Because | am concerned here primsrily with the dramaturgy of !bn
D&niydl's shadow pleys, | intend to approach the issue through a

content anelysis of their different dimensions.

S3p, Cachia, "The Theatrical Movement of the Arabs.” MESA Bulletin 16 (1982),
1.

S48adawi, "Medieval Arabic Drama,” 84.

SSKahle, “The Arabic Shadow Piay,” 23..
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To discuss this, | will rely on the criteria developed by
authors such as Van Erven,36 Goodiad,57 BristolS8 and McGrathS9 |
. believe that their application may allow for a8 more systernatic
evaluation of all artistic elements which constitute & shodow
play.

However, as Bristol aptly points out, the process of
specifying what is meant by popular or plebeian culture is rather
delicate and difficult.s® If, in the case of mediaeval Islam, we
accept the two sharply distinguished categories of the ¢camma
and the khassa, which, in spite of the existing imprecision to
account for their complexity, refer to two different strata within
the same socio-political structure, then we have to understand

what cultural manifestations characterize each of them.

And if, indeed, we accept that the shadow play, particularly
the one represented by Ibn D&niydl, pertains to the popular
culture, then we have to deal with at least some of the following
questions: one, does this theatre represent an organized social

experience which informs about & social structure, and

S6E. Van Erven, Radicel People's Theatre (Bloomington: Indiana Univeristy
Press, 1988).

S7). 5. R. Goodlad, A4 Sociology of Populer Drame (London: Hefnemann, 1971)
S8M, Bristol, Carnivel and Theetre (London: Methuen & Ltd, 1985).

59J. McGrath, A Good Night Out. Populer Theatre: Audience, Class and Form
(London: Eyre Methuen, 1981).

60Bristol, Carnfval end Theatre, 5.
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particularly the morel relationships between individuals? Two,
what kind of setting does it have and what kind of audience does
it recruit? Three, are there provisions of historicel insights into
its socio-political predicament? Four, does it rely on forms and
elements of contemporaery popular culture (e.g. dialects, popular
stories and legends, etc.)? And five, because laughter is almost
always employed to attract non-theatre audience, does it link
{tself to specific politicel circumstances in a humorous way with
the intention of demystifying the status quo and offering
alternative possible worlds as inputs for change?6! | believe that
a thorough consideration of all these questions can pave the way
for a better examination of the embedded culturel practices and
expectations, define more comprehensively the concept of popular
entertainment, and enable us to identify the channels of
communication between Ibn D&niydl's shadow play and his

audience.

Such, in brief, are the theoretical frameworks by means of
which | hope to contribute to a more thorough analysis of Ibn
Daniyal's plays and some aspects of the genre of shadow theatre,
It has to be emphasized, however, that these frameworks are
deeply intertwined and cannot be adopted through mutual

exclusiveness. Their respective relevance has been introduced in

61These criteris, which have to be further elaborated in the course of the
snalysis, are derived from Goodlad , Sociology, and Van Erven, Radical People’s
Thestre.
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separate terms, but their combination is what can contribute

towards & panoramic elucidation of Ibn D&niyadl's piays and their

context.



. Chapter Two

KHAYAL AL-ZILL : FROM A THEATRICAL TO AN
ALLEGORICAL FRAME

Let us consider this wheel of
heaven in which we move

As If 1t were a shadow play:
The sun is the candle, the
world is the lantern,

And we, like the images
revolving on its walls,

(CUmar Khayyam)!

In the section on Direct Vision of his book on optics, Kitab

al-managir, |bn al-Haytham (d.430/1039) observes the following:

And so [does] the eye, when it perceives the
piay (kheyd! ) that appears from behind the
screen and that [consists of] figures which
the presenter (mukheayyil ) moves in a way
that their shadows appear on both the wall
behind the screen and the screen itself. The
eye perceives these shadows from the
other side of the screen. It will think that
they are bodies and animals in motion, if
the intellect of the viewer does not
determine that they are mere shadows, i.e.
if it does not notice the figures moved by

. lRm‘:g‘-‘l‘ No. 101 in Omer Hayyem, ed. A. H. Celebi (Istanbul: Varllk Yayinlerl,
1954).



the presenter fn such a wey that the cast
shadows are theirs,2

Ibn al-Haythem's observation is clearly the observation of a
shadow play, and his reference is, to the best of our knowledge,
historicelly the first which explicitly demonstrates the
swareness of this performaence art in medieeval Islam. While
describing the technique of the shadow play and the way it
relates to the eyesighi, Ibn al-Heytham indirectly highlights its
mimetic process and arques that it is the shadows of the figures
which the perceiver is supposed to register and understand. The
failure to do this shows a degeneration in the eyesight and error
in cognition (wa idhd adreke al-bssar al-azldl wa zannehd
hayawd&nst wa ashkhasan, fa huwe ghalit T [m&hiyyst] tilke al-
hayewanat wa tilke al-ashkhds, wa al-ghalal T [m&hiyyet] el-
mubsir huwa ghalat T al-macrife). 3

Ascribing this cognitive function to vision is a step beyond
the mere mechanics of vision. The physiceal process of grasping an
image is intertwined with the metaphysical, eand even though Ibn
al-Haytham does not overtly comment on this, his choice of the

shadow play as an example of the dynamics between two steps in

2{bn al-Haytham, Kit&b al-mandzir, ed. A. 1. Sabra (Kuwait: The National Council
for Culture, Arts and 'etters, 1983), 3: 6, 408.

31n the critical edition, the recding of mahiyyat is m&'fy&t, which does not
seem plausible to me. If read as mahiyyat, the statement implies thet the error
in perception of the shadows by mistaking them for animals and persons would
lead to the misunderstanding of the nature, or quiddity, of these animals and
persons, Unfortunately, | have not had access to the manuscript itself so |
cannot advance my argument beyond this speculation.
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the perception of reality corresponds greatly to the subsequent
employment of an allegorical frame through which this duality is
identified.

Chronologicelly spesking, the first instances of such a
tropicel usage, after Ibn al-Haytham, occur in the early
fifth/eleventh century, stretching through several centuries and
permesting different genres of creative writing. It would be
inaccurate to say that the shadow play was a ubiquitous metaphor
in mediaeval Muslim writings, but the significance of its even
sporadic employment bears on two issues: one, it affirms a
relative popuiarity of this performance art in the period
somewhat prior to, or current with, the period in which such a
metaphor was coined. Two, it shows that some of the most
prominent thinkers found in it, not merely ornamentally but
conceptually, a powerful way to explore certain sets of relations

that they discussed in their writings.

If we set off from the postulate that Islam, like 8ll other
major religions, is grounded in a network of root metaphors
which relate to various aspects of the human situation,4 then a
question arises with regard to the introduction of new metaphors
within that network: how and why do they come into being? The
metaphor in this case -- the shadow play -- evidently rose from

the theatre genre, but only after being stripped of its theatricity.

4see D. Tracy's essay on "Metaphor and Religion,” in On Metephor, ed. S. Sacks
{Chicago: University of Chicago Press, 1979), 89-104.
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It lost its content, but retained its form. It became a vehicle
whose function was to disclose a formal similerity between two
phenomena: shadow play and phantom-like existence of this
worid. Its chronotope, even if not fully forgotten, lost its
particularity, and the metaphor acquired a dimension of
generality which could be applied to a different set of human

circumstances. Viewed in more theoretical terms,

there is elrmiust unbroken continuity
between a single or micro-metaphor, @
sustained series of metephors (the
métaphore filée ), a metaphor theme, and
finslly the model or paradigm (a property
of each and every fictional and indeed
doxological -- e.g. scientific -- text)... If
both metaphorical and narrative text entail
[Possible Worlds], then the main
differences between a single metaphor and
a fictional text would have to be
correlative to the latter's quite different
articulation.s

Though this explains the common points between different
forms of metaphoric expressions, it still leaves us with the
question of innovativeness and originality brought about with the
metaphor of the shadow play. Since we are here dealing with the
same action -- i.e. producing 8 shadowplay, -~ understanding the
difference between doing so for the purposes of a stage
performance on the one hand and a rhetorical demonstration of
resemblance between two phenomena on the other, calls for

looking for additional clues. In that respect, it appears useful to

Ssuvin, “The Chronotope, PW, and Nerrativity,” 34.
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consider the features of the shadow play which may have
rendered it transposable from the level of performance art to the
level of metaphor. The major one that will be examined here is
the semantic scope of the term khayg! ai-gill, for that can
disclose certain subtleties which both differentiate and link the

two modalities of the shadow play.

1. Khdla, khoydl, elc

Kh--y--1 1is a root that occupied plenty of space in the
writings of mediaeval lexicograephers. Its different forms were
used as 8 part of technical terminology for a number of
disciplines. It is primarily in literary and philesophical writings,
however, thet this root acquires well defined semantic frames. In
Lisa@n sl-Carab, the verb khale stands for "to imegine, or to fancy

something,” like zenns, sometimes even calima:

A person acts with regard to something
fancied (mukhayyel) , thet is, you make
someone imagine things you liken for him
(kheyyalta), which is fancy not certainty. ...
Sometimes khiltu stands for calimiu... A
cloud may be called khal. ... Al-sahdb al-
mukheayyil is that which makes you believe
it will bring rain. When you want to say
that the sky is cloudy, you say akhalet. ...
Akhyalna and ckhyelat, khayyalat,
takhayyslat sre used to mean “it was
yuing to rain, there wes thunder and
lightning,” but after it rains the
implication of "make believe” is no longer
there. ... Al-khayal is everything one sees
as a shadow. Likewise, the reflection of &
person in the mirror, or one's apparition in
sleep, is the image of one's figure (sdrat
timth&lih), or when something passes by
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you resembling & shadow, all thet is

kheydl, as they say, "en spparition
manifested itself to me."6

In another major mediaeval lexicon, T&j a/-Cerds, khaysdl is

further explained in philosophical terms as

a faculty that preserves that which the
sensus communis (al-hiss el-mushtarak)
perceives from the forms of objects of
senses after the material aspect has been
absent, in such a manner that this common
sense views these images whenever it
turns towards the sense; it is the treasury
for the sensus communis, located in the
foremost portion of the brain. 7

Curiously enough, when discussing the derivative khayal,
neither of the two lexicographers includes the meaning of a
performance art. Nonetheless, as Moreh points out, a number of
eariy sources indicate that the term khasyal had been in usage to
denote live performance. Until the fifth/eleventh century, Moreh

argues, khaygd! was interchangeably used with hikdys and lecbad

6See Ibn Manglr, Lisdn al- Careb (Beirut: D&r ol-tibd¢ we al-nashr,
137571956}, 11:226-233.

7See Al-ZabTdT, T&j al-Cerls (Kuwait: MaibaCat hukOmat al-Kuwalt,
1385/1965), 7: 313-316. This is a compressed definition of this faculty that
Ibn STnd discusses in deteil in his Kitab al-shifd’. Another interesting festure
that Ibn STnd attributes to kheyd! (phantasis) is ils abllity to preserve an
image only as the image is, becouse it has no power of alternating images in
the way that intellect does. See F. Rehman (ed.), Avicenne’s De Anime (London:
Oxford University Press, 1959), 190. |bn STn&’s elaboration on khayd! ond its
associative terms tekhayyu! and mutakhayyile in relation to the process of
symbolization and prophelic intellect will not be discussed here.

85ee Chapter 7 of his book Live Theatre, as well as the article “Live Theotre in
Medieval Islam.”
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. Indeed, many writings indicate that there was a common
understanding of such a usage until the time khays! was paired
with 27ll and subsequently accepted to mean the shadow play.
For example, in Kitdb al-diydrat by al-ShabushtY (d.386/998), a
passage relates the following anecdote concerning the €Abbasid
poet Dicbil:

One time Dic¢bil said to the effeminate
¢cAbbada : "By God, |11 ridicule you in
satirel” He responded: "By God, if you do so,
I'll  expose your mother in khaysgl |
(wallghi, e in recalte, le ukhrijenna
ummek T al-khayél )."9

In the footnote to this pessage, the critical editor of the

text, K. CAwwad, citing al-Baghdadl's (d.322/934) book al-Ajwaba

. al-muskita, gives a variant to this expression, which is
attributed to the Umayyad poet Jarir. It goes:

Jarir recited some poetry. An effeminate
man {el-mukhannath) exclaimed: "Woe
unto me, oh daddyl” [People] said to him:
"Shut up, woe unto youl This is Jarir!" He
asked: "wWhat could he do to me? If he
mocks me in satire, I'll expose his mother
in a hikdya1"10

As for khayal, “Awwad erroneously remarks that by it al-
Shabusht? meant "tayr al-khaysdl , or what is known as kheyal al-

g111, a genre of theatrical performances put up by 8 mukhayil

SAbG Hosan s1-Shabushil, Kitdb al-diydrat, ed. K. CAwwad (Baghdad: MatbaCat
al-MaC3rif, 1951), 119,

. 104pid, note 4.
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behind o curtain."!'! As Moreh aptly points out, quoting an
identical snecdote where /acbe replaces khaydl end hikdya, the
three terms appear as synonyms, all bearing the mesning of 2
mimetic performance.!2 Hikdye seems to be the oldest term
among the three since it appears in the earliest available
sources, although as of the eleventh century it mainly stood for a
'written genre'!3, This term was also used by Matt& b, YlOnus
(d.328/940) in his translation of Aristotle's Poetics, for it most
closely came to his understanding of mimesis. |bn STna too uses
the term muhgkat in the meaning of mimetic representation,
while the term tekhyr! stands for "the mental process by which
the poet can cause his mimetic representations to be imaginative,
effective, and creative."14 Al-Jghiz (d.255/868) had ealready
explained the meaning of hak@ in Al-bayén wa al-labyin, as the

process of facial and gestural imitations.!S

That hikdye could be used as an alternative to khayéal is also
suggested in the following passage of al-Maqrizi's (d.845/1442)
Khitat where the suthor describes the cernivalesque celebration

of the pilgrimage to the Prison of YUsuf in 415 AH.:

114p1d, note S.

12 Moreh, “Live Theatre,” 568.

13 Moreh, Live Theatre, 124,

14y, Cantarino, Arabic Poetics in the Golden Age (Leiden: E. J. Brill, 1975), 82.

15A1-J8hiz, Al-baydn wa al-tabyTn (Cairo: D&r al-maCrifa, 1288/1968), 69-70.
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The Commander of the Faithful spent
there two days and two nights until
performers went back to the prison with
tamathll hikéy&t and sam@jgt. He laughed
at them and found them witty. He returned
to his palaece on Wednesday the 13th, The
people of the street stayed for two more
weeks, roaming around the streets with

-] gLhTl, and going up
to Cairo so that the Commander of the
Faithful could see them. Then they went
back with a written record which allowed
each of them to come and go. On Seturday,
fourteen deys before the end of Jum&da al-
018, they entered the Prison of Y@suf,
passed through the streets with hikdydt,
sam3ajgt, and tamathil. On thet dey people

did not attend their jobs and businesses.!6

G. Wiet, the editor of the text, remarks in the footnote that
the khayal! in question are the shadow plays, end so does
Quatremeére in his translation of the same text.!7 In their view, as
in the view of almost all other scholars of the shadow play
preceding Moreh, khaygi, when agpearing alone, was taken to be a
shortenled version of khaydl al-zill, and so, little attention went
to the examination of other etymological possibilities. Another

example of such an understanding is von Grunebaum's translation

of 1bn Khallikan's (d.681/1282) description of the first mawlid

16A1-Moqrizl. Al-MawdCiz wa al-iCtibar T dhikr al-khitat wa al-8thar, ed. G.
Wiet (Cairo: n.p.,, 1923), 4. 9-10. Emphasis mine.

17€. Quetremare (tr.), Histoire des Sultens Memlouks de I'eEgypte (Paris:
Dupret, 1837), 1: 152-53,, where he translates them as "the Chinese shadows”
(les ombres chinoises ). A. Mez too, when commenting on this passage in his Die
Renaissence des Isiéms (Heidelberg: Corl Winters Universitadtsbuchhandlung,
1922) translates khayd! as shadow play (Schattenspiele), 399.
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celebration organized by Muzaffar al-DTn Kokburu, Saladin's

brother-in-law and the governor of Irbil (southeast of Mosul), in
S86/1172:

On the first day of the month of Safar,
these pavilions were decorated in a most
splendid manner; 8 choir of singers, 8 band
of musicians, and a troop of exhibitors
were established in each; not a story being
left without a company of these artists.
During the whole period all business
remained suspended, and the sole
sccupation of the people was to smuse
themselves and walk from one band to
another. These pavilions were erected on a
line from the gate of the citadel to the
entrance of the (SUfT) convent near the
hippodrome, and every day, after the Casr
preyer, Muzaffer al-Din wenl forth and
stopped at each pavilion successively,
listening to the music, and emusing
himself with looking &t the Chinese
shadows [erbgb al-kheydl ) or whatever
else might be going on.!8

Moreh rightly underlines the technical problems in
interpreting both al-Maqr7zi's and Ibn Khallikén‘'s khaydl s 8s
shadow plays: that is, if we recall Lane's remark that the
technique of kheayél el-zill allows only for performances et

night,'9 then it is only safe to assume that the khayd! in their

186, E. von Grunebaum, Muhemmeden Festivals (London: Curzon Press, 1976),
74.

19w, E. Lane, An Account of the Manners ond Customs of the Modern Egyptiens
(London: East -West Publications, 1978), 385-686. He says: “The Puppet show of
“Kara Gyooz" has been introduced into Egypt by Turks, in whose language the
puppets are made to speak. Their performances, which are in general extremely
indecent, occasionally amuse the Turks residing in Cairo; but, of course, are
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texts refer to another form of live performance.20 To Lane's
remerk | would add an indoors/outdoors criterion because,
technically speaking, it is sufficient to have - derkened room for
o successful staging of a shadow pley. However, both examples
cited above cleearly indicete that the performances were held

outdoors.

Thet kheyd! is not elways an abbreviated version of kheyal
al-zill 1is also alluded 5 in a passage found in Ibn Hijja al-
HemawT's (d.838/1434) Thamarét al-awraq in which the author
relates an anecdote about the snadow play performance at the

Ayyubid court:

This resembles what a/-Q&JT al-Fadil said
when the sultan a81-Malik al-Nasir Salah al-
DTn brought to his castle a _performer of

.&aay_au_m_ejn,_&b_wguLﬂLL for the Qadr
to be entertained. But al-Fadil stood up to

leave when the performer began. Al-Nagir
said to him: “If it was forbidden, we would
not attend it." Since he had been in al-
Nagir's service even before the latter took
over the Sultanate, the Qadr did not want
to create trouble so he sat until the end.
Al-Malik al-Nasir asked him what he
thought of the performance and the Q&gdrT
answered: "I thought it was & great lesson.
| saw dynasties come and go. And when the
curtain went up there was but one mover. *
And so, with the help of his eloguence, he

not very attractive to those who do not understand the Turkish 1anguage. They
are conducted in the menner of the ‘Chinese shadows,’ and therefore only
exhibited at night.”

20Moreh, Live Theatre, 127.
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produced something serious out of
something so petty.2!

The synecdochical qualification "al-kheydl, ecnl, khayédl al-
g111," would somehow appear superfluous, if khaydl stands, or
may have earlier stood, for different kinds of live

performances.22

Such examples demonstrate the need for & lexical
segregation of the two terms, khaydl and khaygl al-gill, et least
in certain periods in the history of performance arts, and for a
call for a more rigorous analysis of the early sources. Indeed,
Teodor Menzel has written that the word kheyadl caused him great
confusion, leading him to believe that more thorough studies of it
should be pursued.23 Most of the time, however, the semantic
ambiguity related to the term khayé! is not properly elaborated,
and discussions of it are based on circumstantial evidence

deriving from individual examples.

| find Moreh's arguments quite coherent and insightful
regarding this issue, though | believe that more space should be

given for the creation of a more subtle sementic link among the

211bn Hijja al-HamewT. Thamerat el-awrdq (Beirut: D&r ol-kutub ol-
Ciimiyya,19863), 1:47. Emphesis mine.

22poreh gives s series of other examples of the kind, but | believe thet this
suffices to show that the discussion on the semantic scope of khayd! fn the
history of performance arts is far from being over

237, Menzel, Meddéh, Schettentheeter, und Orte Ojunu (Preg: Orientalisches
Institut, 1941), 14.
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existing variances of khdla. Although agreeing in general with
Moreh's reinterpretation of the textual occurrences of khayél, |
think that his method has alienated the meanings of the two
terms, rether than bringing them claoser. As 8 result, his
discussion implies that kheydl, with its meaning of live
performance, was accidentally paired with al/-ziil, as any of its
synonyms could have been. However, the fact that the term for the
shadow play Is khaysdl al-zill, rather than Jacbat al-giil, for
example, appears to be more than accidental. In many respects,
the two words semantically lean towards each other, as the
lexicographers quoted above show: they both readily associate
khayd! with zill, (al-khayal 1i kull shay' targhu ka al-zill; also,
wa rubbama marra bika al-shay' shibhe al-zill fa huwe khayégl),24
though, admittedly, they mention no fixed terminology which

places the two words in a specific correlation.

In 1ight of this, it may be useful to examine some early
sources so as to distinguish the reasons behind the semantic
association of khayal with al-2ill, in addition to the typological
one elaborated by Moreh. Doing so can in turn help us determine
more easily the grounds for the coinage of the metaphor “life is a

shadow play.”

To begin with, in the cases of both lexicographers quoted
above, it is implied thet kh&la eand its derivetives relate to

deceptive images conjured up in one's mind. But, as Cantarino

24 158n, 244,
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observes, it is important to understend that these illusfions ere
not a product of falsely applied premises, nor do they refer to
groundless expectations. They are rather expectations based on
the signs which ere manifested in the external world and which
confront the observer in the manner thet plausibly and logically
evokes such expectations.25 This may be one of the principal
reasons why the metaphor of shadow play proved to be so
attractive to the philosophical and mystical writers. For, unlike
onefric images or images invoked by certain psychic experiences,
the illusions created by kheydl! do not result from the
transgression of known physical processes even though their main
characteristic is fllusion. They imply that our perception of the
world is illusive because we are phantasmagorially deceived by
an image that confronts us, which leads us to conjure up @

defective, and thereby inaccurate, perception of the world.

In classicel Arabic poetry, the leitmotif of kheyd! recurs in
8n unbroken continuity, as the apparition of the poet's beloved
which manifests itself to him during the night rests of his desert
journeys. Though there seem to have evolved some conceptual
transformations of this motif at different stages of the poetic

tradition,26 its basic feature, that of a "vision” or an "apparition”

25cantarino, Arsbic Poetics, B1.

26 good study of this subject matter is R. Jocobi's article "The Khoyd! Motif
in Early Arabic Literature,” Orfens, 32 (1990), 50-64. Contrary to most of the
scholars who view khaydl as a static entity, she argues that the advent of
Islam and the subsequent changes in the socio-politicel structure of the
community led to the usage of this motif as "o sort of a mould, into which
different conceptusl and emotional contents are cast, in sccordance with
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which affects the concuptual frame end consequently tho
psychologicel makeup of the poet to whom il is manifested, is
never lost. In many respects, khaygd! functions as a mirage,
though not in scientific but poetic terms: it illusively brings the
image of the poet's beloved, whom he has left before embarking
on his journey through the desert, closer to him. Says the poet i{bn
CAbd BanT Hashés:

aleamma khayglun €ishg'an we t8rg
wa lam yekun idh tara illa khtitara.

A khayal visited me at night and moved about,
but when it moved about, it was only in a flash.

Similarly, al-Buhtdry writes:

fa lastu bi nazilin il1a alammat
bi rahit aw khayalatuh& I-kadhibu.

And whenever | halt , she visits my lodge
or her false apparition.

and so does another poet,

ekhun, 18 akhen IT gheyruhu, ghayra annent
ks raci 1-khayali yastatifu bila rikrr.

Brother, | have no brother but him, yet | am
like the observer of an apparition made to wonder with no
thought.

Likewise, Ibn €Abd al-Harith expresses his experience of the

nightly visits of his beloved one:

individual or collective needs of expression,” 62. The meaning of kheyd! thus
changes from “apparition” in the pre-islamic times, to "a pleasant dresm” in
the Umayyad times. Also, see W. Heinrichs, “Die antike Verknpfung von
phantasia und Dichtung bei den Arebern” ZMDG, 128 (1978), 252-298.
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f& hahadtu enzuru ma 1-khaydlu rfa ra canT
wa ]-Caynu ghayru hadTthatin bi ghirarT
fara'a lahd shebahen wa layse bi €arifin
jidden wea laysa bi mume€ini 1-inkarT.

| rose, in order to see what the khayd! was, and it frightened
me,

while my eyes were still heavy from sleep.

Then he saw a likeness to her, but he was not sure,

nor could he for certain deny it.27

Later, in philosophical writings, we observe a wide and
diverse spectrum of khala derivatives being used. They all had a
common element due to the recurrence of the same understanding
of delusion that khdle denotes. However, it must be emphasized
that such derivatives were employed primarily in the discussions
on "the poetic process, more than in aesthetic or rhetoricel
evaluation of poetic compositions."28 These discussions were
carried out by those mediseval Muslim philosophers who
attempted to write e commentary on Aristotle’s Poetics and who
established consequently a fixed terminology in which the root
kh-y-1 played a prominent role.29 Thus, from al-Farébi
(d.339/950) to Ibn STné (d.428/1037) and I|bn Rushd (d.595/1198),
the tendency was to attribute to the poetic discourse the purpose

of creating sn emotioneal, 8s opposed to a ratlional, effect

27The tirst and the fourth examples are taken from Jacobi, “The Khay&l Motif,”
56-7; the second and the third from Lisan, 234-5. They are also quoted In T4/,
314-5,

28cantarino, Arabic Poetics, 81.

29) must underline here that my discussion will avoid the delicate and
challenging subject of theories of intellect in which tekhayyu! and
mutakhayyile play important roles.
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(Aristotle’s empathy). The instrument for that was takhyll --
mimesis, -- thanks to which the poetic discourse was to avoid
the tyranny of lie vs. truth trials end gain flexibility for an
interplay of different leveis of reality, Lie and truth are then
rhetorical categories which have no place in the poetic discourse,

for mimesis appeeals to will, end not to intellect. Says Ibn STna:

The imaginative discourse (al-qew! al-
mukheyyil) is the one which cen influence
the soul to the point that it will rejoice or
be anguished by something never before
seen, thought of, or chosen. In short, the
soul will be affected psychically, not
fntellectually, whether or not what {s said
corresponds to reality.3°

Similarly, the great literary critic al-Jurj&nT (d.471/1078)
undertines the impossibility of a logical verification of

imaginative concepts:

The imaginative category (si-gism al-
takhytiT ) is that of which it cannot be said
that it is true and thet what it affirms is
firm and what it negates is negated.3!

It seems that the different forms of khdla that have been
elaborated on in different disciplines have never detached
themselves from the semantic cluster in which "fancy,

imagination and phantasy,” carry the greatest weight.

30A, R, BadawT, Aristutdlis: Fann al-shiCr maC al-terjema al-qadima wa shurdh
ol-F&rdbT, Ibn STn& wa lbn Rushd (Cairo: D&r al-fikr, 1953), 161, Cited in
Cantarino, Arabic Poetics, 85.

31CAbd e1-QBhir ol-Jurj&nY, Asrdr el-baldghs, ed. H. Ritter (Istanbul:
Government Press, 1954), 245,
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Notwithstanding the imminent nuances and slternations of the
meaning due to different ideologicel and historical contexts, o
lexical consistency cen be discerned. Heinrichs aptly points out
this consistency when attempting an eariy semantic definition of
the term khaydl. His argument is that the original understanding
of an immaterial and deceptive image found in poetry was never

asbandoned in the later philosophical discussions, just somewhat
modified.32

ay of D €SS 8

It would be too ambitious to present the complexity of the
metaphor of light in Islam in such a limited space, but reviewing
some aspects of it may help the interpretation of the concept of
shadow for the purposes of the present discussion. From
numerous Qur'dnic verses eamong which slrat al-ndr (no. 24) is
perhaps the richest one, to Suhrawardi's (d.587/1191) hikmat al-
ishréq, the metaphors of darkness and light cut through the very
core of Islamic intellectual history. Thet "God is the Light of the
Heavens and the Earth” (24: 35) becomes the guidance towards the
spiritual and philosophical understanding of cosmic realities.

Says SuhrawardT:

The Essence of the First Absolute Light,
God, gives constant illumination, whereby
it is manifested and it brings all things
into existence, giving life to them by its

32 Heinrichs, "Die antike Verknipfung,” 264-65.



rays. Everything in the world is derived
from the Light of His essence and all
beauty and perfection are the gift of his
bounty, and to attain fully to this
illumination is salvetion.33

Of course, theosophy of light is not unique to Islam: the Magi
and Zoroastirian traditions thet greatly inspired SuhraweardT, for
example, indicate that there indeed existed a historical
continuity of this concept which |slam has incorporated in the
network of its own premises.34 The ubiquity of this metaphor,
however, does not suggest its uniformity, primarily because of
the implied polarity with the metaphor of darkness. Actually,
these two concepts are often two sides of the same coin, and
despite the fact that the concept of light was intrinsically
elaborated in Islamic cosmology, the polarization remained: light
(nQr) as clerity, knowledge and faith versus darkness (zulma) as
obscurity, ignorence and blasphemy.35 Therefore, one cannot speak
of alternative interpretations of the metaphor of light --in the
sense that light hes alweys stood for a positive force-- but cf its
exclusion or inclusion of the suggestive tension with its
fnexorable opposite, darkness. In Suhraward?'s statement above,
for example, the interplay of darkness and light determines the

ontological stetus of a being: its level of purity and

331n s. H. Nasr, Three Muslim Sages (Cembridge: Harvard University Press,
1963), 69.

34ror this subject, @ useful study is Chapter 7 in H. Corbin, Histoire de le
philosophie islemique (Paris: Edition Gellimard, 1964).

35 Al-JurjBnY, Asrdr al-balaghe, 61.
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enliightenment in comparison with the Absolute Light. Darkness
there stands for the lack of illumination, not necessarily for a
negative force, but it does present a inoving force towards its
own annihilation for the sake of the pursuit of the primordial
light,

Within this duality of darkness and light, the world of
shadows appears 8s a twilight zone, as something that cerries an
undifferentiated aspect which renders it volatile. Thus, Ibn

Manzlr quotes exemples where zill appears in several, reletively

inconsistent, meanings:

They 8lso say "the shadow of Paradise”
(zill al-janna), not “the shade of Paradise”
(fay’ al-jenna) because the sun there does
not elternate its shadow so that there
could be shade, though the shadow (zill) is
always there. ... Where there is no light
there is darkness, not shadow. ... There are
also His words:"We 1§ z-zillu wa la I-
harlru,” [Q.3%:21] the interpretetion of
which is that z/il here means Paradise (gl-
janna). ... Zill can also be synonymous with
leyl itseilf. .. It is also His sublime speech:
“Wa li-118hi yasjudu man IT s-samawali wa
l-ardi tawcan wa karhen, wa zil&luhum bi
I-ghuduwwi wa 1-8sali,” {Q.13:15] the
interpretation of which is that an
unbeliever worships a deity other than God,
but his shadow worships God, and it is als¢
said that zilgluhum (their shadows) means
askhasuhum (their personalities), but these
are variances in tafsir. .. One can also say:
“He passed by us as if he was the shadow of



a woif,” meaning that he passed by us so
quickly es if he was a swift wolf.36

in the first instance, shadow is attributed to Paradise, as
one of its conditions. It is contrasted with shade, which implies
the alternation of the sun's position with regard to Paradise, and
therefore a passage of time. Shadow then eppears as 8 "safer”
alternative: it is void of intrinsic consequentiality and can
therefore be identified with neutrality. In the second instance (Q.
35:21) it is synonymous with Parsdise itself, and later with
night, that is, darkness. In the third example, the interpretation
of the Qur'anic verse (13:15) is very interesting. It distinguishes
man from his shedow as the symbol of his “unconscious
personality™ while the unbeliever consciously venerates a god
other than God, his shadow appears as his hidden personality
which clashes with his ego and in spite of the latter bows to God.
One cannot but think here of Jungian analytical psychology where
the concept of shadow plays & vital role primarily because of this
continuous tension between the mind of the individual and the

latent, usually conflicting, aspect of his personality:

The shadow cast by the conscious mind of
the individual contains the hidden,
repressed and unfevorable (or nefarious)
aspects of the personality. But the
darkness is not just the simple converse of
the conscious ego. Just as the ego contains
unfavorablie and destructive attitudes, so
the shadow has good qualities --normal
instincts end creative impulses. Ego eand

36 1s8n al-Carab, 11: 415-420.
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shadow, indeed, although separate, are
inextricably linked together in much the
same way that thought and feeling are
related to each other. .. In some respects,
the shadow can also consist of colleclive

factors that stem from a source outside
the individual's personal life.37

And finally, in the fourth instance, the shadow’s intangible
and deceptive aspect is expressed as swiftness of motion. Such is
the example quoted earlier in which kheydl is similarly
understood as "something that passes by you like a shadow.” In al-
Jurjani's Asrar one finds a similar, somewhat more philosophical
metaphor, which also communicates the idea of swiftness
referring to the chengeability of this world: Al-dunyd gill z&'1]
(the world is & venishing shedow).38 Precisely because it is
essentially so light and evanescent (hence the expression kharTr
al-zill -- with a light shadow -- for someone likeable, andthaqf/
al-zill -- with a heavy shedow -- for someone repugnant),
shadow seems to be a very fluid and adaptable concept that can
easily be qualified with opposing attributes. It is 8 freguent and
diversely employed metaphor, and when used in combination with
khay@&l, it reinforces those conspicuously common points in the
meaning of both. Indeed, the term khayal al-zill sounds slmost
teutological, or even like a pun which merges and differentiates

several possible lexical applications.

37c. 6. Jung, Man end His Symbals (New York: Dell Publishing Co., 1964), 111
snd 174.

3BA1-JurjanT, Asrdr el-beldgha, 107.
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In the light of these semantic qualifications of the two
terms, khay&! end gill, | would like to return to Moreh's re-
examination of the etymology of the term used to denote the

shadow play, khaydl al-z{1l. He concludes the following:

(On the basis of the evidence presented
sbove] it has become clear that the term
khayég! means “live theeatricel
performance” and that kheydl! al-gill means
"shadow play,” end that the Arebs during
the medieval period had theatrical drama,
which developed from hikadye (mimesis)
into khaya! and lacbea. ... IbrahTm Haméde, in
his book Khayal &l-2ill we-TamthTliyyéat
Ibn Daniyal teiled to understand the term
khaydl as play, live-acting, or theatre, and
suggested that the term khaydl eal-gill
should be understood as zill al-khayal (the
shadow of figures). .. J. M. Landau, in his
erticle "Khaygl al-zill" in the new edition
of The Encyclopaedia of Islam, fell into the
seme error of Ibrahim Hem&da and
trenslated the term khayd! al-zill into
“shedow of fantasy."39

| agree that the scholars whom Moreh mentions have not
properly understood the dramaturgic terminology within which
the term khaydl hss been consolidated. However, | also believe
that Moreh himself has narrowed down the semeantics of the term
khayadl to the point that he loses sight of its richness which

renders Landeau’'s translation “shadow of fantasy” semantically

39Moreh, "Live Theatre,” 610 and 574.
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applicable. 4% On the one hend, in 8 comparative perspective,
Moreh's argument is quite logical: in most of other lenguages,
despite locel metonymic variances, there exists s generic neme
of "a play, or theetre, of shaedows" denoting this performance art:
Indonesian wayang kulit, Turkish gélge oyunu, Chinese ying h-si,
French thédtre d'ombres, etc. One can only expect the same in
Arabic, and Moreh's argument safely confirms it. On the other
hand, however, it seems that it is exactly the semantic richness
of the Arabic terms khayd! eond gzill, individually and in
combination, that calls for emphasis, not disregard. The merker
that sets the order of the denotative and connotative meanings
loses its fixed hierarchy, and the mere utterance of khayal al-zill
entails question marks as to its referentiality. These lexical
variations that are so successfully combined in the khaya! al-zill
construct, are drawn together by their accent on an elusive
featura of our perception. With it we express something
intangibie, something that mey or may not be true. Let us now see
how this semantic construct, when used as & trope, inspires a

particular line of communication.

3. Life is 8 shedow play”

The distinction between 8 metaphor proper, a8 simile, and a

parable will be made here only on the formsal level, becsuse, 8as

40Moreh himself transleted ~Babet Tayf el-khsy8l™ 8s "The Play of the
Phantom of the Shadow,” in “Live Theatre,™ 599.
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has esarlier been stated, | argue in favour of the acceptance of the
continuity between micro-metaphor and narretive texts on the
grounds that they both entail the creation a possible worlu.4! This
will help me bring closer the characteristics of these three types
of trope -- metaphor (istigrca), simile (tashbrh) and analogy
(tamthTl) -- that sl-JurjgnT has so masterfully elaborated in his
Asrdr al-baldgha, and which represent the ways the image of the
shadow play is used in mediaeval Islamic literature. Considering
al-JurjdnT's work i{s of greet significance due to his successful
balancing of emotional, rational and aesthetic processes, which

all prove essential in the study of the tropical shadow play.42

In his work el-JurjanT defines metaphor as a word which
has 8 basic meaning in a8 language but is temporarily borrowed by
an object other than its aoriginel one {hence its name in Arabic:

"borrowing” (isticgra) }.43 He furthermore says:

The method of a metaphor is the method of
ellipsis (al-kalam al-mahdhlif), so when
you go back to its basis you will realize
that the one who expresses it asserts

‘”Suvin, “The Chronotope, PW, ond Nerrativity;” also P. Ricoeur, “The

Metaphoricsl Process es Cognition, Imagination, and Feeling,” in On Metaphor ,
141-58,

42Ricoeur sptly points out at this necessity, end arguas in his "The
Metaphorical Process,” Lhatl there exists “a structurel enelogy between the
cognitive, imaginative, and the emotional componenis of the complete
metaphorical act and thet the metaphoricel process draws its concreteness and
its completeness from this structural analogy end this complementary
functioning,” 157.

43Al-JurjEnT, Asrér al-beldghe, 29 and 253. Ricoeur too argues that metaphor
as o process of prediceticn, rather than denomination. “The Metephorical
Process,”146.
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something sensible, correct and originating
in reason. ..{the one who uses il] aims to
establish such & similarity theat its

meaning concords with that which is being
predicated.44

However, metaphor for al-JurjanT remains outside the realm
of creative discourse, even though he goes in much detail to
explein its subdivisions and different modes. Metaphor is a
rational act aimed at a logical equation of two members, and as
such, does not invoive imaginative processes but pure depiction
from among obvious possibilities. In his discussion of simile and
anslogy, however, al-Jurjéni adds a psychological dimension to
the rational one, and thus cerries his arguments to the level of
tripartite effect (rational, aesthetic, and emotional). Simile is a
simpler version of compsarison, as it entails no additional

analysis: something round is likened to a ring, a rose to a cheek,
etc.45

Anslogy, on the other hend, and perticulerly its subcategory
parable, requires a more thorough perception and understanding --
or, as one would in present-dey terminology seay, de-
semantization and re-semantization. This process, al-Jurjani
argues, bears powerfully on the aesthetic, cognitive and
psychologicel makeup of the person confronted with such a figure

of speech. He sees the human mind as ecceptling with more

44 1ptg,, 253.

45)pid., 80-1. Al-JurjanT fails to see that these too are culturael categories,
and not matters of fact.
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confidence things it is about to learn if there is some familiar
comparison presented to it. Knowledge enters the human mind
first through the senses and natural disposition (ai-hawass wa
al-tibdc), and only later through speculation and reflection.
Therefore, the knowledge gained by means of the senses is more
closely associated with the mind and is thus more reliable than
the knowledge attained through mere speculation.46 As for the
aesthetic effect, we need to reach the understanding of things
compared, because the human soul is attracted to things which
appesr in an unexpected correlation. Through reflection the
harmony between seemingly different things will be creeated,
which will lead to both an sesthetic and an emotional
sotisfaction.47 And finally, it is important to mention another
kind of expression which al-Jurjan? discusses in the section on
metaphor and simile: the one in which the hearer is expected to
forget that there exists a metaphor, that is, accept the metaphor
in its literal sense. This, as will be seen later, wes also the
intention of certain writers who emplcgyed the metaphor of the

shadow play.

Bearing in mind al-Jurjani's basic theoretical premises
related to metaphor and its sisters, let us now examine the
examples of the shadow pley as a figure of speech on both

individual and more genersal levels. The different modes through

45pid., 108-9.

47 1b1d., 114-6.
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which the shadow play is presented are to be found in mystical,
philosophical, and literary writings, and almost all of them focus
on the vision of the world that fits the Islamic ethos . In that
sense, the differences in the genres of writing are just on the
formal level, while differences in the modes of expression are

best noticeable in the effects they intend to create in their
reader,

Thus, in his Kitab al-ekhlaq, |bn Hazm (d.456/1064) writes
the following:

what | have seen of this world | liken to &
shadow play, in which images are placed on
8 wooden wheel which revolves with great
speed. One group of images thus disappears
while snother appears, as generations
follow one another in the worlgd.48

The analogy that Ibn Hazm draws between the shadow play
and the temporality of this world is expressed in a very
straightforward manner. The analogy is suggested in the opening
words "I liken..,” stripping the sutsequent statement of any
conceptual enigma. He conveys his message through explanatory
remarks that lead him to establish the link between the esoteric
and exoteric The subsequent examples cited here will be certainly
more different in their exposition, but the significance of thic
one is its exploration of a philosophical dimension in the shadow

play. One major component missing in the example of |bn Hazm's

481bn Hazm, Kitdb al-ekhldq we al-siyar (Beirut: D&r ol-kutub al-Cilmiyye,
1985), 30.
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shadow play, however, is the puppeteer. It is unclear whether Ibn
Hazm was familier only with the type of shadow play which
excluded e puppeteer, or he did not mention him out of his own
choice. In either cese, the main point is that |bn Hazm did not
develop his analogy along the principle of the Mover, which
greatly affects tin: goel of the metaphor. As it is, the analogy is
confined to the most Lasic perceptions of the nature of our
existence: the birth-life-death cycle revolving rapidly. Thus, this
philosophical stetement of |bn Hazm does not move to the level of
any particuler discourse, as it is merely an observation that
places emphesis on the temporality of our presence in this world.
The metaphoricel khaydl al-zill of ibn Hazm can indeed be linked
closely to the basic semantic meanings of evanescence. Similar is
the imagery of the following verses in which, too, it is time
spent in this world that is commented on through ar. analogy with
8 shadow play:

Fad-dehru laysa bi d&'imin IT h&lihi,
idh shabbehlihu khayédile Zzillin khuyyila.

Time does not always flow in the same way,
for they compare it to the shadow play on stage.49

Al-Jurjani himself cites a similartamthil -- which
evidently enjoyed popularity -- and draws attention to the
difference in the aesthetic and psychological impact of the

phrases: "The world does not last or stay forever” (al-dunyd 1a

491bn S0d0n o1-BashbaghawT, Nuzhet al-nufils we mudhik al-Cebls (Cairo: n.p.,
1863), 61. Cited in Moreh, “The Shadow PLay,” 52.
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taddm wa la tebqgd) and: "[The world] {s & vanishing shadow"” (hiye
zi11 28&'11).

Another example of such a linear metaphoricel message is
al-Mindwi's verse cited in 8l-Nawdji's Halbal al-kumayt which

says:

Aralnd khaygle z-gilli we s-sitru dinehd
ra abdst khayala sh-shamsi khalfa gham&mT
talaCebu bi I-ashkhasi min khalfi sitring

kema 1a€ibat arcgluha bi enamr.

She showe2d us a8 shadow play with the curtain concealing her,
she presented the image of the sun behind the clouds,

She played with the figures behind her curtain,

as her doings played with men.S0

In this instence, however, the suggested analogy is more profane
and is directly contextualized. Earlier in the poem, the slave girl
who is presenting the shadow play is said to be beautiful {(bj
husnin k& zehri r-rawd), and liked for her enterteainment
(macshlqatu 1-lahwi). The association moves through a number of
assumptions that cannot be taken out of their context. They do not
relate to the transitory life but to something more profane that
derives from a sexuslly suggestive situation. However, the
parallel between this example and the previous two is precisely
on the level of immediacy asad hoc analogies that cerry a sirong

visual component but grant no ideological stance .

SOshams al-DTn al-Naw3jT, Halbat al-kumeyt (Cairo: n.p., 1938), 204; quoted
by Moreh, "The Shadow Play,” 52.
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Another type of metaphorical usage that is more persuasive
in cheracter, transgresses the boundaries of mere statement and
enters the sphere of discourse. Cruciel to this transgression is
the introduction of the puppeteer into the scheme of metephorical
presentation. The intrinsic relaetions change and the shadow play
acquires a defined resemblance to the cosmological order as
developed by Islamic philosophers around Aristotle’'s concept of
Prime Mover. This change of horizons implies 8 more elaborate
network of associations, as will be seen through severasl
examples. Let us consider first al-Ghazali's (d.505/1111) passege

in which the Prime Mover is implicilty introduced:

And you are like a boy who goes at night to
see a stringer's play (lacb al-mushecbidh)
who, from behind a curtain (hijab) presents
figures that dance, yell, stand up and sit
down. They are made of rags and do not
move by themselves but with the help of
fine strings of hair which do not show in
the darkness snd whose ends are in the
puppeteer's (stringer’'s) hands. He himself
is hidden from the sight of the boys who
enjoy and marvel at [this playl, thinking
that these rags can dance and play and
stand up and sit. But the learned ones know
that these movements are not self-
propelled. Yet they do not know how exactly
these movements are determined even if
they know some of it. Only the puppeteer
knows that because the matter is up to him
as the string is in his hands.3!

S1A1-Ghaz8IT, thyd' Culdm al-din (BUIEQ, 1279/1862) 4:122. Cited by Jacob,
Geschichte, 48; also, Moreh, “The Shadow Play,” 48,
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. Al-GhazdlT's gradual introduction of e cosmological scheme
reaches culminetion in the famous pessage of Ibn CArabTs

(d.638/1240) Al-rutihat el-mekkiyye , which deserves to be
quoted in Tull:

He who would like to know the reality at
which | have hinted in this matter should
consider the ‘curtain play' (kheydl al-
sitgra), its images and the one who speaks
through these images from the perspective
of the children who are at a distance from
the screening curtain that is fixed between
them and the presenter of the characters
who speaks through them. The same applies
to images in this world. Most people are
like the children that we posit; how should
they know from where the voice comes?
The children in this gathering are happy and
delighted; the heediess take it as
. amusement and enterteainment, while the
learned regard it as a tesson and know that
God has presented it only as a perable. Thus
a character that appears first on the stage
is called al-Wassdf (describer). He
delivers a speech in which he exaits and
glorifies God, and then he speaks about ail
kinds of images that will perform after
him behind the curtain. Then he tells the
audience that God has produced this as a
perable for His serveants to consider, so
that they may know that the relationship of
this world to God is like that of these
images to their mover (muherrik). In fact,
the curtain (sitdre ) is the screen (hijab)
that veils the secret of the foreordained
future among His creatures. In spite of all
this, however, the heedless consider it an
amusement eand entertainment, in
accordance with God's words: "Those who
consider their religion as amusement and
. enterteinment.” [Q.6:70] Then the Wesgaf



disappears. He corresponds to the first
humen being, Adam, peace be upon him.
wWhen he disappears, he i{s hidden with his
Lord behind the curtain of His divine
secret. God speaks the truth and gives
guidance to the right path 52

Notwithstanding the importance of this passage for the
historice! investigation of conventions in the genre of shadow
play, much can be said about the way the imagery is used for the
purposes of Ibn ©ArabT's pantheistic discourse. The analogy
between a shadow play and his vision of reality is carried through
the negation of the borders between the actual and the
hypothetical. The possible world of the shadow play is identified
with the actuel world, and Ibn CArab? reminds us not to follow
the heedless who would look for an aesthetic component in the
play: the play is only a parable which unfolds through the network
of its elements, each of which carries a function that refers to
the actual circumstance. The entire stage becomes the
cosmological order in such a manner that ibn ¢Arab7 removes the
original ludic frame and replaces it with an allegorical one,
inadvertently creating a8 possible world of its own. Thus, unlike
Ibn Hazm's analogy which conjures up one-directional, horizontal
movement of the world, the space of the possible world here
develops both vertically and horizontally. In the vertical scheme
there is a cosmological hierarchy where God is the Prime Mover

-~al-mubharrik, -- the Presenter -- wassdf, -- the first human

S2ibn CArabr, Al-futGhat el-mekkiyye (Buldq, 1329, republished Ceiro: D&r al-
fikr, n.d.), 68 (end of Chapter 317).
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being, the screen ~-sitdra -- divine foreordination that fis
inaccessible to humankind,33 and finally the figures --eshkhasg, --
which represent humenkind and thus come on the bottom of this
hierarchy. The vertical order is almost static, that is, the action
‘hot is carried out within its spheres is not crossreferential. it
is the horizontal order which is susceptible to movement and
therefore change, as the images elternate according to the
Presenter's movements. The macrocosm in Ibn €ArabT's passage
becomes 8 metaphor for God's omnipresence, and so does the
microcosm of the play itself. All phenomena flow into the same
ideological stendpoint. A strikingly similer line of communication
is achieved through the verses:
ra‘aytu kheyala z-zilli a¢zame ¢ibratan
1i man kéna T €ilmi I1-haq&'iqi raqr
shukhisen wa agwatan yukhglifu bacduha
Ii becdin wa ashkglen bi gheayri wiréqr

tejT'u wa tamdr babatan becda babatin
wa tarng jemr ¢an wa I-muharriku baqr.

| saw a shadow play as the greatest lesson

to those who excel in the knowledge of Truths
[I saw] figures and voices that oppose each other

and shapes that follow no unity
They come and go, play after play,

and they all vanish, while the Mover steys.24

S3Khayyam's verse “Nobody is sllowed behind the Curtain of Fate” conveys the
same vision of God's will. No. 314 in Gelebi, Omer Hayyam.

S41bn Shakir ak-KutubT, Fawdt al-wafaydt (BGlEq, 1283/1866), 1:248. The
difference in this metaphor is the absence of the Presenter (woassdr).
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However, in 8ll these schemes of metaphorical presentation
where God stands as the sole certainty and this world as nothing
but an epiphany, plenty of attention is concentratea on the
position of humankind. The muharrik remains, as the poet says,
and the elements thet are deducied from or added tos the
metaphorical vision of the shadow play depend on the technique
employed in the theatrical performance. Curiously, there is a
solid 1ink between the two, in which the performance oart and its
technicel variences stand as a prototype for new metaphorical

coinages. Thus, Khayyam (d. 524/1131) says:

we are the puppets and the firmament is the puppet-master,
In actual fact and not as a metaphor;

For a time we acted on this staage,

We went back one by one into tire box of oblivion.S5

Khayyam too asks us to transcend the realm of art to the
realm of "truth.” He too denounces art in the name of something
more real, asking us not to look for & metaphor in the play we
watch. However, though he does not mention & Mover, he
introduces the metaphor of “"the box of oblivion.” Its point of
departure is the box in which the figures are kept. In Ibn D&niydl's
text we are told that they are kept in baskets, not boxes. Hence
their name ashkhas al-safaf 56 Like Khayyam some decades
before him, Farid al-DTn CAttar too speaks of “the box,” calling it

"the box of unity.” In his poetry, the puppet master is accused of

SSNo.50 in The Ruba’iyat of Omer Khayysm, \rens. P. Avery & J. H. Stubbs
(Harmondsworth: Penguin Books Ltd, 1979)

S60pening lines of the first play, Teys al-khayal, Istanbul MS., fol. 1e.



destroying his beeutiful puppets, to which he responds that he
does so in order to free them from their temporary outward forms
oend return them to that box of unity in which no differentiation
can be made.57 The sixth/thirteenth century poet el-Bayrity
speaks of two boxes. Apparently, in one the figures are arranged
to be taken out and displayed by the puppet master, and in the
other they are laid down as they complete their roles. In that
double act al-Bayruti too sees the birth-life-death cycle, and he

reinforces his analogy by ascribing a metaphorical function to

esch of the boxes:

Arg hadhd I-wujdda khayégla zillin

muharrikuhu huwa r-rabbu I-ghararid
ra sunddqu I-yamini butilnu Hawws,

wa sundiqu sh-shemali huwae I-qublrd

| see this world as a shadow play,

its Mover is the forgiving God,
its right box is Eve's womb,

while its left box is the grave.58

Even when the mover is not mentioned, the metaphor of
"box” in a way cerries out a metonymic function, for the existence
of a box makes sense only if there is a presenter, or mover, who
will teke figures from it or put them back. It is the puppet master

who can give life to matter, or teke it away from it, that is, the

S7see Schimmel, Mystical Dimensions of Islem, 277-8.

S8Cited by Hamade, Khayd! al-Zill, 45.
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tripartite cycle commences and ends according to his movements.
However, there is an interesting varfance to this imagery of
Prime Mover, and though it s still in line with God's
omnipresence, it seriousty chullenges Islamic eschatology and its
dental of the resurrection of the body after death. These ere the
verses of the poet al-Mucellim, quoted by Ibn SatTd al-MeghribT in
his Al-mughrib IT hul&d al-Maghrib :

wara kheyédliyyun ka'anna izarehu

jadathun uqimea I-hashru min amwatihl
fa ka‘annahu €[sd yuqimu shukhdseha

we yuhillu fTh8 r-riha min kalimatihT,

A shadow pleyer appesared as if his screen was a grave,
resurrecling its deed,
as if he was Jesus, resurrecting its peonle
and breathing soul {nto them out of his words.59

what we encounter here is a total change of frames, in
which the screen is no longer the veil of inaccessible divine will
but the grave which testifies to humen mortality. The figures
that are displeyed behind it are static and frozen in time and
space, until the puppet master injects life into them through his
movements and words. This is cleerly a Christian religious
metaphor, deriving from the resurrection of Lazarus from the
dead (John 11: 1-44), that represents one of the most important
miracles performed by Jesus. The parable is reproduced at the
level of immediate visual experience, and thus discloses its very

persuasive theological purpose.

59 Al-MaghribY, Al-mughrib fT huld el-Meghrib (Ceiro: Wizérat sl-theqdfa,
1970), 4:121.
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70
. Finally, the most complex and comprehensive employment of

the tropical shadow pley is to be found in Ibn al-Farig's (d.
632/1235) Poem of the Way ( Nezm al-sullk, also Known 8sAl-
td'1yya al-kubrd). 1t is written as an allegory which creates a
network of associations among different elements of the play,

revealing the menifold meanings of the world:60

And be thou not all heedless of the play:
The sport of pleythings is the earnestness
Of a right earnest soul. Beware: turn not
Thy back on every tinselled form or state
Mogical: for in i1lusion's sleep
The shadow-phantom'’s spectre brings to thee
That the transiucent curtains do reveal.
Thou seest forms of things in every garb
Displayed before thee from behind the veil
Of ambiguity: the opposites

. in them united for a purpose wise:
Their shapes appear in each and every guise:
Silent, they utter speech: though still, they move:
Themselves unluminous, they scetter light.
Thou laughest gleefully, as the most gay
Of men rejoices; weep'st like a bereaved
And sorrowing mother, in profoundest grief;
Mournest, if they do moan, upon the loss
Of some grest happiness; art jubiiant,
If they do sing, for such sweet melody.
Thou seest how the birds among the boughs
Delight thee with their cooing, when they chant
Their mournful notes to win thy sympathy,
And marvellest at their voices and their words
Expressing uninierpretable speech.
Then on land the tawny camels race
Benighted through the wilderness; at sea

60| have used the antiquated tronsietion by Arberry from his The Poem of the

. Way (London: Emery Walker Ltd., Chester Beatty Monographs no.5, 1952), 68-
70.
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The tossed ships run amid the billowy deep.

Thou gazest on twain armies -- now on land,

Anon at sea -- in huge battalions

Cled all in maill of steel for valour's seke

And fenced about with points of swords and spears.
The troops of the land-army -- some are knights
Upon their chargers, seme stout infantry;

The heroes of the sea~force -- some bestride

The decks of ships, some swarm the lance-like masts.
Some violently smite with gleaming swords,
Some thrust with spears strong, tewny, quivering;
Some ‘neath the arrows’ volley drown in fire,
Some burn In water of the flaming flares.

This troop thou seest offering their lives

In reckless onslaught, that with broken ranks
Fleeing humilieted in the rout.

And thou beholdest the great catapult

Set up and fired, to smash the fortresses

And stubborn strongholds. Likewise thou mayst gaze
On phentom shapes with disembodied souls
Cowering darkly in their dim domain

Apparell-1in strange forms that disaccord

Most wiidiy with the homely guise of men;

For none would call the Jinnis homely folk.

And fishermen cast in the stream their nets

With busy hands, end swiftly bring forth fish;

And cunning fowlers spread their gins, that birds
A-hunger may be trapped there by a grain.
Ravening monsters of the ocean wreck

The fragile ships; the jungle-lions seize

Their slinking prey; birds swoop on other birds
Out of heavens; in a wilderness

Beasts hunt for other beasts. And thou mayst glimpse
Still other shapes that | have overpassed

To mention, not relying save upon

The best exemplars. Take a single time

For thy consideration -- no long while -~

And thou shalt find all that appears to thee

And whatsoever thou dost contemplate

The act of one alone, but in the veils

Of occultation wrapt: when he removes

The curtain, thou beholdest none but him,

And in the shapes confusion no more reigns.



And thou dost realize when he revesls

That in thy darkness thou wast guided by
His light to view His actions. Even so

| too was letting down the curtain of

The spirit's obscuration in the light

0f shadow as between myself and me,

That in my work creative now and now
Agein | might appear by slow degrees

To my sensation, to accustom it;
Conjoining to my task the play thereof
That to thy understanding | might so

Biring nigh targets of my far-off aims.

A mutual resemblance links us twain

In our two theatres, although in truth

The showman's case resembles not my own.
His figures are the media (with the screen)
Whereby his action is made manifest:

When he appears, they vanish and are naught,
So in its acts my soul resembles him;

My sense is like the figures; and :- ') screen
The body's vesture. So, when | removed

The curtain from myself, as he raised his,
So that my soul appeared to me unveiled.

The great importance of this poem foi- the historical study
of the art of shadow play will be discussed in the following
chapter, with the emphasis on the rich thematic spectrum that
Ibn al-Farig chooses to display. Much cen be said about this poem
otherwise, but the goal here is to underline its employment of the
shadow play as an instrument of the poetl's allegorical portrayael
of the world. Indeed, among the examples | have cited, Ibn al-
Farid most creatively makes his reader appreciate the metaphor:
in a powerful eesthetic yet coercive manner he raises the
philosophical and muystical questions of the nature of the
Universe and at the same time explores the aesthetic depth of the

performance art. He clearly sees the importance of 'the change of



frames’ for the understending of two metephorical processes
("the showmen's cese resembies not my own. His figures are the
media whereby his action {s made manifest”). More subtly than Ibn
CArebT yet equelly pervasively, Ibn al-Farid surmises almost all
these different aspects of the shadow play through which this

reeslity is perceived.

Moreover, Ibn al-Farid meanages to maintain a balance
between his projection of ert end his projection of the world,
without sacrificing "truth.” In both projections he captures the
richness of creation: of a piece of art and then of the world. He
understands, even encourages, indulgence in & series of possible
worlds with full empathy, yet he is confident that the viewer
will ultimately understand that all that has been but a metaphor
for "His guidance through derkness.” Opening oneself to the
artistic creation is then opening oneself to God's Light. With an
attitude like this, |bn al-F&rid appears to be more generous with
truth than Ibn CArabi or ai-Ghazali: he does not consider it as a
privilege of "the learned ones” alone, but as intrinsic knowledge
for every human being. And, most importantly, Ibn al-Farid does
not wesken or destroy art, but enriches it. He does not urge his
reader to abandon the enjoyment of the plays for the sake of
understanding the parable behind it. On the contrary: he asks his
reader to fuse both, so as to grasp better the perfection of God's
crestion. Thus, he eliminates the tension between divine and
human cresation which allows him to deliver his metaphorical

poem as intensely as he sees the shadow play.
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In conclusion, | would like to emphasize thal the coinage of
the metaphor of the shadow pley follows two, partly overlepping
routes. One is 8 more immediate route, linked with the
establishment of the word khayd! as a term for live theatrical
performance, which Moreh traces back to the third/ninth
century.6! The other one is releted to the early meaning of kheyd!
as"”incorporeal image, fancy,” which is most clearly represented
in the early Arabic poetry. However, as the former evolved from
the latter, it greatly acquired a function of @ metaphor, according
to Jurjani's sense of "being temporarily borrowed by something
other than its original object."62 When it was paired with zill to
denote the shadow play, the new term assumed the charecter of a
pun, in which khaygl primarily meant “play” bul also "fancy,
image.” Zill meant both "shadow” in Lhe literal sense, and olso,
adaptable as the concept to which it refers is, "evanescence” in

all its associative meanings.

Seen from both perspectives, the term khaydl al-gzill
inspired suprising analogies that could fit very well into several
contexts. In the history of Arabic drama, khayal al-2ill retained
its technical usage, which is parallel to equivalent terms in other
languages. In a wider context, however, it paved the way for
various frames of inference which drew ealtention to the

hypothetical nature of our perception. Whether profane, like the

61Moreh, “Live Theatre,” 60.

62A1-JuriBnT, Asrar al-beldgha, 29.
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likening of the shadow play to the singer's playfulness with men,
or deeply mystical, like Ibn al-F&rid's veils of occultation through
which God moves the world, these frames never ceased to depend
on the meaning of a theatre genre, and in turn, of "image, fancy.”
This interdependence can be expressed in concentric circles, each
of which has well-defined boundaries, but all of which have a
center in common, that of the originel meaning of khayal. Thus, if
the technique of the shedow play changed, so did the content of
metaphorical expressions: the wheel in Ibn Hezm, stringed
marionettes in al-Ghazal7, the mover and the presenter in |bn
CArebT, the boxes in Khayy&m or al-Bayriti, etc. Nevertheless,
when stripped of these diffusive veriances and ideological
contexts, they could ell be reduced to the basic message that

Khayy¥. - s verse so compactly delivered:

The world's phenomens and life's essence
Are all a dream, a fancy, and 8 moment's deception.63

63N0.108 in Avery & Stubbs, The Ruba'iyat.
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Chapter Three

IBN DANIYAL AND THE SHADOW PLAY: TOWARDS A
HISTORICAL PERSPECTIVE

In the scarcity of written texts of mediaevel shadow plays,
the examples cited in the previous cheapter reveal at least two
paramount evidences for the histortcal study of this art: one,
shadow plays are by no means confined to an inveritble thematic
scope, and two, on the formal level, this genre was not introduced
to Islamic Jands as a fully defined static technique, but developed
variances within different geographical and temporal settings.
Therefore, for 8 more holistic understanding of Ibn Daniyal's
plays, it appears instrumental to consider some aspects of the

historical continuity of the genre and examine its peculiarities.

1.Stete of the Art

What, in fact, is shedow theatre? Historically, the most
recognizable feature of this genre from which the name itself
derives is the casting of shadows of flat, leather figures onto a
light-coloured screen by means of a lamp or other source of light
that is placed behind these figures. The settings used for this
purpose are usually of two kinds: portsble or permanent. The
former is described by Ahmad Taymir as a draped wooden box

that has an opening on one of its sides onto which the screen
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made of white cloth is tightly attached. At nighttime (or in e
darkened setlting at daytime), the players enter this box and start
the show by lighting a lamp which they place above or in front of
themselves. With two thin beechwood handle-sticks they move
the leather figures, casting their shadows onto the screen.! The
permanent setting, on the other hand, is the one where the stage
marker is a large screen that divides the audience and the
puppeteer. Though it works on the basis of the same principles,
this setting involves several other props, such as a wooden bar
which carries the figures for the presentation and is placed by
the screen on the puppeteer's side, boxes for the figures, and, in
some instances, 8 percussion orchestra.2 In the traditiona)l
Indonesian shadow play, the male audience used to sit on the
same side as the puppeteer, observing thus both the figures as
well as their shadows rising on the screen. This was forbidden to
women and young children who were confined to watching the
shadows from the other side only. However, we possess no
evidence as to whether this was the practice in the mediaeval

Arabic shadow theatre as well.

1 A, Taym0r probably speaks of the plays he himself attended. He mentions that
five players are usuolly involved in the production, two of which are slave
boys: one assumes female roles, whereas the other one sings. In his Khaydl al-
g1l (Cairo: D&r al-kitZb al-CarabT, 1957),19. However, it seems that women
too used to stage shadow performances, as we are told by the poet al-Naw#jT.
See Chapter Two, 61.

2I;iam6dn describes both types in Khayd! al-zill wa tamthFiiyat, 19-20.

77



A curious deviation from the method of casting shedows
which saliently involves a puppeteer is the technique described
by Ibn Hazm in which the usage of & rapidly revolving wheel is
mentioned.3 From his short passage one can infer that the figures
are fastened all around this wheel in the erder of appearance in a
play. With the spinning of the wheel which is interposed between
the source of light and the screen, these figures consecutively
cast their shadows and thus carry out the performance. Ibn Hazm
does not mention the presence of a puppeteer. Although the human
factor cannot be excluded in the realization of the action, it is
plausible that such a show was silent and the role of the
puppeteer confined to a mere executive function. The presentation
of historical themes, like those witnessed by Ibn Hazm, would
then be perhaps most suitable for such performences, as the
stage-audience interaction would focus primarily on visual
associations. The most crucial role in the reealization of this
interaction would then be the cultural encyclopeaedisa, or the
frame of background knowledge, through which associations could
be achieved, even if at a rudimentary level. Unfortunately, ibn
Hazm does not eiaborate on this technique, informing us of hardly
anything beyond the mere recognition of its existence in his

times.

In the terminology of mediaeval Arabic drama, kheyg! al-

gill, as has been indicated by the sources, ceme to be the most

3See Chapter Two.
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widely spread term for shadow theatre, Ibn CArab¥ celled 1t khayal
al-sitdra, which derives from & term used for the screen onto
which the shadows are cast. Similerly, khay&! was occasionally
paired with one of the following terms: sjtéra, sitr, iz8ra, and
less commonly, hijgb or kheymea. In all these ceses the most
approximate translation would be "the curtein play.” For the play
as the performance text, the term bdba was most frequently
employed. But, as Moreh points out, this term was used for both
shadow theeatre and live theatre. Al-KhafajT (d.977/1569)
indicates this dual usage in the Glossary of his Shirg‘ al-ghalTl :

Badba means ‘type’ (nawc ), and accordingly
they call the shedow pley (khayg! el-2ill )
babea... . Baba is also a8 month in the Coptic
calendar during which the Nile overflows.
The B&ba under definition is a scene in a
play -- either Jatfar the Dancer's live
performance (khayd! ) or a play of the
curtain (i.e., shadow pleay), end Jacfer is the
name of the inventor of the live play
performed by dancing.4

The leather figures are most often called ashkhds (sing.
shakhs ), sometimes suwar, or, in more modern terminology,
tama&thTtl. Fands (lantern) or sham¢ (candle) are used to
illuminate these figures. And finally, the puppeteer himself is
mugeddim, kheydll, or mukh&yil, and, collectively, ashéb or
sunn&c khaygl el-zill. In more metaphysical terms, as has been

seen in several instances, he is referred to as muharrik.

4quoted in Moreh, “Live Thestre,” 584-5.
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In terms of its technique, the shadow play exhibits both
ample richness and certain ¢crawbacks not found {n drama proper,
that is, in performances where human beings act as dramaturgic
agents. As has been seen in the previous chapter, the multi-
layered set of reletions in shedow presentetions (the puppeteer
vs. the figures, the figures vs, the screen, the screen vs. the
asudience, the figures vs. the audience, and the audience vs. the
puppeteer) have been seen as the basis for a number of
metsphorical interpretations, mainiy intended as & poetic
exploration of the relation of humankind towerds the supernatural
order. However, from the dramaturgic point of view, all the
subrelations in the stage structure fuse and what remains basic
is the interaction between the stage and the audience. Seen from
this light, the shadow play suffers from certain limitations
which can affect its thematic and presentational flexibility. At
the same time, however, it offers useful insights for the more

general study of stage signs.

To begin with, the theatrical frame of shadow performances
is saliently defined. Even in the case of the portable type which
can be put up at a non-theatrical location -- i.e.,, where the stage
would 'attend’ the audience as opposed to the audience coming to
the theatre to attend the play,-- this frame clearly defines its
inclusive space and time. Other explicit and implicit markers,
such as the lighting of the lamp, the formulaic speech, or the
music which signals the beginning of a play, further confirm thet
‘the frame of an activity is established: "Given their

understanding of what it is thet is going on, individuals it their
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ections to this understanding and ordinarily find that the ongoing
world supports this fitting,"S

The puppeteer in 8 shedow performance assumes a much
more comprehensive function than what actors in live theatre do.
The ostended signs are shadows of figures whose performance is
evidently carried out by proxy. But, as Elam suggests, if theatre
depends on simititude, both visuel and acoustic sign systems beer
equal value for the performance at large® A successful shadow
play would then imply the ability of the puppeteer to carry out an
extremely veariable representationel role that can create
similitude between the signs which his figures are supposed to
portray. For, unlike drama proper, the shadow plesy can never
exploit whaet Elam terms "iconic identity : the sign-vehicle
denoting & rich silk costume may well be a rich silk costume,
rather than the illusion thereof created by pigment on canvas, an
image conserved on celluloid or a description.”? For a puppeteer
who is required to master the art of reproducing various voices
end sounds, the success of the performance depends on the degree
of his synchronization of the visual and audial representations,

which will enable the spectator to interact with the stage signs

SGoffman, Frame Analysis, 247. However, in certain extraordinary mental
experiences even this conspicuous framing may not be sufficient. Goffman thus
mentions an instance of a drunken spectator who shot a puppet portraying the
devil, 363.

SElem, The Semiotics of Theetre snd Dremea, 23.

7 1b1d, 22.
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in a more rounded manner. In the case of mediaeval Arabic shadow
play, as Ham&dsa points out, the puppeteer "has to have a skill for
narration, must know the basic principles of composing verse and
singing, must feel e special affection towards populer story-
telling, riddles and zafels, and must know what the audience

enjoys and loves."d

Bearing in mind such a manifold function of the puppeteer,
it is not difficult to understand why the portrayed characters
usually suffer from a lack of multidimensionality, or ‘roundness.’
In addition to such strains on the puppeteer, this lack of
multidimensionality is a consequence of a limited mobility of the
figures and the absence of a verisimilitude of the stage signs
vis-d-vis the objects they connote. As a result, all these factors
gear the formetion of characters towards easily recognizable
lines of socio-cultural demercations. In the majority of shadow
plays we thus speek of 'types’, not ‘characters’, which means thet,
even if carrying a wide connotative value, the roles are mostly
non-individualistic. Therefore, every figure will depict through
its shape specific physical features of the object it represents,
assuming thus that these features will prompt the viewer to
make the necessary associations. Eco sees this process as a

transposition of stage signs from the rhetorical to the

8am&de, Khayd! al-zill wa temthilTyat, 18.
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ideologicel level, which is one of the basic principles of

theatricel interaction®

However, all this is not to say that the themes encountered
in the shadow plays are not variable. In the case of the mediaeval
Arabic theatre, no generalizations can be mede regarding its
thematic orientation. Certein generalizations about it have been
projected through the conclusions derived from pre-modern
Qaraqlz types of shadow plays which were quite popular in
Ottoman Egypt. These conclusions argue that Arabic shadow plays
are purely a popular entertainment of 8 low quelity and obscene
disposition.!0 Yet, given the quelitative changes through which
the shadow play went in Ottoman times, it is unjustifiable to
attribute any but typological similarity between the mediaeval
Arabic shadow play and its Ottomean counterpart, Karagdz, which

came to be liked in aimost all Ottoman provinces.!!

gEco, "Semiotlics of Theatrical Performance,” 116.

10For example, R. S. Hatlox writes: “Puppet shows of various types also figured
among the dramatic entertainment. Russell, who was clearly notl very
impressed with the coffeehouse nor with its clientele, tells of ‘an obscene,
low kind of puppet-shows’ that was featured especially during the time of
Ramadan. The shows were apparently quite popular, but not particulerly
pleasing to Europesn tastes, as shown in Niebuhr's description of such s
performance in Cairo,” in Coffee and Coffeehouses: The Origins of a Sociel
Beverage in the Medievel Near East (Seattle: University of Washingtlon Press,
1985), 105-6. For similar opinions, see E. W. Lane, The Manners end Customs,
385-6; Niebuhr, Travels, 1:144 and McPherson, The Moulids of Egypt (Calro: N.
M. Press, 1941), 81-3, (admittedly, this 1ast author is much more benevolent
towards the nature of these shadow plays.)

11For & discussion on Karagdz in the Ottoman provinces, see M. And, Ddnyade ve
bizde gélge oyunu (Ankara: Is Bankasi KO1tar Yayinlari, 1977), 221-396. It has
to be noted that Eqypt also continued a tradition of its own, independent from
Karagdz, but the travellers quoted here speak of the latter type.
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Being the only extant texts of mediseval shadow plays, the
works of Ibn Daniyal cannot be taken as a criterion for the
genaralizations on the thematic orientetion either. While he
explores very popular themes related to the Mamllk society in a
very lascivious and straightforward manner, the plays spoken of
by Ibn Hazm, Ibn el-Farig, and 1bn Hijja al-HamawT, for example,
dramatize episodes most probabily teken from pre-Isiamic and
Islamic history.'2 {bn al-F&rig's poem which has been quoted in
the previous chapter testifies to the drametizetion of various
stories taken from both history and everyday life. ibn al-Farig
speeks of anecdotes depicting everyday practices, of fierce
battles at sea and land (assumed to be the stories of the
Crusades), of fishermen casting their nets, of supernatural
beings, of beasts in the wilderness, of ships caught up in a storm,
etc. It seems, however, that none of these themes is based on
Islamic symbolism, that is, on Islamic velues and teachings. They
conjure up images almost exclusively within limited spatio-
temporal boundaries. Even if they reflect more general cultural
parametres, these do not seem to be deeply rooted within the
Islamic tradition, but within the preveailing socio-aesthetic
values. Furthermore, they do not engage in the commentary on, or
interpretation of, the Isiamic ethos. This is to be contrasted with
some other shadow theatre traditions, such as Indonesian wayang

kulit. In wayang kulit, as Geertz points out, "it is not the external

12500 Chapter 2.
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world of principalities and powers which provides the main
setting for human action, but the internel one of sentiments and
desires. Reality is looked for not outside the self, but within it;

consequently what the waysang dramatizes is not 8 philosophical

politics but 8 metaphysical psychology."'3

With regard to the historical development of this genre, it
appears quite difficult to ascertain the thread which
chronologically and intrinsically connects different shadow play
traditions. Nevertheless, it is important to emphasize that even a
typological link demonstrates the flexibility of this genre and its
ability to adjust to the specificity of its different socio-
historical contexts. Two main theories arose as to the
introduction of this genre to I[slamic lands: the first one,
supported by scholars such as A, Taymir, V. Mair, and J. Landau,
argues for Indian origins. Taymur plsinly states that "khays! al-
ZI11 is an ancient Indian play,”'4 while Mair arrives at a similar
conclusion by examining the genesis of Chinese picture recitation.
He believes that from India the shadow play spread first to China,

and then independently to Central Asia and the Near East.!S

13C. Geertz, The Interpretation of Cultures (New York: Basic Books, 1973),
134,

14T aymir, khaya! el-zill, 22; similerly, Londsu states that “Khoyd! al-zill is 8
popular name for the shadow play, possibly brought over from South Easl Asia
or India and performed in Muslim lands from the 12th century A.D. [sic.] to the
20th one,” in "Khay#&1 al-gill,” £/ (New Edition), 3:742.

15Matr, Painting ond Performance, 39-54.
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Contrary to this, the second theory sees China as the
homeland of the shadow theatre thatl arrived in Islamic lands
either via Indie!S or via Central Asia.!7 This latter theory is
based on the European designation of the shadow play as "Chinese
shadows"”, which was for long popular in this part of the world. It
also seems to be historicelly supported by en evidence found in
the Persian historian Rashid al-D7n's (d.1318) Jamic al-tawérikh,
which speaks of & shadow performance presented to Jenghiz
Khan's son Oghotai at the Chinese court in the mid-13th century.!8

Howorth records this anecdote in the following way:

One day some Chinese showmen were
performing before him and exhibiting their
celebrated shadow figures, one of these, a
figure of an old man with a white beard
dregged by the neck at the tail of a horse,
was somewhat exultingly pointed out by
the conceited Chinese as showing how the
Mussulmans were treated by the Mongol
horsemen. Ogotai stopped him, and having
produced the richest articles in his
treasury of Chinese and of Persian make, he
showed them how inferior the former were;
he said that many of his rich Mussulman
subjects had many Chinese slaves. You
know that by the laws of Jingis a
Mussulman's life is velued at forty balishs,
while a Chinaman's is valued the same as a

16Jacob, Geschichte, 15-30.

17Menzel, Meddéah, Schattentheater, und Orta Ojunu, 8-16; Lendeu, “Shadow -
Plays in the Near East,” XXV (or 174). Also, Ylnus, Mu€fem, 117 {under the
khay8&l al-zill entry).

18gee Chapter One.

86



donkey; how dare you then insult the
Mussulmans.!®

Although 1t offers evidence of the Mongol encounter with
the shadow theatre at the time of their deep penetration into Dar
al-islam, this anecdote does not chronologicelly correspond to
the early process of dissemination of the shadow play through
these regions. By the mid-13th cenrtury when the event in this
anecdote took place, clear proofs exist as to the already
established popularity of the shadow play in Persia and the Arab
lands. The case of Ibn al-Haytham (d.430/1039) in Fatimid Egypt
and Ibn Hazm (d.456/1064) in al-Andaius, indicate that by the
11th century a firm knowledge of this theatre genre already
existed in two far-apart areas of the Arab world. Nonetheless,
the importance of this anecdote for the historical study of the
shadow play should not be underestimated, if we take into
consideration the hypothesis that there may have been more than
one channel of penetration of this tradition, leading Lo the

recorded variances in the genre’s festures.

With regard to the research on the shadow play in the
mediaeval Arab world, perhaps the most resourceful area is
Equpt. That the Fatimids already knew this theatre is
inadvertently documented by !bn al-Haytham.20 Hamada is inclined

to believe that in the F&timid times this theatre penetrated into

194oworth, History of the Mongols, 1: 159-60.

20gge Chapter Two.
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both popular and courtly milieux because it explored themes
respectively appealing to both levels of society, though in both
instances the transmission was oral. On the theoretical level,
this indeed is very plausible. As Stuart Hall remarks, “Popular
forms become enhanced in cultural velue, go up the cultural
escalator -- and find themselves on the opposite side, Other
things cease to have high cultural value, and are appropriated into
the popular, becoming transformed in the process."2! Though the
dynamics of this process in the case of the mediseval shadow
play are relatively obscure, it seems important to dismiss the
labeling of this theatre as either 'populer’ or ‘courtly’ in general
terms. Instead, it should be viewed from the perspective of its
socio-cultural scene. On @ more practical level, however, we still
need to discover more historical material which could support

Ham8da's argument for the Fatimid epoch.

tn Ayytbid Egypt, the knowledge of the shadow thestre is
attested to by the anecdote about Saledin and a/-Q&d7 al-Fadil
that took place in 567/1171.22 Severel issues arise from reading
this account: one, the Q&d7 's dilemma as to whether to attend
such a play puts in doubt the proposition that the shadow play

was o8 well consolidated form of high class entertainment. Two,

215, Hall, "Notes on Deconstructing "the Popular,” in R. Semuel (ed.), People’s
History end Socfalist Theory (London: Routledge & Kegan Paul, 1981), 234,

22Ham3da erroneously considers it as the oldest evidence for the historicel
study on the Arsbic shadow play. For the quote regarding Saladin's attendance
of a play, see Chapter 2.
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this dilemma opens the door for a possibility that there existed
two parsllel shadow play traditions that Hamada argues for, one
of which had e reputation of being ‘low and vulgar.' The Qa¢r's
hesitetion may have well been the result of an association of
theatre with bad taste and immorality, as was expressed by lbn
TaghrTbirdT some centuries later.23 Three, the Q&¢T ‘s response is
cautious and somewhat specuiative, and as such reveals not an
aesthetic enjoyment but merely a reaction towards the

unexpected trestment of historicel themes in the play's story-
line.

In Eqypt under the Mamluks, the local historiographers show
willingness to treat the shadow play as one of the common forms
of entertainment. |bn al-Daw8darT (d. ca.736/1336) speaks of Ibn
Daniyal as one of his friends from literary circles,24 while Ibn
Taghribird? speaks of the staging of various shaedow plays.25 In
his chronicle Badg'i¢ el-zuhlr, |bn Iyés writes thet in the yesr
779/1375 the Sultan Shatbén took a shadow pley performer as

entertainer during his pilgrimage to Meccs.26 Though scorned by

235ee Moreh, Live Theatre, 139,

241bn e1-DawadarT, Durer al-tIjan, ed. & trans. G. Grof (Berlin: Klaus Schwarz
Verlag, 1990), 129:57-58. The same is olso mentioned in his Kanz al-durer,

ed. S, CAshilir (Ceiro: n.p., 1972), 7:217. | am grateful to Dr. Urlich Haarmann for
these references.

25)bn TaghribirdT, Hawddith al-zem8n, s quoted by Moreh, Live Theatre, 139.
26\bn iyds, Bada'i€ al-zuhdr, ed. M. Musiefd. (Cairo: Al-hay'a al-misriyye ol-

C&mma 11 al-kitsb, 1982), 1: 174: "On his way to Hij&z, [the Sultan] brought
elong a group of enterteiners and performers of shadow plays...."
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his fellow pillgrims of high social positions, al-Shatbén's act
demonstretes the ruler's remarkable sense of comfort with this
type of entertainment despite the influential judicial and
theological intelligentsie of Mamlilk Egypt. As we learn from the
composition of the pilgrimage caravans, various functionaries
used to accompany the Mamllk Sultans on their way to Mecca.
Among them were gadrs, but also entertainers ({ubGlkh&na) and
professional poets.27 it is then only logical to assume that
nothing in the themes of these shadow performances was

offensive to the Sultan and the religious élite,

The disposition towards the shadow play in this epoch was
not always so benevolent. In the year 855/1451, the Sultan
Jagmagqg had all shedow play figures collected and burned. Then he
wrote to all performers demanding their signature that would
guarantee no further staging of live and shadow performances.28
Though the extent of the damage to the props and possibly written
texts is almost impossible to estimate, it is evident from later
accounts that the shadow play outlived Jagmagq's assaults. As we
are informed by Ibn lydas, its popularity continued even on the
courtly level: in the year 904/1489, the Sultan al-Malik al-Nasir

“sent someone to fetch Abl al-Khayr with his props for a shadow

27, CAnkawT, The Pilgrimeage to Mecca in Mamldk Times,” Arabien Studies 1
(1974), 163-66.

28)bn 1yss, Bada'ic al-zuhdr, 2:33.
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play, the group of Arab singers, and the chief buffoon,
Burraywa."29

At the close of the Mamlik ers, the shadow play was still a
populer form of entertainment. The political turmoil created by
the Ottoman occupetion of Egypt in 923/1517 did not prevent its
steging. Here is what Ibn [y8s mentions with regard to the events

in this year when Egypt fell under the Ottoman rule:

..on several evenings [the Sultan Selim]
attended the shadow performances. When
he sat for the entertainment he was told
that the performer was going to produce
for him the figure of Bab Zuwayla and the
figure of Timan Bay as he was hanged and
as the rope was cut twice in this process.
This delighted Ibn CUthman. That evening he
rewarded the performer with 200 drnérs,
presented him with a velvet robe
embroidered in gold, and said to him:
"Travel with us to Istanbul and stay with
us to entertain my son with this."30

All this evidence attests to the popularity of this genre in
Mamllk Egypt and shows that, even though it is only Ibn Daniyal’s
plays that have survived until our times, they were not isolated
examples of a genre unknown to this epoch. Ibn Daniyal himself
confirms this in the opening peragraph of his first play, Jeyr al-
khayal

29pid., 3:401.

304pid., 5:192.
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You wrote to me, ingenious master, wanton

. buffoon, may your position still be lofty
and your veil inaccessible, mentioning that
khayg! al-gill 1ost its popularity as its
quality diminished due to repetitions. You
therefore asked me to produce something in
this genre with fine and original
characters. Modesty overcame me because
of the subject of your request -- which you
would later introduce as mine -- but then |
realized that my refusal would lead you to
assume that | was not interested enough,
or that | lacked idesas and talent,
regardless of my ample inspiration and
natural gift. So | indulged in the domain of
their untemed rule and decided to answer
your request. | thus composed witty babat
of high, not low, literary quality. When you
draw the characters, sort out their parts,
put them together and then project them
alone before the audience through a candle-

. 1it screen, you will see that they are an
innovative exeample, surpassing other such
plays in truth. So begin with a song, singing
the following verses in rast:

This shadow play of ours is for people of
position,

virtue, generosity and fine literary taste.

It is the art of seriousness and of levity,
composed in the best verse bringing
marvel.

Pay attention, you with perceptive minds,
for herein lies the closest link with
knowledge.3!

This passage undoubtedly confirms a historical continuity

of this genre to which Ibn Daniyél relates himself while giving it

. 31jstanbul MS.:18-20; El Escorial MS.:2-3: Cairo MS.'3.



o qualitative thrust upward after a period of decadence Lhat had
resulted in the loss of the genre's popularity. Of course, several
questions arise from such a conclusion: why have no other plays
survived since there had been a tradition before |bn D&niy&l? Was
the tradition primerily oral? If it was, how could it accommodate
Ibn D&niyal's plays which manifestly fall into certain conventions
of written compositions? For, regardless of any amount of
modifications that |bn D&niyal claims to introduce, this text
still belongs to a process that unfolds through the dynamics of
previous creativity. One very conspicuous characteristic of this
text, as Badawi points out, is that it "reads very much like a
producer's edition with all the detailed stage directions given,
but because the directions form part of the text, often part of the
presenter's speech, the work on the page looks more like
narrative broken up into long speeches, than drame proper.”32
Indeed, much of Ibn D&niydl’'s saj¢ that establishes the physical
principles of the action is meticulously elaborated. Its flow and
its linguistic subtleties within carefully arranged compositions
require sophisticeted readers in the first place. This, then, is
where a need to understand better the relationship between the
written and the performance texts arises, assuming, as Elam puts

it, that this intertextuality is "problematic rather than automatic

32Badawi, Early Arabic Drams (Cambridge: Cambridge University Press, 1988),
23.
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and symmetrical... It is a relationship that cannol be sccounted

for in terms of facile determinism.”33

2.5hams 01-DTn b, Daniygl b, YUsuf al-Khuzd<] ol-Mawsill

Ibn D&niy8dl was born in Mosul in 646/1238 where he spent
his childhood and early youth. At the age of 19 he moved to Cairo,
which probably haed to do with the Mongol occupation of his
hometown in 660/1252. In Cairo he completed his studies of adab
and medicine, upon which he practiced as an oculist in his clinic
at the Bab al-Futlh region. He died in Cairo in 710/1310 at the
age of 64.

Biographical references to Ibn D&niydl are scarce. He did not
seem to have enjoyed the extensive popularity of a renowned man
of letters, as can be inferred from both the exclusion of his name
in many prominent biographical dictionaries as well as the
scarcity of the manuscripts of his plays. Some compilers have not
even shown benevolence towards his work: in the acclaimed
compilation Kashf al-zundn can asd@mT al-kutub we al-funin, for
example, the names of Ibn Daniyal and his work Jayr al-kheyal
are placed in the section on ¢jlm al-tirea -- the science of evil

omens.34

33E1am, The Semiotics of Theatre and Drame, 209.

34cAbd All&h JalabT, Kashf al-zundn (n.p.: MalbaCet al-Calam, 1310 A.H.),
2:103-104,
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Fortunately, not all compiters of bibliographical data held
such a negative and equivocal attitude towards Ibn Daniyal's
creative writing. Ibn Aybek al-Safad? (d.765/1363), his
contemporary AbTO Shakir al-Kutuby (d.764/1363), and & century
younger ibn Hejar al-¢Asqgalany (d.853/1449), all shared the
opinion that Ibn Daniygl's wit was to be compared with some

well-known names of literary history. Says al-Safadv:

Muhammed b. Daniyal b. Yasul al-Khuz8cT
al-Mawsgily, the distinguished physician and
writer Sheams al-Din, the author of fine
verse and pleasant prose, [the man of]
introvert nature, strange puns and a variety
of odd things, 1bn Hejj&j of his times, Ibn
Sukkara of his Egupt, wrote Kitab Teyr al-
khaydl and thus established a new genre.
He used witty language in it, and edded
song and dance to its form. He also wrote
one urjlza entitled "Principles of
Governship among the Rulers of Egypt”
(cuqld al-nizam T man waliya Misre min
al-hukkam ).35

The anecdotes related to !bn D&niyal's life in Cairo revesl a
well-established social, though not economic, stalus which
connected him to both the intellectusl and politicel circles of the
time. The famous MamlUk historian, ibn al-Dawadar?

(d.ca.736/1336), mentions Ibn D&niydl as part of his closely-

knitted circle of friends, most of whom were prominent literary

35s5al18h al-DTn KhalTl b. Aybek al-SafedT, Al-wa(T bi al-wefeyst., £d. S.
Dedering (Wiesbaden: Franz Steiner Verlag GMBH, 1981), 3:51. Both persons
with whom Ibn D3niydl is compared here are tenth century Baghdad poets
whose reputation is based on the sarcasm and eroticism of their verse.
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figures of the time. On several occasions they 8!l accompanied Ibn
al-Dew8d&rT to Bilsbay, a place east of the Nile delta which was
under the supervision of Ibn al-DawadarT's father, where they

indulged in discussions on literature and other subjects.36

Ibn D&ntyal is said to be & friend of another distinguished
person among awl&d al-n&s, |bn JankelT (d.741/1340), who grew
up in al-Malik al-N&sir's court, but dedicated his life mainly to
tntellectusl endeevors as opposed to political ambitions. Though a
zealous Hanbalite, he seems to have enjoyed the compeny of Ibn
D&niyal, despite the fact that the latter's feme and literary wit

were associated primarily with his lascivious babat.37

In terms of his financial state of affairs, lbn D8niyal was
apparently never well-off and had to manage with a8 modest
income that he received from the state for his ophthaimologist
practice. Yet, |bn D@niyal also enjoyed benevolence from the
ruling family by which he was viewed as somewhat eccentric but
quick-minded. Al1-Safadi records the following incidents between

the ruling amir and Ibn D&niyal:

[Ibn D@niyal] wes receiving a salary from
the Sultan's Office in the form of meat,
forage, and the like, but an order ceme once
and his salary in meat supplies was cut off,
Upon this, he paid a visit to the lameamTr
Sayf al-DTn Sallar. The eamir asked: ““So

361bn al-DewadErT, Durer al-tijan, 129:57-58.

374aarmann, “Arabic in Speech, Turkish in Lineege,” 109-10.
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Doctor, how are things with you?" "My meat
. has been cut off.” The amir laughed and
ordered that the salary be recovered.

They also say that the noble Prince, before
taking over the Sultanate, gave a horse to
Ibn Daniyal saying: "Here, ride this horse
when you climb up to the Palace or when
you travel with me,” because he was in the
Prince's service. |bn Daniyal took the horse
but after some time the Prince saw him
riding a crippled donkey, so he asked: "Well
Doctor, didn't | give you a horse to ride?”
"Surel | sold it, made money on it and
bought this donkey.” The Prince laughed.
Such were the alleged eccentricities that

the people of Egypt reported about Ibn
Daniygl .39

Ibn Daniydl's sharp language extended a&lso to anyone who
. attempted to outsmart him verbally:

The doctor Shams al-Din b. Daniyal had an
eye clinic in Bab al-Futlh. | was passing
one time by him with a group of friends. As
we saw &8 crowd waiting to be treated, one
of us said: "Come, let's mock the doctor
(nukh8yil cal@ al-hakim )" | told them:
“Don’'t try to outsmart him, he will
embarrass you,” but they didn't listen and
said: "Hey doctor, do you need sticks?" They
meant that those whom the doctor treated
would go blind and would need a stick. But
the doctor quickly esnswered back: "No,
unless there are some of you who could

38AI-$afadT, Al-wafT bi al-wefayst, 3:52. This anecdole contradicts Aygelon’s
statement that only the Memliks were ollowed to ride horses. See his “"The

. Muslim City and the Memluk Military Aristocracy,” Studies on the Memllks of
Egypt (London; Variorum Reprints, 1977), 323.



show the way in the name of God."
Embarrassed, they went away.39

The reputation of a perceptive, witty, but wry Ibn Daniyal
may have prompted €AlT b. Mawlahum 81-Khayali, probably a friend
but known only from |bn Daniyal's add}'ess as “ingenious master
and wanton buffoon (ai-ustddh al-baedi¢ wa gl-majin el-khelic),"40
to commission Ibn Daniy&l to write several unique and innovative

shadow plays.

The tendency to view the three plays as a rich material for
the examination of Mamluk social history has existed for a long
time. For example, Ibn lyas (d.930/1523), the prominent Mamllk
historian, demonstrates much confidence in treating Ibn D8niyal's
plays as 8 credible historical document. From the first play Jeayfr
al-khayé! he took over a paragraph on the situation in Cairo under
al-Zahir Baybars and several verses related to the punishment by
crucifixion of some Ibn al-KazarlinT who had violated the Sulten’s
prohibition of alcohol in 665/1266. Writes Ibn Iygs:

39A1-Kutuby, Fewat al-waray3t., ed. M. CAbd al-HamTd (Cairo: n.p.,1951), 2:384.
Also, al-Safadi, Al-warTbi al-wefayat, 3:52. This anecdote has been taken by
Moreh as evidence that the verb khdysle means “improvised interplay of sherp
retorts making fun of somebody,” supporting his argument theat kheysd! is to be
understood as live-acting. See his "Live Theatre in Medieval Islam,” S575. Note
also that the copyist of the Cairo MS. introduced Ibn D&niyal in the opening
paragraph as a kehhdl, confirming his profession.

40BadawY makes several interesting linguistic remarks regarding the words
mdjin ond khelTC. The modern pejorative denotation of immorality and
dissoluteness in reference to these two words seems to have been absent from
the 13th century Arabic language. Otherwise, it would be unlikely that [bn
DBniy8l would have eddressed anyone in such & straightforwardly crude manner.,
"Medieval Arabic Drama,” 91.

98



During this period the head of the police
arrested a men called Ibn al~K&zarlnT who
was the most famous drunkard of Cairo.
They hung the pitcher and cup over his neck
and then put him onto the cross at B&b al-
Nasr. When the debauchers saw what
happened to Ibn al-K&zerlinT, they yielded
obediently, and on this issue ibn D&niyal
said:

Before his crucifixion drinking was an easy
punishment

for 1egally it was just a beating,

but as he was put on the cross | said to my
friend:

"Repent, for the punishment has gone too
far.”

In addition to this, the shaykh Shams al-
DTn b. Daniyd! wrote a pleasant maqgama.
about these events 4!

Some modern historians have advocated reading these plays
in terms of & historical portreyal! of the Mamllk epoch,
elaborating on Ibn D&niy&l's detailed descriptions of certain
popular practices.42 Some authors, however, have gone a step
further, attributing to the plays, particulariy the first play Jayr

al-khayal, autobiographicsal claims.43 Their treatment of the text

41bn 1y8s, Bada'i€ el-zuhlr, 1:326-7. By megdme Ibn Iyss means the shadow
plays.

42For example, CAbd al-REziq, Le femme eu temps des Mamlouks en Egypte ;
Basworth, Medieval Islemic Underworld ; etc,

43such s the case with Hamada, in Kheya! ol-zi11 we temthTITyst, 92-103, ond
S. al-DevicT. The latter suthor has based his short study of the life of Ibn
Daniy&l primarily on the basis of this play. See his "lbn DEniydl al-MawsilIT,"
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8s a construction of implicit autobiographicel references seems
to derive from the fact that the spatio-temporal setting of the
pley Jayr el-khayd! corresponds to the period of Ibn Daniyal's
arrival in Cairo at the time of al-Z8hir Baybars (ruled 1260-77).
Indeed, Ibn D&niydl often interpolates actuel historical events as
part of his story line, which may have led these scholars to look

for additional clues that might refer to Ibn D&niyal's life.

Though plausible inferences about the real historical state
of affairs cen be drawn from |bn D8niy8l's plays, it is necessary
to create certain markers that would set off the limits between
the actual and the imagined. The continuous debate as to how
much truth -- if any -- a work of fiction construes, does not
seem to be able to accommodate factuel answers, Sparshott aptly
argues that "what the author does, and invites us to do, is not to
imagine a world de noveo, but to suppose that the actual world
that we know is modified in certain specified respects."44 The
verisimilitude in Ibn D@niyal's plays is certainly striking: though
they are not written as historical plays, their historical
framework is much too familiar and accurate. Looking at just one
of the plays, we acquire numerous references to the actual
geographical places: the city of Cairo at the time of al-Z&hir

Baybers, the area around B&b al-Llug where numerous nights were

Al-K&tib 10 (June, 1951), 611-7. Also, Yinus, Mu¢jem, under 'Ibn Daniyal °,
11-2.

44 g, Sparshott, "Truth in Fiction,” Journsl of Aesthetics and Art Criticism
26 (1967), 4,
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spent in drinking and adultery,4% 01d Cairo with al-Sunb@b, the
fields of Khashsh@b, RubC¢ al-Khawr, etc. In the temporal
concordance, one of the main characters, Tayf al-Khay@l, arrives
in Cairo from Mosul only to find a strict application of a new lew
imposed by al-Zahir Baybars, just as |bn Daniyél himself actually

arrived from Mosul at that time, encountering the same.

By offering these historical clues |bn Daniyal creates an
atmosphere of direct participation in the possible world of his
plays, the purpose of which, however, is both & culturel and a
physicel proximity. If thet proximity is achieved, the knowledge
of this clearly defined spatio~temporsl frame can channel the
viewer's (and in our case, the reader's) mind towards a smoother
accommodation of fictional entities that Ibn Daniydl pleces
within his text. Therefore, it appears distracting and probably
incorrect to view specific characters and story-lines as actually
reflecting the author's life. Though Ibn Daniyal's writing is based
on his empirical knowledge of the socio-culturel circumstance --
“an author does not imagine a world ex nihilo, "46-- reflecting

self-assertions and personal dilemmas, a line has to be drawn

456. wiet wrote: “There were certainly some places that were more suiteble
than others for public celebrations attended by all elements of the population.
We are told thal the dregs of the population, the debauched, the prostitutes
went for their entertainment to the B&b al-Llq, the gathering place of
magicians; thimble riggers, men who trained camelis, donkeys, and monkeys o
dence; traveling wrestlers; fortunetellers sitting behind their box of sand; and
shadow-theatre actors ‘'who operated marionettes behind o cloth."Cailro: City of
Art and Commerce (Norman: University of Oklahoma Press, 1964), 114-5.

4Bsparshott, "Truth in Fiction,” 4.
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between what one is asked to know when coming to see the play
ond what one is asked to understand from the imaginary set of
relations placed within a familiar setting. In other words, it is a
"dual lendscape” -- one of action and one of consciousness4? --
thet is at stake in this process, the successful balancing of which

is aclue for a better understanding of the plays.

2. Egypt under the MamlUks: A Brief Survey4s

Between 1250-1517, Egypt and Syrie were ruled by the
Mamllks. Though often portrayed as invigorators of Sunni Islam
and restorers of the Muslim unity,4% more detailed studies show
thet the Mamllks gained much of this reputation through their
need to define their political prestige agaihst the cultural bias of
indigenous Muslim populace. In examining the expressive intent of

the Memillk architecture, Humphreys concludes that

..the Mamluks communicated to their
subjects that in accepting Islam, they had
become its masters; that its institutions
were in fact subject to their own values
and needs; that, in the end, the splendid
efflorescence of Sunni Islam in the

478runer, Actual Minds, Possible Worlds , 14,

48The concern here is mainly the period of BahrT Mamllks (1250-1382) under
whose rule Ibn Daniy31 lived and wrote,

4950e, for example, Ibn Khaldln's description in Kitdb al-Ciber. (Cairo: Dar al-
Tib&Ca ol-AmTriyye, 1867-68), 5:369-72, quoted by D. Ayslon, “Mamldkiyyat,”
Jerusalem Studies in Arabic end Isiam 2 (1980), 340; also, D. Little, "Religion
under the Mamiiks,” Muslim World 73 (1983), 165.
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fourteenth and fifteenth centuries was but
a manifestation of their own glory.5°

Similerly, Little argues that the MamIiUks' political and economic
interests were pragmatically and consistently guarded. One of the
most adept ways of seif-assertion as well as the consolidation of
economic and political stability within the existing environment
was the sponsorship of powerful religious institutions. Thus,
religion was in many respects exploited for political benefits, as
can be inferred from specific policies towards both the subjects
of different confessions and the duminant religious élite.5! The
goal at which the Sultan Baybers aimed by installing, for the first
time in Egyptian history, four chief judges of all four SunnT legsl
schools was to bridge the gap between the authority of the
dominant Shafi¢T and the other three schools, and thus insure a
religious and political equilibrium within such a cosmopolitan
city like Cairo.52 Along similer lines of an overt protection of
Islamic values and a roundabout concern for their own cause were

the Mamlik policies towards the Dhimmis which seem to have

SOR, s. Humphreys, “The Intent of the Mamllk Architecture of Cairo,” Studie
Islemica 35(1972), 119.

Slgee Little, “Religion under the Mamiliks,” and “Coptic Conversion Lo Islom
under the Bahrt Mamllks, 692-755/1293-1354," BS0AS 39 (1976), 552-69.
Also, J. H. Escovitz, "The Establishment of Four Chief Judgeships in the MamiOk
Empire,” Journal of Americen Oriental Society 102 (1982), 529-31.

S2Egcovitz, “The Establishment of Four Chief Judgeships,” 530. T¢ be noted is
that “in the 14th century Cairo was the most populous city of Europe ond the
Mediterranean basin, with almost 500,000 inhabitants,”™ J. Abu-Lughoud,
“Varietes of Urban Experience: Contrast, Coexistence and Coalescence in Cairo,”
in Middle Eastern Cities, ed. 1. Lapidus (Los Angeles: University of California
Press, 1969), 159.
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been greatly shaped by the feelings and activities of the Muslim
populace: “In other words, the Mamliks left the DhimmTs to their
own devices except when they reelized that to do so would
constitute a threat to public order and stability, which would in

turn jeopardize the Mamilks' own well-being.,"S3

All this does not, of course, cast a shadow on the Mamillk
sincerity in following the Islamic velues. What it does highlight,
however, is the fact that being born non-Muslim, yet ruling a
Muslim country as converts to Islam, created a kind of identity
crisis which needed to be cushioned through seemingly fulfilling
methods. For example, the Mamliks' attitude towards the Mongols
in issues of religion was one of superiority. the Mongols, as
recent converts, were dismissed as being uneducated about Islam,
even though the Mamilks themselves were converts.54 The first
Sultans embarked on a number of campaigns against 'infidels’ --
IsmacTlTs, Nussayris and Nubians were all targets of these
campaigns that were mesant to demonstrate the Mamlik adherence
to the cause of Islam.55 Many other severe measures were
imposed to eliminate non-Muslim practices from the society. lbn
lyés, quoting the passage from Ibn Daniydl's Jayr al-Khayal,

records the following about the internal policies of Baybars:

S3Little, "Coptic Conversion to Islam,” 557.
S4Little, “Religion under the Mamldks,” 175-6.

SSsee A. A. Khowasiter, Baibers the First: His Endeavours and Achievements
(London: The Green Mountain Press, 1978),
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..the traces [of entertainment sites were)
erased and the places of enjoyment left
with no joy, debauchers and buffoons were
in grief, as the Sulten ordered the army of
Satan to flee. The inns were confiscated by
the governor of Cairo, the wine was
spilled, the hashTsh burned, and beer
wasted. The sinners and homosexuals were

called on to repent, and prostitutes and
adulterers deteined...56

Baybars, whose achievements in the promotion of SunnT
Islam and the assurance of the safety of his Sultenate were
remarkable, exercised "his full power to secure the unquestioning
obedience and respect of his subordinates.”S7 [n this light,
Humphreys views the Mosque of Baybars in Cairo, “by virtue of its
site, its appearance, and the source of its materials, .. [as]
intended to represent SunnT Islam militant and triumphant.”S8
Paradoxically, however, the Mamliks were often accused by the
Mustim community in Egypt of protecting non-Muslims and

employing them in unduly high numbers.59

The question that arises from these historical date and in
many passages of Ibn D&niyal's plays relates exactly to this issue
of interreligious and intercultural feelings and stereotypes.

Unlike Crone and Cook who have concluded that one cannot speak

S6\bn 1y&s, Bada'i€ al-zuhdr, 1:326.
STKhowaiter, Baibers the First, 38.
S8Humphreys, “The Intent of the Mamldk Architecture of Cairo,” 90.

SO ittle, "Coptic Conversion to Islam,” 553-4, 557.
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of the Egyptian national identity in mediaeval times, Haarmann
suggests quite the opposite: the sense of belonging was quite
discernible, as can be seen both on the level of politics and on the
level of cultural activities.60 what is intended here is not to
support or refute these views because that would entail probing
different ways through which various elements of this society
defined themselves, individually and collectively, sgainst each
other, against history, and against the outside worild. Rather, the
emphasis will be on examining the causes and the nature of
intercultural tensions which any society of such a diverse
composition entails, In that respect, the role of poputlar culture is
crucial, given that its counterpart, 'high or courtiy’ culture,
tends to ostracize any centrifugal dimensions which could
potentially threaten its homogeneity. It has to be mentioned that
the rich historiographical material of the Mamlik period has yet
to be sufficiently exemined so as to cover all expressions of this

diverse society.

My intention here is to highlight several importent points
related to the basic sets of relations in the Mamliik society which
can create a frame of understanding of cross-cultural nusnces
and tacit implications that permeate |bn D&niy&l's plays. Though
it will be marginalized in the course of textual analysis of the

plays, this historical frame, based primarily on the findings of

60p, Crone & M. Cook, Hagarism: the Making of the Islamic World (Cambridge:
Cambridge University Press, 1977), 112-5. U. Haarmann, "Regional Sentiments
in Medieval Eqypt,"BSOAS 43 (1980), 55-60.
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modern scholarship on the subject, will be necessary so as to
single out the multiple cultural voices which are so masterfully
portrayed in Ibn Daniy&l's plays.

The Mamllks were slaves of Turkic origin who were either
captured in the battlefields or purchased at markets of Central
Asia. The training which they had to enter after their acquisition
consisted of Islamic teachings on the one hand, and military
skills on the other. Al-J&hiz speaks of the fed&'il of Trukic
slaves of his times as being warfare, horsemanship, and physical
attractiveness,®! while Ibn Khaldin comments that the Mamliks’
adherence to Islam parallels that of true believers.62 Deliberately
segregated from the rest of the society in which they lived, the
Mamllks® sole allegiance was paid to the officers of the barracks
where they were trained and to their felliow soldiers.53 Thus, even
after 1250 when the Mamluks came to power, militery affairs
defined through the protection of Islamic religious and politicel
dominance remained one of the essential concerns of their rule.
This concern for stability, after all, was dictated by external
circumstances too: the wars with (he Cruseders were still
raging, and the Mongols, who in 1258 overthrew the ©Abbasid

caliphate, began to advance towards Syria. In 1260, the Mamluks

61Quoted in Haarmann, “Arabic in Speech, Turkish in Lineage,” 82.
62quoted in Little, "Religion under the Mamllks,” 168.

63Lapidus, Muslim Cities in the Later Middle Ages (Cambridge: Cambridge
University Press, 1984), 44.

107



defeated the Mongols at CAyn Jallt, consolidating through this
victory their supremacy. By the first decade of the 14th century,
the danger from both external enemies was minimized in a series
of military campaigns, after which the Mamllk state entered a

period of efflorescence,64

The Mamllk emTrs formed an oligerchy that was reserved
only for first-generation slave soldiery. Their offspring, awlad
al-nds, did not have access to the same political status. Unlike
their fathers, the awlad al-nds were born free, which carried
both political and socio-cultural implications. The rule was
defined through the origins, and in spite of a certain amount of
assimilation that came primarily through the conversion to Islam,
it was formed along the lines of distinct 'ethnic’ demarcations.
Therefore, the importation of new corps was essential for the
maintenance of high political bodies, as it was primarily the first

generation that counted as the military aristocracy.

The Mamlltks organized their state primarily on the premise
of a strong military force that supported its maintenance through
the imposition of high levies. Sulten al-Z8hir Baybars, for
example, was ill-reputed for his high texes. High taxation on both
rural and urban trade and production was a way to sustain the
state and its expenses in both military and bureaucratic affairs.

The need for legitimization in the eyes of all social groups

64ypig,, 9.
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prompted the Mamlliks to penetrate deep into the socio-economic
and cultural life of the country, which resulted in the absence of
separate bodies responsibie for these affairs. As Lapidus points
out, the concern for the well-being of the state was a result of

the concern for self-legitimization:

Regime and society did not confront each
other, reacting only on the interface
between them; rather they permeated each
other, the stronger pressing its way
through the structure of the latter, and the
subject society resisting, bending,
accommodating, assimilating, taking
cognizance of MamllUk powers end actions
in ways which created an over-all political
and social pattern.. The regime did not
govern from without, but merged political
control with economic and social roles.s5

In such 8 scheme of power distribution, the awl!dd al-nas
played an important role in bridging the culturel gap between the
Mamllks and the rest of society.66 The case of |bn al-DawadarT,
the famous historian who managed to penetrate these strict
intellectual circles, is certainly not underplayed.67 Though
brought up in their fathers’ households, and that in an urben
setting, the awldd g/-nds were educated in a8 manner thet

systematically excluded them from the principal militery bodies

65pid., 78.

66F1emming, "Literary Activities in MemITUk Halls end Barracks,” 249.

67Haarmann, “Turkish Legends in the Popular Historiography of Medieval Egypt,”
100.
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and integrated them instead as notables in the society at large.
Even if there was inclusion in the military service, this was done
on the level of auxiliary corps, halga, which was “"created
expressly for the purpose of finding & socially and financially

suitable employment for the sons of former oificers."68

The Mamltiks themselves were looked down upon by the local
Culeamd’. They were seen as soldiers with no skill in matters of
culture, and the culamég’ often blamed them for the decline of
Arabic litereture and arts.69 Though they were given education in
Arabic as adolescents, that is, after their importation, the
Mamllks used Turkish in oral communication and often required it
from all office-seekers.’® In the early period of their rule in
particular, the standpoint of the local religious élite was one of 8
bias against the pagan origins of the Mamliks, which almost
automaetically dismissed them as unsuitable for the traditionasl
Arabo-Istemic cuitural circles. "¢Ulam&’ continued to write about
Culamé&’ and for culama’, paying little or no attention in their
works to all those who stood outside their own circles."?! Despite

this attitude of cultural stereotyping, the ties of the religious

68Lapidus, Muslim Cities, 116,
69Haarmann, “Arabic in Speech, Turkish in Lineage,” B2.
7°Flemmlng, "Literary Activities,” 250, 259.

71Hearmenn, "Arabic in Speech, Turkish in Lineage,” 84. This attitude was not
shared by the masses who saw the Mamiliks as their protectors. U. Hasrmann,
“1deology and History, Identity and Alterity: The Arab image of the Turk from
the CAbbasids to Modern Egypt,” International Journel of Middle East Studfes
(IJMES) 20 (1080), 183-4,
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and cultural élite with the Mamltk aristocrecy were eminent,
Because of the fact that the culam&’ did not pertein to one class
or group only but permeated the entire economic and social
structure of the Mamlik state, collaboration was unavoidable. As
a result, s partial integration of the culamé&@’ into the political
apparatus was carried through the appointment of the chiefl gadr,
army judges, market inspectors, official preachers,
administrators of schools and hospitals, etc.72 However, in the
domain of culture, the readiness of the Mamllks to contribute to
the oversall prosperity, regsrdless of what the actual motivations
meay have been, was perceived as being enhanced by prospects of
political gain.”3

This tenuous bond that wes formed between the alien
Mamiltk aristocracy and the Arabo-Islamic notables was not the
only source of intercultural tension. Other religious and cultural
minorities suffered from precarious intercultural relations, and
it is generally recognized thet under the Mamluks the Coptic

population greatly diminished in number.74 While on the one hand

72 apidus, Muslim Cities, 130-41.

731bid., 191; Hasrmann, "Arabic in Speech, Turkish in Lineage,” 83. This
prejudice, however, seems to have been a two-way street. Ibn Daw?&darT, for
example, who cultivated both Turkish and Islamic sentiments, contemptuously
speaks how supesrstitious the Arabs were. See Hearmann, “Turkish Legends,”
105, Also, the Mamltks were often criticized for not caring sbout the names of
the Prophet and his Companions, and maintaining their Turkish names es first
names. In Ayalon, "The Muslim City and the Memluk Militery Arsitocracy,” 322.

74Bosworth, "Christian and Jewish Religious Digniteries in Mamllk Egypt and
Syrie,” IJMES 3:1 (1972), 59-74 end 3:2 (1972), 199-216; Little, “Coptic
Conversion to Istam,” 552-3.
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the Mamlilks established important politicel and economic
reletions with 8 number of non-Muslim countries extending from
the Kingdoms of Aragon end Castile in the west to South India in
the east, in the name of internsl stability they carefully
monitored potential ties between their own non-Muslim
communities and external ones.’S However, both Jews and
Christians frequently occupied important positions in the Mamillk
bureaucratic apparatus, mainly as scribes and tax collectors. In
spite of that practice, the Dhimmis were obliged to observe
certain rules of conduct which were cleerly defining them as
second-ciass citizens. Thus, they had to bow their heads when
passing Muslims, were not allowed to crowd Muslims in public
places, were allowed to use their temples for quiet religious
services only, had to display the shicar al-dhimme on their
turbens in 8 clear manner, and had to preserve the colour of their

garments by regular dyeing.76

Despite these measures, however, public uproars
periodically broke out: during the reign of al-Ashraf al-Khal7l, for
example, the Muslim dissatisfaction with the Coptic influence on
public affairs resulted in a series of assaults on Coptic houses
and churches. When the Sultan eventually yielded to the public

demand and ordered the hanging of a number of Christian scribes,

7SBosworth, "Christian and Jewish Religious Dignitaries ,” 1:64.

76b1d., 2:215.
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he was cautioned by an am7r that these scribes were

indispensable as they ran all financiel affairs.??

The two main streams of cultural sentiments, the Arabic
and the Turkish one, were caught up in an interplay of political,
economic, and religious aspirations which often matched but also
differed in irreconcilable self-interests. This cosmopolitan
society functioned on relatively smooth premises despite these
gaps that often had to be cushioned by policies created ad hoc.
However, the preservation of Sunny Islamic values in a stable
econemic and political environment was the goal of both streams
of culture, and it is with this historical frame of mind thsat the

textuel examination of |bn D&niy&l’s plays can be initiated.

77Lit1e, "Conversion to Isiam,” 554,
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Chapter Four

THREE NARRATIVES, ONE CHRONOTOPE: KITAB TJTAYF AL~
KHAYAL BY IBN DANIYAL

Kitgb Jayr al-khaygl! 1is composed of three plays
reconstructing the exuberant popular culture of Maemltk Cairo. In
all available manuscripts of the trilogy, the plays appear in the
following order: 1) Jayf al-khayédl ; 2) €Ajib wa Gharib ; and 3) Al-
Mutayyem wa al-da'ic al-Yuteyyim. Though structured in different
ways, the three plays share a number of common features: one,
the same chronotope, which also intersects Ibn Daniy8l's actual
spacetime (thus, the dramatic chronotope transforms the
historical here-and-now into the fictional here-and-now); two,
similar thematic concerns expressed through a familiar locus of
action emphasizing collective aspects of human relationships;
three, a similer treatment of dramaturgic agents as non-
individualistic entities; and four, several deictic pointers that
may indicate a joint staging of 8ll three plays (e.g., the prologue
mentions that Ibn D&niyal was commissioned by the same person
to write these plays, the same presenter (rayyis) cAlT appears in
all of them, etc.). In that respect, it seems critically correct to
snalyze the three plays together as a whole, as they prove to

complement each other, primarily in issues of agential

114



relationships, drametic communication, and |bn D&niyéal's
aesthetic and ideological focus. However, before embarking on
different features of Ibn Daniydl's dramaturgy, it seems
necessary to present the fabulas (basic story-lines) of all three
plays.

l.Jayr al-khaydl

Of the three plays, Jeayr al-khayal appears to be the most
mature and elaborate one, both in view of the plot and the
formation of characters. It is a play which exploits best those
aspects of the genre which bring to surface its mimetic richness,

and thus manages to maintain its dynamism from the beginning to
the end.

The play is introduced through 8 brief prologue by the
Presenter (al-reyyis ), followed by a melody performed in rast
modality' which foregrounds the target audience of the play and
fts underlying mimetic intent:

This shadow play of ours is for people of
position,

virtue, generosity and fine literary taste.
It is the art of seriousness and of levity,
composed in the best verse bringing
marvel.

Pay attention, you with perceptive minds,

1 R3st (Pers.): a modal entity in the musical system, For deteils, see 0. Wright,
The Modal System of Areb end Persien Music, A.D. 1250-1300 (Oxford: Oxford
University Press, 1978), 36-38, 68-71, 141-144, 263-286.
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for herein lies the closest link with
knowledge.

in it there is only one speaker

visible for all characters, but hidden.

The manners of virtue are very much his,
so gentlemen, throw some gold to him.

| nemed [the play after] Tayf al-Khaygl --
a man hunched like a rising moon.2

The Presenter then invites the first cheracter, Tayf al-
Khaygl the hunchbsck, to appear on the stage. Having exchanged
greetings, the Presenter offers a sulogy to Tayf al-Khaygl's hunch
and a variety of crooked objects, Using a stereotypical military
imagery, he calls him "the most glorious amir of 8ll hunchbacks”
who is to be compared with "8 sword-blade that boasts of a
crooked handle,” “a polo-stick in use,” "lance,” and "a sailing
ship."3 Tayf al-Khaysl sarcasticelly thanks him with a double
appeal -- "May God bless your mouth ana grotect you from palice
swords,” -- juxtaposing rhetoric, personal dissatisfaction, and
the constraining public order. He then turns to the sudience and
delivers zajal verses in praise of God, the Prophet, and the
Sultan, following them by & speech in rhymed prose that stresses

the play’s deliberation to break through the socio-aesthetic norm:

Greetings gentlemen, and may you continue
to live in prosperity and happiness. You
ought to know that every persona (shekhs)
has a model to it (mith&! ), and as o

2Ms 1 (I1stanbul): 2a-3; MS2(Escorial):1-18; MS3(Cairo):2-3 (here the last two
verses are inverted). The trenslation is mine.

3MS1:3a-4a; MS2: 2; MS3: 4-5.
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proverb goes, what you don’t find in fine
baskets, you may find in junk. Every play
(khaydl ) bears reality, and every genre o
method.

Humour is a remedy for the burden of
serfousness, misfortune brings about
fortune. Beauty can become tiring and
ugliness pleasent. .. What is it to you if
something is said to be ugly, because
everything is beautiful inits own way.4

Three dramaturgic foci are foregrounded in this paragraph:
mimesis, humour, and ideclogical (in this case, social, and
aesthetic) polerisms. Even though it is organically linked to the
first play only, this three-focal foregrounding will be applicable
to all three plays, which further accentustes their

interconnectedness.

Tayr al-Khaydl's speech also establishes the spatio-
temporal boundaries of the play: "Having repented of such
activities and having abandoned my buddy Wis#8l, | returned from
Mosul to Eqypt at the time of al-Zahir Baybars, mey God bless his
reign and bestow on him the waters of Paradise."S Reconstruing
the contemporary circumstance becomes critical for the
cognitive and aesthetic value of the play, as the overarching
probtem of endangerment of the folk microcosm through a series
of political measures manifestly enters the play’'s possible world:

we are told that "the market of enjoyment” is subjected to severe

aMs1:6a-7e; M52:3; M5 3:6-7.

SsMs1:8a; MS52:3s; MS3:7.
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punishment by the Sultan ("the Sultan's commands have sent the
army of Saten into exilel"6), we hear a gagTde that laments the
death of Satan (maéata, ya qawm, shaykhung IblTs! ) and eulogizes
his ndm0s,” and we reed a passage that {bn lyas later uses in his
Chronicle to describe the events of the year 665/1266.8 Thus,
there is no doubt that |bn D&niydl's intention was to construe
immediate epistemic links between the possible world of the play
and the actual worild in which he participated as a careful

observer.,

As he completes his sorrowful recitation, Tayf al-Khayail
expresses his wish to be reunited with his friend Amir Wisal.
Summoned to the stage, Amir Wis&! appears and, introducing
himself in rhymed prose through a set of puns with suggestive
connotations, he continues with a nostalgic eand picturesque
recollection of the happy days filled with sensual pleasures that
were "God's gift to lovers”. His nostalgia too is permeated with
the fear for Satan’'s well-being, and he recalls this fear as s
premonition that manifested itself in transcendental moments of
intoxicetion. Another gasida follows, urging Abli Murra (Satan) to
depart from Egypt so as to avoid the wrath of the Suitan's

punishment.

6MS!:9: MS2:3a;: MS3:6.
7Ms1:10-120; MS2:4-5; MS3:8-10.

8Ms1:9: MS2:4; M5 3.7-8.
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A wish for repentance as a sensible solution rather than a
genuine spiritual necessity follows: “So the best thing for the
reasonable folk is to shut this door and repent before it is too
. late, to ask for forgiveness before life is over, and seek
protection from these evil acts, Because this State is powerful
and its accomplishments are apparent.”® Amir Wisal then asks for
the summoning of his secretary, el-T&j B&bUj. A Coptic
buresucrat appears, complaining of the difficult times afflicting

people of his vocation and religion.

wWhen asked to present AmTr Wisal's financial state of
affairs, al-Taj B&blj does so by mocking every item in Wiséal's
possession, He also recites a poem by the court poet Surra Batr
who accompanies him (an allusion to the name of the classical
Arab poet Sarra Durra), carrying sarcasm even further. Amir
Wisal angrily calls for the poet, who, in an attempt to divert
Amir Wisd) from the impulse to revenge for this poetic insult,
assumes the parodic role of Shaharzade. Fearing both for his life
and his poetic status, he relates a series of unconnected stories,
each of which strategically ends with a confusing reference to @
different story, prompting Amir Wisal to ask: “"And what is that
story?” ("we m& kana min qissat al-medhkdr ?"). This narrative

play, construed like a chain which links the ending lines of each

9A very successful pun; inne hddhihi al-dewle qdhire wa &thdruhd zdhire : the
reference is made to the political strength of the stste and the place
itself(gdhire and Cairo) on the one hand, and the outward politicel effects and

the ruler on the other (Z3hire and Z3hir Baybars). MS 1:20; M52:7a; MS 3:17,
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story with the beginning of the succeeding story, leads Amir
Wig8l to forget the reasons behind his initial anger. He releases

Surra Bacr with words of preise for his unequivocal eloquence.

The next scene opens with AmTr Wisal's intention to repent:

0 Tayf ai-Khayél, | have decided to abandon
the wanton lifestyle, sincerely repent to
God and accept the practices of the Sunna
and the community, for the time for
departure has drawn near and little is
left. | ask God's forgiveness for
despondency and homosexual practices. |
am resolved to get married, have children,
and settle down, so bring me the marriage~
broker Umm Rashid|!0

Indeed, Umm RashTd promptly appears, bewildered by the
realization that a request for her services should come from Amir
Wis8l, the man of philandric feme. e announces that she has a
right person for him, e divorced womean of innumerabie charms
but unfortunate life due to the harassments inflicted on her by
her violent ex-husband. Umm Rashid masterfully combines praise
of the bride-to-be and self-praise, particularly in the matters of
unsuccessful sexual experiences with men, and successful ones
with women. Amir Wisa! accepts the suggestion and invites the
matrimony official to draw 8 contract. A conventional speech
follows, specifying the amount of money Amir Wisal is supposed
Lo pay as mehr for Dabba Bint Miftah, the bride.

10Ms ! :35a-36; MS 2:13; MS3:13.
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At this point, AmTr Wis8l informs the parties involved in
the cese that his wealth has been reduced to e tiny, bug-infected
abode, that his horse has died, and that sll valuable items that
were in his possession have been lost in dissoluteness. In
stressing the misery of his personal circumstance, he produces
qasTdas which unscrupulously mock some traditional Arabo-
Islamic values. He then makes a hyperbolic appeal to the sudience
and his friend Teyf al-Khayal for sympathy, reminding them that

it is solely for the sake of repentance that he intends to get

married. 1

Umm Rashid suddenly appears, announcing that the ceremony
is about to begin. AmTr Wisal leaves, returning shortly as the head
of a flamboysant procession accompsanied by drum-beats and
candle-lights. Standing next to his decorated horse, he obediently
waits for the bride who is soon to enter, hidden behind a gold-
embroidered veil and accompanied by a young boy -- her grendson,
as we are to find out -- and several female companions. Observing
the ceremonial customs, Amir Wis8l lifts the veil, only to find
the ugliest creature looking at him. Petrified, he faints. His shock
traumatizes the bride and her boy, as well as all other members
of the procession. The boy, having smelled Amir Wisél's genitals,
falls into an epileptic fit and starts reciting an obscene zajal

that evidently brings AmTr Wis8l back to consciousness. Still

118adawi aptly points out thet this must have been a hint to the audience to
reward the performers with money. In "Medieval Arabic Drama: Ibn D&niysl,” 97.
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furious, Wisal attecks everyone with his mece, driving them

away.

Upon the return of Tayf asi-Khayal to the stage, Amir Wisél
requests the summoning of Umm Rashid as well as her husband
CAfleq in order to punish them both for Umm Rashid's malice. An
aged man with dyed hair enters, singing and farting, and oblivious
to the course of events. He nosteigicelly remembers his good old
past filled with erotic adventures. Amir Wisél's anger is now
even deeper, as he perceives ©Aflaq as the focus of colluctive
guilt of women cheating on their husbands. However, Tayf al-
Khayal intervenes and diverts Amir Wisal from his intended
assault by degrading €Aftaq's virility through humourous varses
on the man's impotence and senility. €Aflaq himself adds to this
his own verses on his debilitating old age that could not have
been improved due to the incompetence of Yaqtinls, the local

Galen, at whose hands even Umm Rashid has passed away.

The unexpected mention of Unm Reshid's death prompts
Wisal to verify the news, and Yaqgtintis is summoned to the stage.
Grudgingly, he comes and explains the circumstances of Umm
Rashid's death, and her passing on the mantle (of her vocation) to
8 young disciple, Umm Tughan, which merks the continuation of
the trade. As for Umm RashTd, she is to be buried with henors "in

the drain of the bath, behind the exit and close to the entrance.”

Umm Rashid's death brings about repentance, marking the

end of the play. Tayf al-Khayal decides to put an end to his
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debauchery once and for 8ll, while AmTr Wisdl announces his

pilgrimage to Mecca.

2.LAJTb wa Gaorfp

Not much can be said about the organization of the story
line in this play. The play has no evident plot but is structured as
a8 fair comprising an episodic succession of personae
representing various trades and professions in Mamllk Egypt.
Within such a scheme of representation, the audience acts as o
crowd gathered to observe the skillful demonstrations of
different exhibitors. The title of the play derives from the names
of two personee -- GharTb and €AjTb -- who stand for two
disparate societel groups in the play and thus define the

boundaries of its ideological framework.

The play opens with a brief introduction by the author who
characterizes it as "giving an account of the weys of quaint (al-
ghurab&' ) and fraudulent (a/-muhtdiin ) people.. who use the
language of Banlu S&@san.”!2 A persona appears onto the stage,
identifying himself as Gharib. His name is a pun, foregrounding
thus not only his belonging to the underground classes, but also
the stereotypical vision of his kinsfolk. In many respects, Gharib

is the mainstay of the actual structure of the play, so any

12Mst.86a: MS2:30; MS 3:67.
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anaiysis of it has to maintain the link with the centrality of his

role,

which includes a brief description of the manners of Banl Sasén,

the groups of outcasts who wondered around and lived by begging

Gharib’'s speech is a nostalgic reflection on his lifestyle

and trickery:

and impersonations he has amateurishly underteken in the past.

Somewhat later in the play, the types that will promenade

wWhen there wes nobody left whose
generosity could be desired, and no one
whose gein would be hoped for, we started
to trick you having no need for you, we
gave ourselves up to leisure and idleness,
became unique in manipulation eand
dispersed in many bands. No denger and no
institution could divert us... We gathered
in Egypt, lrag and Syria... | simulated
suggestive flimflams, referring at times
to knowledge of chemistry, at times to
witchcraft, and at times to the power of
amulets and the psyche. Sometimes |
wrote on the potsherds to dry up the water
in the well, and claimed power over
demonic spirits, summoning Mitatur al-
Shaysabén, | groped about like a madman,
emitting foam from my mouth with the
help of soap. At times | pretended to be &
blind man, gluing my eye lashes with
oleum, or made my limbs swell with dried
clover and made myself cry.'3

Gharib then delivers a gesida vivifying many other tricks

13M51:908-918; MS2:31-31a: MS3:70-71.
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through the stage exhibiting their skilis in a seemingly random
succession will all teke a8 stend towards GharTb, portreying
themselves as nearly institutionalized carriers of the alternative
modes of living with which BenlQl S&s&n have challenged the
authorities. Even though their episodic appearance on the stage
breaks away the diegetic development of the play, it is importent
not to detach them from the central function as exemplars of

Banl Sasén's schemes of behaviour.

GharTb's withdrawal from the stage is followed by the
appearance of his partner, preacher CAjTb al-DTn. Opening his
sermon with the besmalae, he manages to complement the show
with a religious justification by praising God for creating joy and
humour, and choosing the Prophet "who knew how to joke yet
spoke only the truth."14 Though ©AjTb stands as the ideological
antipode of Gharib, his function in the play is certainly not
conflicting with the play's intent. On the contrary: within the dual
perception of the world, ibn D&niysl maneges tu reconcile the

religious consensus with communal aspirations:

Know that the first thing that is placed on
the Scale (of divine Justice) is fine
disposition, because the world is a8 home
of grief, of creating and destroying, of
health and sickness, of pleasure and pain.”

(Then he recited):
Don't carry on with your sorrow
for the judgment of the Scripture cannot

14M51.95; 52:32a; MS3:74.
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be ripped.
Because sorrow 1s burdensome and illness
springs from it.15

Curious is the suggestion offered by G. Jacob that relates
CAjTb’'s statement, "the health of the eye is in the man, and the
health of the man is in the eye,” to "Your eye is the lamp of your
body” in St. Luke XI:34, pointing perhaps to Ibn D&niydl's Christian
origin.!6 Aside from this very plausible suggestion, however, it is
interesting to note the underiying parabolic significance of the
sound-mind-in-the-sound-body metaphor.'7 It specifies physical
health as a prerequisite for spiritual heslth. (Perhaps this
correlation is also the way to reconcile Ibn D#&niyadl the

ophthalmologist and Ibn D8niy&l the playwright?)

However, in the scheme of the play's intent, this predication
"healthy body 'is’ healthy mind" is challenged by the role of
common people in the formation of their own models of existence.
In the course of the play, many figures will demonstrate

professions that undermine the authority of 'scientific’ methods

15M5 1:950a; MS2:32a-33; M5 3:74.

16bid. See Jacob, “CAgTb ed-din al-wa'iz bei Ibn Daniydl,” Der Islem 4 (1913),
70.

1"'Heu::ling, in one form or another, is the vocation of several personae who
pass before tha sudience in the course of the play, and the treatment of eyes is
referred to more than once. For example, Gharib nostalgically remembers in his
gagTde . "And | have treated eyes; how many eyelids trested with my kohl
cannot sleep for nights on end?” Similerly, surgeon Miqddm ol-Maw&sT admits
his shrewdness when commitling mistekes: "When | make a healthy eye blind, |
say, ‘It was the iron that blinded you!™
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and offer alternatives in healing through homeopathy. They center
sround everything that is alternative, accentuating both the
superstitious ignorance of common people as well as the
rejection of absolute values through which the sound-mind-in-

the-sound-body acquires a religious justification.

As mentioned, the parade of figures is actually a parade of
different professions. The name of each persone is a salient pun
on her/his trade, referring thus to e whole system of values
culturally associated with a particuler orofession. From the
dramaturgic perspective, we are dealing not with ‘characters’, but
‘types’, drawn along the lines of professional demarcation within
this socio-cultural context. It is noteworthy to mention !bn
Daniyal's femilierity with the fairs of his times, which enables
him to stage in 8 naturalistic way all the subtle features of such
a carnivalesque atmosphere. Furthermore, a8 conspicuous feature
of this fair is the inclusion of performance arts and
medical/pharmaceutical skills, which brings Ibn Daniyal close to
what Bakhtin describes as "an ancient connection between the
forms of medicine and folk art which explains the combination in
one person of actor and druggist, [whereby] medicine and theater

are displayed side by side in the marketplace.”!8

In the order of appearance, the exhibitors in €Ajib wa Gharib

18Bakhtin, Rabelals, 159.
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are as follows: first, Hunaysh al-Huw@i9 the snake charmer (lit.
Snake Charmers' Little Sneke), who describes different kinds of
poisonous snakes as well as various remedies to treat their
bites. He claims: "the Great God has taught me that there are 366
kinds of snakes, among which | know 444 by neme,” and proceeds
to enumerate some of them, perhaps more elaborately than one

can find in any mediaeval manual on animals.

The second to appear is ¢Usayla al-Mac&jint the druggist
(1it. Cosmetician's Honey Drop), who, showing the audience one of
his jors, explains his skill in treating different diseases and
conditions. He proudly invites people who suffer from stomach
acidity, retinal obstructions, constipation, sexual impotence, etc.
(the grotesque bodily imagery is striking) to come and try his
therapies, expecting a8 minimal reward -- a date or a cucumber --

in return.

Nab@ta al-CAshsh&b the herbalist (lit. The Herbalist Sprig)
introduces himself as "the vicar of Dioscoric2s and the grandson
of Ibn Baytar,” and demonstrates ample knowledge of various
herbs and their homeopathic qualities. His lists includes herbs
both native to Egypt and those growing in more remote areas
which he learned about and collected in the course of his travels.
In an attempt to justify the validity of his skill on religious

grounds, Nabdte applies a theological framework to his trade: in

19A1s0 read as Huwaysh (MS2:33a; MS3:76) or Huraysh (MS1:98) al-Hawwa.
However, considering the semantic intent, such readings do not seem plausible.

128



accordance with "God’'s guidance in the knowledge of certainty, "
he concludes "... no herb in the soil grows unless it possesses @

sound effect on the human body."20

Miqddm eal-Maw8sT the surgeon (lit. Daring Razor Man)
presents the glory of his trade by enumerating all the mysterious
tools which he uses to operate on people: razors, scalpels, saws,
syringes, etc, Their fearsomeness is even more magnified after he
discloses what a dubious expert he is, exclaiming: "And when |

make & healthy eye blind, | say, 'It was the iron that biinded
youl™21

Hasslin al-Mawziln the artist (lit. Well-balanced Geldfinch)
appears and “leans and flips over, walking like 8 scorpion.” Under
the supervision of his trainer (mucallim ) he performs balancing
skills like walking on the tight trope, standing on his hands, or
walking over sword blades.

Shamectn al-Mushacbidh the magician performs with his
apprentice a variety of magic tricks such as expanding & short
object into a long one, turning dead wood alive, growing gerdens
at the spot, making & sparrow play the drum, turning plein soil
into wheat and a lemon into 8 duck, pulling out different objects

from his mouth, etc.

20Ms1:103: MS2:350; MS3:79-80.

21M51:1060; MS2:368; MS3:82. In the MSS. he is colled AsT, which is
semantically iess correct than Maw3&sT.
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Hi181 a1-Munajjim the astrologer (1it. Astrologer Crescent)
appears with his book, the sand-case, his chair and his astrolabe,
praising the one who "decorated the sky with stars and ordained
their movement from East to West, and bestowed on them the
guidance to know the sftuation of His creations, and made the
stars’ bringing fortune or misfortune distinguished by degrees
end minutes...."22 Hil&1 then proceeds to give an account of
different houses and their meanings, summoning two persons
from the audience to tell them their fortune. As Jacob points out,
Hilal's exposition of his skill is often permeated with references
to the work of the famous Baghdady astrologer Abl Mactshar al-
BalkhT (d.272/886).23

Along similar lines of trade, CAwwadh al-Sharmat24 the
fortuneteller (lit. Magic Talisman-Writer ) gives an elaborate
presentation of his wondrous practice, reading into the mirror
and contemplating the magic mirror-like surface (mandel ). He too
offers an elaborate and witty eulogy to God and the Prophet,
aiming, just like other types of the Fair, at a religious
justification of his trade. He then demonstrates his skills on an
epileptic boy whom he frees from demons and evil spirits,
addressing them in a speech filled with interesting, somewhat

cryptic formulaic expressions:

22Ms1:110; MS2:38-388; MS3:85.
23Bosworth, Medieval Isiemic Underworld, 125.

24pImystT in MS 1:112s; QardmitT in MS3:87.
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| force you to make an oath, all disobedient
demons, fiends and devils from the armies
of AbU Murra [i.e. Satan], the abominable
master. If you ere Jewish, an oath on
Adonaj Tzvaol Al Shaddai Ehye' Asher
Ehye’; {1 you are Christian, on ‘Errasin o
logos karshyd '; 1if you are Magi, on fire,
light , darkness and heat; and if you are
Muslim, on the rightness of the Holy Book
and the grace of blessings of Tahé end
Yasin. Respond to my powers and submit
yourselves to my amulets. There is no sky
that will protect you and no land that will
diminish you....25

The withdrawal of cAwwadh al-Sharm&t is followed by
several short acts involving performers with animals: Shibl al-
Sabbac (or al-Sibac) (1it. Beastly Lion Cub) who appears with e
chained lion whom he parades before the audience and meakes
perform different acts; Mubarak al-Fayyal (1it. Blessed Elephant-~
Trainer) who addresses his elephant in Hindi and delivers verses
in praise of the animal’s virtues; AbU al-cAjab (lit. Master of
Marvels) who shows off his goat that performs various tricks;
Abld al-Qitat (lit. Cat Master) who demonstrates the skill in

training his tomcat not to attack the mouse in the basket; Zeghbar

25The first formulaic phrase seems to be taken from the Gospel according to St
John:"En arhi in 0 Logos kai o Logos in pros ton Theon kai Theos in o Logos. Ovios in
en arhi pros to Theon " (In the beginning was the Word, and the Word was with God,
and the Word was God. The same was in the beginning with God). The second
one,"Adonat Tzvaot Al Shaddsai,” found only in MS1:118s, refers to different
names of God. It is & formulaic expression that God uses to describe Himeelf to

His creations -- ‘I will be what | will be.” MS1:118-119; M$2:40; M53:90. | om
grateful 1o Irvin C. Schick for deciphring these phrases.
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al-KalbT (1it. Dog Trainer26) who parades & group of dogs, meaking
them dance to the music of a tambourine and a flute; ADU al-
Wahsh (11t. Wild Beast Master) who enters with a bear, a stick and
8 sack, ringing with hand-bells for the bear to dance; and Maymin
al-Qerrad (1it. Monkey the Ape Trainer) who brings along a nasnéas
and a long-tailed monkey thet dances to the music of drums and a

horn,

Intersecting the sequence of animal performers are two
very interesting types: al-Sanica and N&tiu. Kahle has dediceted a
short study of the first type, explaining her trade mainly by
references to contemporary studies of Gypsy zustoms.2? Since the
woman in this play appears with lancets and glasses that are
traditionally associated with tattooing and circumcision of girls
-- contrary to Jacob’'s opinion that she is a cuppinij woman28 --
and is herself tettooed ("dark colored-lips” and “a white tettooed

leg”), Kehle assumes her Gypsy background from Upper Egypt.

Natd, on the other hand, is a Sudanese boy29 who appears
"with a drum, a conical cep and a long lock of hair, jolting

javelins. As he approaches, he stages a mock flight. As he

26The word zeghbar has not been semantically clear. See Bosworth, The
Medieval Islemic Underworld, 126.

27P. Kahle, "A Gypsy Woman in Egypt in the Thirteen Century A.D.,” Journsl of
the Gypsy Lore Soclety 29 (1949), 11-15.

28See Bosworth, The Medieval Isiamic Underworld, 127.

29See Jacob, "Der N&td und sein Leid bei Ibn D&niydl,” Der Islem 1 (1910) 178-
82.
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retreats, he opens widely his eyes, stretches the corners of his
mouth with his fingers, lingers like a8 mule, and then dances and
sings to the beat of the drum."30

Further in the play there appear other kinds of gymnasts and
artists, like Shadhgqam al~-Bellac (lit. Gulper), who carries a
sword, a platform scale, a lance, and a spearhead, all of which he
attempts to fit into his mouth before the audience. Waththab al-
Bakhtiyart (1it. Swinger) who is probably of Kurdica origin3!
walks and leaps over ropes, taking the breath of the audience at

the prospects of his falling down.

Jarrgh al-Mutebbal (1it. Love-Stricken Surgeon) is dismayed
due to unrequited love, inflicting damage to his body on that

account: he pierces his nose, cuts his shoulder with a razor, and
makes his body bleed.

Jammar Mash&cTIT (1it. Coal-Bearer of Torches) decorates
his torch (mashcal ) with fragrent flowers, boesting of his
prestige in this trade and proudly stressing his adherence to Bani
Sdasan. He explains his function as a watchman {or both men of
high pasitions and common people, and it seems from his account
as well as from the fact that he is incorporated in the pley's
parade of familiar types that his trade was quite popular et the

time. Lapidus makes several references to the scope of activities

30Ms1:126; MS2:420; MS3:96.

315ee Bosworth, The Medievel Islsmic Underworld, 127.
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this profession implied, indicating a feeling of degradation due to
the numerous needs in the maintenance of the city.32 In his speech
too, Jammar ai-Mashac¢TlT mentions many other minor jobs he and
his colleagues have had to undertake, exhibiting high wit in
dealing with different members of society. His speech deserves
to be cited in full, as 1t portrays a powerful imagery of inter-

religious relations and professional cross-referentiality:

How many a governor boasts of us when he
has obtained his post.

People respect him when we stand at his
house door,

protecting him against enemies so that he
has nothing to fear.

How many wanderers we have led in the
derk of a dangerous night,

with gleaming light shining in the
darkness... .

We asddress the Muslim, humbly begging:
Highly honoured Sir, oh candle of the
market,

oh light of the pupil of the eyeball,

grant me that which you have accustomed
me, by the most honoured master CAIT... .
When e Christian comes of high standing,
We say: Oh priest of all churches and
places of worship, by Mary the Virgin, the
Mother of the crowned Son,

by Peter, the first head of the Church of
God

And by Mark, who occupied the throne
before the (Christian) dynasties,

| mean by that the Alexandrian Patriarch,
when we received his office,

By John, by Luke, and the nobie Matthew

32Lopidus, Muslim Cities in the Later Middle Ages , 83, 270,
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By Andrew, who ceme as successor to the
Apostles,
by Bartholomew or by Thaddeus the
Apostle
By the respect for Simon and Thomas, to
whom the greatest honour is due,
by Paul with the disciples, who carried on
the mission,

- by the stringing of pearls, found in his
book of the Epistiles,
by the martyrs, slaughtered in glorious
martyrdom
Bestow a favour on me, be generous to me...
And when there comes 8 Jew,
distinguished, skilled in debate, then we
say: You who are a jewel among Jews. Ch
light of the Sabbath of the Synagogue, by
the Primeval, by the Eternal,
By the scion of Moses, who was addressed
by God, the Lord of Religions,
by the Ten Commandments, revealed to him
on the mountain,
by the text of the Thora Bereshit for the
intercession,
and by the Haphtaras, whose meaning is
not unknown,
By the family of Jacob and !srael and the
intercession,
Bestow on me a favour with a red-copper
penny....33

Finally, the last figure to appear is ©Assaf al-HadT (lit.
Tyrannicel Caraven-Leader). As a8 religious touch to the ending to
the play and as a proxy to ©AjTb al-DTn, he collects the money “in

this year of pilgrimage to the Kacba and the Prophet’s grave.” Upon

33Translation by Kahle, in “The Arabic Shadow Play in Egypt,” 29-31. S 1:130-
1350; MS2:440-47; MS 3:100-108,
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136
. his withdrawael Gharib comes back end addresses Rayyis CAIT in

en epilogue to the play, ending it in verses in mutagérib:

God, You oare all-hearing eand all-
responsive, and you sare close to anyone
who calls you out.

| ask by the Prophet for forgiveness
because | am Your grateful servant

| am passionate, diligent, and artistic,
Gherib is strange and CAjTb is 0dd.34

3. Al-Mytayyam wa al-d&'ic_al-Yulayyim

Unlike the second play, the last play in the Tsayr al-khay§l
trilogy offers a diegetic organization of its story-line. The play
is a burlesque portrayal of amorous conventions in the Arabic

. literary discourse, yet with overwhelming sociological value
related to the plebeian practices in Mamluk Egypt. Just like the
previous two plays, this one too is introduced by Ibn Daniyal's
words as to the thematic concerns of the piece: "This is a play
entitled ‘The Enthrelled One and the Enthralling Wretch,’ speaking
partly of the condition of lovers, partly of dalliance that is a
certain kind of bewitchment, partly of playing games, and partly

of wondrous and odd buffoonery that is not disgraceful,”35

The text of the play begins with the appearance of "a person

34ns':135; MS3:109, Here, the word gharib is repeated 4 times, while {n
MS2:47a, the first two are gherid and the last two, Cajib.

‘ 35MS 1:138s; MS2:48; MS3:110.



visibly distressed by ardent love,” whose name -- Mutayyam --
foregrounds his emotional cov fition. Similer to the names of
many other agents in |bn Daniyal's plays, the name Mutayyam is
associated with 8 whole set of values related to the socio-
cultural context. Within that scheme, Mutayyam's role assumes
the presence of 8 person causally linked to his name. Indeed,
Yutayyim, as his name implies, carries oul this link of causalitly

between the two agents, channeling the flow of the narrative.

Mutayyam opens his speech wilh a poem lamenting the
stressful condition of ahl al-gherdm -- love-stricken people, -~
humourously echoing the ametory themes in classical Arabic
poetry. He then turns to the sudience and, having introduced
himself, reveals the sorrowful story of his unrequited love
towards s besutiful young man -- Yutayyim ~-=- whom he head seen
in a public bath in all his seductive nakedness. The comic effect
created by the fact that the object of his love is & person of the
same sex is reinforced by the exposure to his beloved's nudity
which Mutayyem perceives as an unprecedented eesthetic

experience:

Yutayyim has captiveted hearts and shut
off the door to besutiful wo/men, he is the
one with the most slender body, the most
dezzling waist, the deepest, most
expressive eyes under thick brows, the
most beautifully shaped rear, Lhe most
serene forehead, with front teeth siightly
spart, with cheeks like a rose and fluff
like a violet, the ones who perfects in all
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. descriptions but, alas, does not respond.36

He then composes & muwashshah with which he further
exslts the young man's beautiful features that supersede any
woman ond causes 8ll men to fall in love with him. As he
completes his eulogy, & deformed person comes in, introducing
himself as Mutayyem's former lover. He is devastated that
Mutayyem has jilted him end staerted loving & younger and teller
man, having thus “replaced with jesmine the thorns of
tragacenth.” A traditional method of argumentation takes place in
a comic version: Mutayyam's lover defending smalilness, and
Muteyyem refuting his argument in favour of things fully grown.

Thus, the former lover of Muteyyam sighs,

How cen the meat of & ram be compared
. with that of & lamb? Can't life be
sustained even with small sips of chicken
bouillon? Isn't a nut eaten without its
shell, which is there just to envelop its
smallness? Isn't smoked anchovy
swallowed in one bite precisely because it
is not a big fish?
Then he sings (in besTt )
They said, you fell in love with a
small man,
Right, said I, a small thing too has
weight on the scale.
A small thing is like a wild flower,
that you smell fresh, and long for
every now and then,
It is like silk, soft to touch,
it is the fragrance under the armpits,

. 36MS!:141-1410; MS2:488-49; MS3:112.
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the fragrance of aromatic herbs.
It 1s the sweetness of small sips,
8 pleasant flirtation, and someone
with the mustache,

simple affection in beauty and
tenderness.3?

Mutayyam's counter-argument, purely inspired by the
intensity of his emotional interest, rationalizes the sesthetic
irefutation of things small: "How can you compare a crescent with
the full moon, ripe pomegranate with its blossom, fresh dates
with fuliy grown ones, unripe grapes with wine?"” He then
narrates to his old lover the incident in the public bath when he
slipped and fell upon the sight of beautiful Yutayyim. As Yutayyim
rushed to help him stand up, Mutayyam stole a kiss from him.
Subsequently, he confesses, his entire energy hsas gone into
finding Yutayyim or, at least, Yutayyim's ghuldm Beyram who
seems to exercise 8 great control over his master's actions and

through whose influence Mutayyam hopes to approach Yutayyim.

Indeed, Bayram appears, explaining that he has taken action
on Mutayyam's behalf. He has convinced his master that
Mutayyeam's love knows no limits -- jnnehu yuhibbuk ¢<adad el-
reml wa al-hasd we al-turgb. Bayrem proves to be extremely
diplomatic, developing his strategy as Mutayyam's advocate end
Yutayyim's faithful servant along the lines of eloquent rhetoric

and awareness of the limits of his control over his master's

37M51:143-145; MS2:498-50; MS3:114-115,
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thoughts. Bayram's powerful role of an intermediary is similar to
that of Umm RashTd in the first play Tayr al-khaydl, es it brings
to the forefront the underplayed prominence of the ‘l1ittle people’,

In this pley, the servant is the prime carrier of the action.

Succumbing to Bayrem's clever persuasions, Yutayyim
accepts the challenge of confronting his animals in a fighting
contest with the animals of Mutayyam. Mutsyyem sings and
dances with joy. Yutayyim appears, and the two engage in a
splendid lovers' dialogue expressed through amatory verses in
dd-bayt form, building towards the real mating dance that will
cuiminate in the animal fights. The dielogue is conducted on two
levels: one reflecting the personal experience of love-stricken
Muteyysm and his ways of coping with the intensity of emotions
that have afflicted him, and the other building on the familiar
trends in the aesthetic experience of love and its vicissitudes,
creating & potpourri of familiar trends set up by pre~-islamic and
[slamic amatory verse. The dialogue gradually evclves into a more
playful personal interaction leading to the reason for the

encounter: the animal fight.

Three matches follow, arbitrated by one and the same judge
Zayhln and attended by many. The build-up of tension carries
strong comic and erotic effects: as the tension increases, so does
the size of the animals for fight, The progression towards an
erotic victory by Mutayyem is intertwined with his reconciliatory
tendency to appease his lover. He fights until he loses, acutely

aware that this is the only weay to win the heart of a young man
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for whom the losses of his betoved unimals end as devastating
personal dremas. Before the second fight between the rams
begins, for example, Yutayyim's mother appears, relating a
touching story of the animal's 1ife in their household. She uses
magic to protect the ram from the evil eye with nine grilled
peppers: three from the East, three from the West, and three from
Tiberias, so as to pepper the hearts of the envious ones. Thus,
though inspired by a totally different set of motivations,
Yutayyim too is determined to win, not realizing that his victory
will actuelly mark his submission to Muteyyam. Yutayyim's
naiveté and Mutayyam's exaesperation resuit in three sensational

animal fights: first roosters, then rams, and, finaily, bulls.

Each match is preceded by 8 formulaic speech by Zayhlin
starting with a pious eulogy and ending with an expianation of the
importance of such noble sports.38 Of course, each contestant
seizes the opportunity to exalt the value of his animal, adding
spice to the anxiety surrounding the matches. Yutayyim’s rooster
loses, and he calls on the match between the rams. His ram loses,
and he begs Mutayyaem to let their bulls fight. Finally, Yutayyim’s
bull wins, which temporarily throws Mutayyam into despsir but

gives him a chance to sacrifice the bull and throw a feast:

Oh Rayyis CAIT, this bull should not remain
useless, and | have no expectations for his
recovery. | will make a feast out of his

38Curious is his remark before their beginnings that the fights are cerried "as
the custom of the play requires” -- €ald C&det al-khaysl.
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meat for my brothers, and | invite to it all
my close and faithful friends. Where is
the one who is friendly with the butchers,
and the slayers' apprentices, call for me
Dung Beetle the Meatball (AbU Ji¢rén al-
Kab&bT) and his cooks. Let them hurry up to
slaughter it, skin it, cut it up and cook it.”
The table was spread and the wine cups
filled up, and Mutayyam said: "Everyone is
welcome to join us, especialiy to empty
the glasses|39

As the feast goes on, unknown people pour in, introducing
themselves to the host Mutayysm through peculiar stories of
their lives, satiating their need for food end drink, and eventually
falling asleep. As pertinent to the possible world of the play, the
sexual implications of such a feast is alluded to in the names of
each of these guests: Narjis el-mukheannath, AbU Sahl, Abu al-
Buhaysh, Baddal, Da'lUd el-Qabb&ad, cUmayre al-Jallad, Nibham al-
Debbéab, etc. As in the second play, the succession of people is the
succession of particular trends, and in this case, these trends
relate to clandestine erotic interests that stood in opposition to

the conception of sexuality in religious discourse.

Towards the end of the play, amidst the pile of drunken and
unconscious bodies, Mutayyem is visited by another persona who
introduces himself as the Angel of Death. In a8 tragicomic
confrontation with his deperture from this world, Mutayyam

rushes to repent, uttering all necessary formulaic expressions of

39Ms!:167-168a; MS2:57a; Missing in MSS.
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piety and submission to God and the Prophet. Once again, the

possible world of the play that oscillates towards a subversive
frame of anti-collectivity is temed by u happy ending brought
about by reconciliation with religion.



Chapter Five

COLLECTIVITY AS DRAMATURGIC DISCOURSE [N IBN
DANIYAL'S KITAB TAYF AL-KHAYAL

In order to appreciate the multiplicity of issues reaised in
the three plays, it seems inevitable to look at their mimetic
value from a panoramic perspective. Such an undertaking involves
sorting out their eclectic components into a network of
underlying concerns: the linguistic dilemma, the aesthetic and
ethical norms, the politicel euthority, etc. ldentifying these
separate concerns can shed some light on the depth of correlation
between the microcosm of the plays and their macrocosmic point
of departure. In order to do so, three channels of discussion will
be pursued in reference to the piays: cne, modes of dramatic
communication; two, the binary organizetion of agential

relations; and three, common thematic concerns.

l.Modes of Dramatic Communication,

Dramatic communication in Ibn D&niy&dl's plays can be
approached from two perspectives: one focusing on their formal
composition (e.g. prose or verse), and the other examining their
semantic patterns. A need for such a categorization is not to
draw a sharp distinction between form and content, but to

respond to the socio-cultural role of Arabic language and its
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ideological differentiation in 'stenderd’ and ‘poputar’ Arabic. More

specifically, it 1s in order to relate to what P. Cachia sees as

the coexistence in Arabic of a “high"
literature, which for many centuries was
conservative, formal and tied to a classical
idiom magnificently developed by pre-
Islamic poets and hallowed by Scriptures,
and of more popular forms of self-
eXpression couched in local dialects, less
stable but also more varied and more
immediately relevant to the concerns of
the common people. These lstter forms
embrace what in the Europesn tradition is
known as folklore... The dramatic
presentations we have noted all belonged
to the realm of popular art, and !bn
Daniy8l's plays appear to have been an
attempt to bring them into conformity with
the elite.!

Agreeing with Cachia that Ibn D&niyal appears as a
mediator between the two currents, | believe that the appropriate
issue to be raised here is in what way Ibn D8niydl manages to

reconcile them, to what extent, and for what purpose.

There is little doubt that Ibn Daniyal did, and could have
further expressed his wit in another genre of creative writing.2
However, given certain peculiarities of the shadow play frame, it
seems that his choice of this theatre as a medium for presenting

a hypothetical set of relations was a conscious move.

1Cachia, "The Theatrical Movement of the Arabs,” 11,

25ee, for example, his poetry in Ibn Aybak al-SafadT's compilation pubiished as
Al-mukht3r min shi€r Ibn D8niy&l (Mosul: Mekiebat Bagsdm, 1978).
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As has been discussed in the previous chapter, the
specificity of this genre of theatre necessitates a somewhet
distinct discussion on the modes of dramatic communication. If
we bear in mind the one-dimensionality of its bearers of action
that limits their mobility and aimost eny form of gestural
communicetion, it 1s not surprising to see the emphasis in their
interaction being placed on speech. Related to this is also the
fssue of stage ‘props’, which in the shadow pley assume a
complementary function of approximate spatio-temporal markers.
These markers tend to rely heavily on the immediacy of visual
jidentifications, be it through recognizable contours of animate
and inanimate objects or through culturelly determined attributes
in (grotesque) representations (e.g. costumes or physicel
stereotypes based on gender, ethnic, or other differentiations).
Due to these ‘confinements’, the shadow play provides a familiar
but conspicuously delimiting space-time that effectively
foregrounds its ludic aspect. Furthermore, the employment of
leather figures as bearers of action assumes the spectator's
spontaneous acknowledgment of the theatrical frame and demands
a gradual reception of intended messages via such s frame.
However the diatogue between stage and audience is to be
conducted, it assumes a full awareness of the frame's ‘playful’

nature in the process of decoding the messages.

By focusing the spectator's attention on the delimiting
aspect of this frame, Ibn Daniyal could experiment with a set of

epistemic models that derived from his alert observance of the
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heterogeneity of the socio-historical context. At the level of
social and political relations that attracted most of |bn Daniyal's
attention, the concurrent incongruity between two juxtaposed
‘realities' -- Arab and Mamllk -- was striking, for it was viewed
by the indigenous Arab &lite in the antithetical 'us’ vs. ‘them'
(‘self’ vs. 'other’) construct. As Haarmann has pointed out, the
culemd’ discourse revolved around "a painful conflict between, on
the one hand, the religious esteem they owed to the Mamllks as
valiant mujahidin and, on the other, the rejection of the same
Mamllks as haughty foreign usurpers.”3 Contrary to such an
ideologicel inflexibility that closed venues for a fruit-bearing
dialogue, the folk spirit remeined more elastic and more
pragmatic: "The people in the street did not share this feeling of
suffocation and threat of selfishness and dishonesty. They
declared, “Rather the injustice (or tyranny) of the Turks then the
righteousness (or self-righteousness) of the Arabs (zulm al-turk

wa |8 Csdl al-Cerab ).”4

Within this triangle of contending forces -- the Mamliks,
the Arab religious élite, and the plebs -- |bn D&niyal, en Arab but
not Egyptian born, adopts plebeian pragmatism, and above all,
eclecticism. More than reconciling himseilf to a docile co-
existence among the three currents, his goal seems to be testing

the ways for their interaction. In the possible worlds of his

3Haarmaenn, "Ideology and History, Identity and Alterity,” 183.

4/bid., 184.
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plays, the distinct ethos of these three socio-cultural groups
virtually creates three sub-possible worlds. Though not rigidly
defined, each of them is correlative to a metaphysical realm:
Mamllk to alterity, Arab to immutabflity, and the plebeian to
their much needed dislogue. Ibn D&niydl tackles the actual
propensity of the first two to stay apart through the processes
which in carnivelesque festivities correspond to travesty,
defined by Bristel as ‘code switching' and ‘grotesque
exaggerstions' whereby “identity is made questionable by mixing

attributes."S

‘Code switching' in Ibn Daniyédl's plays is achieved by
switching stereotypes or by comic juxtapositions and shufflings
of ethical and aesthetic polarisms -- 'eternal’ and ‘changeable’,
‘glorious’ and ‘sordid’, ‘heavenly’ and ‘profane,’ ‘beautiful’ and
‘ugly’, or ‘moral’ and ‘immoral’. The non-linear correlation of these
concepts is foregrounded as they are exposed as a product of
culturally defined parameters. For example, in the first play,
Amir Wisal delivers a speech which parodically projects the
traditional Arabic knowledge of horses, while, at the same time,
he historicizes it for his MamlUkT system of meanings. He thus
appears as the synthesizer of two seemingly ‘irreconcilable’
cultural constructs, proving them to be transferable. Likewise, in
the third nlay, the amatory discourse brings to the forefront all

exalted poetic achievements of pre-Islamic and early Islamic

SBristol, Theatre and Cernival, 65.
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poetry, reformulating them for the purposes of an erotic game
between two men. In such image-sets, the aspects of culture that
have been treasured throughout the centuries, creating an
unaltered, slmost holy set of values, become grotesquely
demystified. The overall effect becomes inevitably humorous.
Laughter plays a crucial role in this process as it assumes a
socio-politica) purpose; it associates anachronistic elements of a

culture with a specific historical context,

The variety of effects produced by alternation, aggregation,
and juxtaposition of different sets of meanings is reinforced by
ibn Déniyal's pereailel usage of several, usually regarded as
incompatible literary forms, like qegide, zejal, saj¢,
muwashshah, dl-bayt, mawwal, etc. The dialogues unpredictably
assume versed gagide or zejal forms, rhymed or regular prose,
and in a very original manner altcirnate classical and colloquial
Arabic, demonstrating their compelibility and effectiveness in
complex semantic clusters. ibn Daniyal does not even abstain
from using Qur'anic quotations when describing the most
licentious practices,5 when eulogizing Satan,? or when referring

to miserable living conditions.2 With such uninhibited dielogic

6Q0.21:104 and Q.76:18 .n relation to Amir Wissl's enjoyment of nightly
copulations with Umm Kh:ishéb, followed by his withdrawsls into his room on
the Nile. MS 1:168; MS2:6-6a; MS3:13.

7Q.76:10, in the q3sTde lamenting the death of Abl Murra, MS1:10; MS2:40;
Ms3:9.

8Q.79 and 0.100 in the eulogy to the vizier, MS 1:48s; MS2:18; MS>:48.
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medleys, Ibn D8niydl succeeds in portraying his charecters as
vital, erticulate, and utterly communicative. They disclose their
thoughts before enveloping them in linguistic niceties or
ideological standpoints. Such extreme spontaneity synchronizes
different forms of articulation, in verse or prose, vernacular or
classical, onomatopoeia, euphemisms or dysphemisms,
psittacism, Qur'égnic quotetions, hadith, proverbs, etc. This
dynamic exchange that leaves nothing unsaid or incomplete

rendei's the agents humorous and ‘naturally’ eloquent.

In much of the text, the language also abounds in curses,
caths, sexually suggestive puns, and insolent references.
Hyperbolic form is ubiquitous and is meinly employed as a means
of cynical demystification of political and ideologiceal stiffness.
Thus, in the first play, a mocking praise of Amir Wisdl's qualities

is expressed by his secretary Tdj Bablj:

The most opulent emir (a/-gjamm instead
of al-ajall ), the goat of religion (canz ai-
din instead of ¢j2z a/-din ), the glory of
idiots and fools, the distinguishing mark on
the anus of the boy-servants of the
Commander of the Faithful, the sword of
the police, the liaison of lovers -- may God
expand his neck, bless his testicles, and
bestow on him sbundence of slaps. [He is]
the one who belongs among those who adorn
gatherings with their presence and invoke
joy among the gathered, the one who
deserves that arms and hands stretch out
towards him, and [is] the one who is like
the sea whose shores are open to those who
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come and go. We endow him with the
metters of gaiety and proclaim him the
emir of ridicule.®

if brought to the level of connotative value, the succession
of epithets aimed to glorify and humiliete Amir Wisal indirectly
mock a whole set of political, social end reiigious values
associated with AmTr Wisal's world. Of course, when read in the
original, the language reveals Ibn Daniydl's mastery to exploit the
semantic richness so a8s to achieve such ambivalent images. The
abusive epithets attributed to AmTr Wis8l actually creeate a good-
natured and amiable personality out of him. Their connotative
value leaves a positive comic effect, even if encompassing a
whole scheme of potentially offensive political end religious
critique. As a result, there is nothing ‘degrading’ in this
succession of degreding attributes. Moreover, in spite of a
syntactic incoherence due to the necessary rhyme, there is a
consistent fusion of friendly humour with every element of
abusive speech, rendering it not only socially inoffensive but

aesthetically affeble. Thus, ibn D&niyadl's words from the

oMS1:21a~22; MS2:8-8a; MS3:18-19. The exaggerateu attributes of praise and
insult that culminate in the 1ast phrase, labeling Wigdl the mocking prince, is
strikingly parallelrd by the cornivalesque imagery of mediaeval Eurcpe. Peter
Molan has already pointed this out in his analysis of the structure of this play,
arquing that its overall organizetion recalls the cherfvari rituals. It therefore
seems significant Lo stress o cerlain thread of continuity in the varied pepuler
practicas of the Mediterranean regions, even though no conclusive causel
connection should be advanced without more thorough research on the subject.
See Molan, “Cheriveri ,"5-7.
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beginning of Teyfl al-khay&! are hereby confirmed: "Everything is

besutiful in its own way."10

Given that the communication smong dramaturgic agents is
mainly carried out through the combination of rhuymed prose and
verse, with or without music, the theatricel frame is never lost,
even ot moments when the immediacy of stage-sudience
communication becomes ‘'resl’ -- e.g., in the second play which is
structured as a fair at which people gather as curfous pessers-by.
In the performance text, a complete communication ocecurs with
the help of adequate verbal and gestural refersnces. These
‘deictic pointers’ enable the actualization of the play and usuelly
essume the function of straightforward references as to how the
sction is to be carried out. in Ibn Daniyal's plays, however, the
instructions regarding what kind of gestural and audial
communication should accompany a given scene are also
expressed in rhymed prose so that there is no interruption in the
overall stylistic integrity of the written text: “A hunch appears,
swooping down like a gray hawk, greets with a greeting of &
newcomer, and stands silently with 8 bowed head;" 1! or "[The boy]
went into convulsions and began to sing, then threw himself down
and curled up, screaming ‘yd dddeati, nand, nend, huwa nanetl.’ He

then sniffed the genitals of Amir Wisal and started farting and

1oMs ‘Ta; h52:3; MS 3:6.

11M51:3: M5 2:2; MS 3.3,
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coughing... ;"!2 or "An ugly creeture came in, saying 'your former
lad’, snorting from his mouth as if whistling, and accompenying
his whistling with braying..."13

Though the cohesiveness of the written/performance text
in a complete theatricel communication is lost to us with the
absence of staged plays, it is noteworthy that the written text
itself maintains coherence between the direct speech and the
signs ostended to the spectetor. In Aristotelian terms, though
mimetically intended, the author's instructions have a balanced
diegetic function, as they contribute to the narrative flow of the
written text.

2. Binary Correletions: Agentiel Nomes as Metaphoric
Constructs :

Of particular importance in the communicational scheme of
ibn Daniyal's plays is the attribution of metephoric names to his
dramaturgic agents. It has been pointed out that in the second
play, €CAjTb wa Gherib, almost all agential names appeer &s
metaphoric constructs built directly around the types of
represented trades: Hunaysh al-Huw@ (Snake Chermers’ Little
Snake ), Maymiln al-Qarréd (1it. Monkey the Ape Trainer), Hilal al-

Munajjim (1it. Astrologer's Crescent), etc. Similarly, when

12815 1:64a; MS2:22a-23; MS3:50.

13M51:1439; MS2:490; MS3:114.
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removed from the imaginative dramatic frame and placed back
into the frame of the actual historic circumstance, most of the
names of other Ibn D&niyél's personee reveal a number of
allusions: in the first play, these are, for example, the nemes of
AmTr Wiss) (1it. Prince of Sexual Union), Tayf al-Khaydl (the
Spirit of Imegination -- the ieitmotif of eariy Arabic poetry),
Pabbe bint Mirtdh (1it. Latch Daughter of Key), T&j B&b0Oj (lit.
Crown of Slippers), Surra Bacr (1it, Pile of Dung, also allusion to
the poet Sarre Durra), etc. !n the third play, the names of
protagonists -- Mutayyem and el-D&i¢ Yutayyim -- polarly stand
vis-d-vis esch other. The other sppearing personse, such as Abl
Sehl (1it. Father of the Easy One), Baddal (1it. Substitute), De'ld
al-Qabbad (1it. Da’lid the Gripper), Jallad cUmayrs (1it. the one who
skins his member, i.e. Masturbator), etc., are all associated with
specific sexual practices and are therefore assumed to represent

the men who undertake them.

Several groups of such non-individualistic entities can be
discerned along different lines of demarcations: ethno-
professional (e.g., Amir Wisal -- a Mamilik amir, N&th -- @
Sudenese slave boy; 8l-Taj Babluj -- s Coptic secretary, Surre
Bacr; -- an Arab court poet; Yaqtinlis -- a Greek doctor; Sanica --
a Gypsy tattooing woman; Bayram -- & Turkish servant),
vocational (e.g. trade exhibitors in the second play, €Ajib the
preacher, Umm Rashid the go-between), societal (e.q. Gharib,
CAjib, different personse appearing as sybaritic guesis st

Mutayyam's party, cAflaq), or gender (Umm RashTd as a cunning
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marriage broker, Dabba b. Mift&h as a typical victim of imbalance
in sexual politics, CAflaq as a bamboozled husband, Yulayyim as
an sccessible aesthetic ideal). These groupings are not rigidly
separated and their occasional overlap reinforces the overall
effect of such puns, Given that all three plays explicitiy share the
historicael frame with Ibn Daniyal's own life, it appears
worthwhile to reflect on Ibn D&niy3l's articulation of that frame

through such paronomastic appellation.

To begin with, all these types are built around the most
conspicuous features that render them stereotypes in the mind of
the audience. As such, they are defined through the frame of @
collective social experience, and not through individualistic
traits. Even when injected with a dose of individuality, this
individuality is portrayed very grotesquely, &nd that notl as a
private, ‘psychological’ drama, but as a public affair (e.g. AmTr
Wigdal's breaking away from the controlled eroticism of the
underworld; Umm Reshid's deception; Gharib's trickeries; or
Mutayyam's temporary independence from Yutayyim as his raison
d'étre). This is an interacting, e&s opposed to isolated,
individuelity. An individuel never carries the ection by
her/himself and is not charged with privy knowledge inaccessible
to either other agents or the audience. Nothing in Ibn Daniy&l's
plays 1is bé&tin and everything is z&hir, leid out in
straightforward stage-stage and stage-audience dialogues. The
ultimate goal of such s dramaturgic stretegy is to achieve

narrative immediacy whereby potential situational or individual
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intricacies will be distilled through the collective consciousness.
This leads to the collectivization of all experiences, not by means
of a monolithic articulation that banalizes their fintrinsic
complexity, but rather via verious modes of communication --
prose, verse, music, puns, jokes, etc., == which highlight the

modality of & particuler situation or emotion.

The agential centrality in Ibn D&niysl's dramaturgy depends
greatly on the intensity of stereotypicel traits which these
‘types’ carry in actuael life. The ‘'depth’ of an agential image is thus
not intrinsic but externsl. It does not come as a result of personal
but socio-cultural processes, and Ibn Daniysl's emphesis on them
within his dramaturgic world reflects his own participation in
that collective self. He therefore does not stand as an outsider
but as a living insider. The difference thet he poses between
himself as the articulator of the collective social experience and
his audience is purely functional. Within that dynamic scheme of
societal relations, the aesthelic and cognitive contribution of his
plays is an attempt to turn the espparent discord between the
currents of immutable tradition and those of change into
reconciliatory relations. The focus of action thus moves from
agents to concepts. In building a particular scheme of agential
relations, Ibn D&niydl actually foregrounds them as main

repositories of the coliective ethos.
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In the exeminetion of the dynamics between Ibn Daniyal's
agents end his drameturgic discourse, it is noteworthy that ibn
D&niy&l tends to structure his agents in binary correlations.'4 The
main carriers of action in all three plays come in pairs,
complementing each other in & dialectic interplay. Even though
the function of other agents should by no means be
underestimated, it seems that the skeietal function of the leading
'‘pair’ supports much of the ideological axis. These pairs do not
necessarily function in the protegonist/antagonist constructs,
but they do tend to articulate their concerns through conceptually
different frames. In the first play, the pair is Amir Wisal and
Umm Rashid; in the second, as the title itself foregrounds, GharTb
and CAjTb; end in the third, again as the title suggests, Mutayyam

and Yutayyim. Let us consider them all on their own premises.

Upon his appearance on the stage, Amir Wisal introduces

himself with the following, magama- like speech:

Greetings to those who are attending this
gathering of mine and who are listening to
my speech. Those who know me will enjoy
my compsany, those who don't -- | shall
introduce myself to them. | am the man of
different traits (ab&@ al-khisal ) known as
Amir Wis8l, the man with e club (dabbls ),

147his was aiso Lo be noted later in the Ottoman shadow pley with Keragéz end
Hacivat.
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honor, and hammer.!5 | knock down walls, |
punch the devil. | bite better than a snake, |
carry more than & weigh bridge. | thrust
stronger than a ram, and stink worse than a
den. | steel better than sleep and am more
pederast than AblU Nuwiés. | grew among
DakUsh end Diqlash, and Qamlz eand
Zamlekdsh. | enter and withdraw. | am a bag
of flaws and a bucket of sins. | am 2 torch
in the stoker's hand and a twinkle in (=2
pimp's eye. | am more twisted than a rope
and more piercing than an arrow. | am more
hungry than fire and more thirsty than
sand. | slash better than a knife and snort
better than a frog. | penetrate betier then a
key and am coerser than an artichoke. |
shine better than a star and twist belter
than a screw. | gulp more than a mouth and
kill better than poison. I've assaulted
demons and flayed dead bodies in their
graves. |I've pushed through the crowds and
harassed everybody standing around. | untie
knots even if they are of palmstrands, |
entertain at night and gamble. | am a boxer
and a slanderer, a beater and a caviler, a
rebuker and a sneaker, 8 quarreler and a
menacer, 8 believer and a murderer. |'ve
been rubbed and stroked. | am a pimp and a
shoveler.!6 | dress well!7 and socialize, |
turn into & gentleman, 1 juggle, | dye my
hair, | 1imp, | dance, | report, and | tell
stories. So don't disregard my value, now
that I've disclosed my secrets to you.'8

15Reading the last word as shdkOsh, for sélds or shglds.,
16K8rik, probably from Turkish kdrek, shovel.

17Reading tohendemtu for Kahle's tahannadtu.

1BMs1:128-14; MS2:5-504; MS3:10-11.



At the outset, he is a jundl, i.e. a man of the sword. He
wears a sharbldsh, the head gear associsted with Mamllk soldiers.
In his Khitst, al-Maqrizl informs us that a sharblsh was
ceremonially presented by the Sultan to an amir promoted into
the rank of horseman.!9 He carries a club (dabbls )20 end wears a
bristliing mustache. The physical stereotype, condensed in the
most recognizable features of a soldier that can be portreyed on 8
leather figure, i{s thereupon complete. From then on, Amir Wigal
stands as an ‘ideological abstraction’ associested with a socially
defined image of a soldier within the concurrent historicael frame.
Even though it is kept in the background of the play's possible
world, this frame is occasionaliy nurtured by other references:
Wisal mentions that he has grown up "among D&kiish and Diqlash,
and Qamiuz and Zamlekash,” manifestly people of non-Arab
backgrounds.2! His Coptic secretary, al-Taj Babdj, delivers @
speech ridiculing Amir wWis&l's courtly and financiel affairs.22 The
court poet Surra Ba&tr, in an unconceeled politicel ridicule,
praises the Prince for turning "waste land into an earthly
paradise governed by justice."23 And, in accordance with al-

Jahiz's specification of horsemanship as one of exalting Turkic

19Quoted in L. Meyer, Al-mealdbis el-mamlikiyye , tr. by S. al-ShitT (Cairo: al-
hay's al-misriyya al-€&mma 1§ ol-kit&b, 1951), S1.

20ibid., B4.
21Ms1:13; M5 2:58; MS3:11,
22M51:22-26: MS2:8-10; M53:18-21.

23Ms1:26: MS2;100; MS3:24.
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virtues,24 Amir Wisél demonstrates an impressive knowledge of
different breeds of horses.25 All these references reinforce the
popular image of @ MemlUk amTr and they cleverly permeste the
entire play, complementing thus the genre's shortbacks in visual

representations.

Certainly, a question cen be asked as to the etymological
unsuitability of Amir Wigal's name: Wisal is & word in Arabic,
and, as far as our knowledge goes, the great majority of the
Mamllks bore Turkish first names, even if they were not
ethnically Turkish.26 This cen be explained by the fact that,
except in the csse of non-central agents -~ e.g. the Greek doctor
Yaqtinls in the first play or the Sudanese boy N&tu in the second
or Bayram in the third -~ the names of Ibn Déniyal's agents are
most frequently puns in Arabic, construed for an Arabic-speeaking
audience. In the name Amir Wigsl, conspicuous is the fusion of
politicel and erotic motifs within the frame of grotesque
imagery. The theme of ‘sexual union' is omnipresent in the play,
depicting sex as free, unavoidsble, and procreative. In line with
such a dogme-free vision of hedonistic lifestyle, the name of
AmTr Wisal becomes an ambivalent, yet morally cohesive

metaphor, intended to remove the aura of immaculate ethics from

24Quoted in Hearmann, "Arabic in Speech, Turkish in Lineage,” B2.
25Ms 1:48a-51; MS2:18-21; MS3:38-41.

26Ayalon, “The Muslim City and the Mamldk Military Aristocracy,” Studies on
the Memldks of Egypt, 322.
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political authority. However, as the end of the play brings no
defiance but complisnce, it seems that the play's deliberation is
not to undermine politicel authority by associating it with
immorslity, but to bring it down to the level of popular imagery

in which sexuality occcupies an organic role.

As & representetive of the ruling regime, Amir Wisal
attempts to assert his power in the domain of personal
relationships. On the one hand, he acknowledges the reigning
power and refreins from challenging it. Through repentance and a
quick marriage settlement, he intends to avoid political
repercussions and demonstrete his common-sense. Taking o
short-cut to morality is the privilege of & fearsome jundl. His
scandalous approach to gender-relations, his sordid temperament,
his perpetual need to control, and his libertine approach to
sexuality are grotesquely exaggerated, creating out of Amir Wisal
an ‘'individual’. As the play progresses, however, it becomes
increasingly apparent that this 'individual’ end his ethos will be
challenged.

Indeed, the contending ethos which highlights the
heterogeneity of socio-historical context comes through the
charscter of Umm RashTd. Among all other agents in the play, she
is the one who directly challenges Amir Wisél's need to balance
out his power and idiosyncrasies. In certain respects, her role is
a vague feminist menifesto directed not against immoral
practices of authoritative men, but against their non-recognition

of territorial control. Her territory is eroticism, whereas Amir
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Wig8l's is that of politics. The institution that she personifies -~
thet of go-betweens -- requires observance of tacitly established
codes of behavior. Eroticism, then, is not a part of individualistic
ethos as AmTr Wiz&l assumes, tut e socially elaborated network
of traits. In line with thet, the scope of Umm Rashid's activity of
a procuress is a source of pride, as she is the one who distinctly
preserves the order in the erotic underworld. But, it is precisely
his theoretical acknowledgment yet practical rejection of Umm
Rashid's absolute control within that space that leads Amir Wisal
to punishment. She, after all, is 'the one who follows the right
way' ~~umm rashid:

"Summon Umm Rashid, the marriage agent,
even though she is one who goes out by
night into the bush. But she knows every
honourable woman and every adulteress and
every beauty in Misr and 81-Q&hira. For she
lets them go out from the baths, disguised
in servant's clothes, and guarantees the
prostitutes for whom the police are looking
in secret pleces, providing them with
clothes and jewelry without fee.... She also
knows how to desl in a friendly way with
the hearts of lovers, and she sells the
enjoyment of love only on the condition of
trial. She does not break her promise, she
does not haggle over & price. She does not
visit a drinking bout in order to appropriate
what drips down from the candles, nor does
she ransack the clothes of the gquests for
money. And she does not take the fragrant
flowers around the bottlies, pretending it is
to decorate the clothes of the sinning
women. And she dc ~ not filch the Lieces
of meat from the plates, nor does she pour
together what has cleared from the dregs
of the wine. She does not exchange old
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slippers for new ones, and she does not
criticize the clothes of customers, as a
housewife would do. Mostly she goes round
the houses of the women of rank and sells
balls of material, raw and unbleached, and
all kinds of spices and incense. She sells on
c:'edit and makes appointments for
Thursdays and Moncuys. And she does not
haggle over price. And she keeps her
appointments even if {4 is the Night of Fate
(leylat al-qadr ). So it is, and her pocket is
never empty of chewing-gum and mirrors
and rouge and powder end Maghribine
nutmeg and powder for colouring the
eyebrows and a lime preparation for the
armpits and perfumed wool, and skin cream
snd "Beauty of Joseph” and pomade and
Barmakide scent and hair-dyes and violet
scent. The devil kisses the ground before
her daily, and he elone wakes from her
slumbers."27

Umm Rashid's relationship with Amir Wisal proves to be
complex. For a brief while, it turns not to be solely profit-based,
but motivated by a iriend-in-need situation. Namely, after
hearing the name of Amir Wisél, Umm Rashid gives the
relationship a touch of nostalgic intimacy: she recollects the
distant past when she observed litt1: Wisal as a stubborn and
dirty boy, and bitterly adds that he managed to get seduced even
by her own husband. However, the personslization of the

relationship actuatly deepens the friction between the two, as

278ased on the translation by Kahle in “The Arabic Shadow Play in Egypt,” 32 -
3. For an interesting study on the character of Umm ReshTd, see Merie
Kotzamanidou, "The Spanish and Arabic Characterization of the Go-Between in
the Light of Poputlar Performeance,” Hispenic Review 48.1 (1980), 91-109,
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Umm RashTd's flashbacks of memory actually portray Amir wWisal
as a perpetual intruder into her affairs. Since she is now given
the upper hand, the ground for her assertion of superiority over
AmTr Wisg8l is finally prepared and the conflict of interests
focuses on the present dependence of Amir Wisdl on her

profession and good will.

Expectedly, a trap for Amir Wis8l is set and he irremediably
falls into it. His outrege -- “Fetch (Umm RashTd] and also find her
husband shaykh ©Aflaql | shall surely beat them both even if they
hang me for {t|I"28 -- is overshadowed by his inability to teke
matters into his own hands, which proves to be the culprit for
change. Umm Rashid's abrupt death that follows this trickery
proves to be her triumph, because it results in the final
repentance of Amir Wis8l. She, therefore, is not to be perceived in
isolated terms as an individual condemned by death for her
malice, because that would equate the ethos of the underworid
with defeat. On the contrary: her role develops through the
tripartite cycle of desth-birth-death whose continuum is
maintained after she passes over the Mantle to her disciple Urnm
Tlighén and thus confirms the supremacy of collective over
individual eroticism. Everything falls into a closed circle as the
roles of Amir Wisal an? Uiam Rashid achieve the common goel of
reconciliation of two collective bodies: the one being that of the

erotic underworld which Umm Rash7d jealously guards, and the

28Ms1:66; MS 2:23a; MS3:51,
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other that of political authority which abortively tries to
endanger it.

A similar binary structure of agential relations is also
found in the second play. As the title itself suggests, two
disparate layers of collective consciousness are represented
through the punning names of GharTb and cAjTb al-DTn &/-wécjgz,
the former of which personifies the underworld and the latter the
retigious discourse. The common people's allegiances stay in
between, revolving around both layers, much in the same way as
the common people congregate around the stalls of exhibitors
throughout the play. Though linear, the arrangement of the play is
such that its beginning and end eventually join, enclosing the folk

spirit in a reconciliatory fusion of & ludic frame.

Gharib's name foregrounds social alienation. Literally
meaning “strange, quaint, foreign, etc.,” this name draws
attention to the undefined social status of its bearer and his
Kinsfolk. Gharib is one of Banl S&sa&n -- Sons of S&8sédn, -- 8
collective reference to the various groups of people who made up

the mediaeval Islamic underworld:

The underworld classes of which we have
informetion include the fully criminal
ones, like skillful thieves and burglars,
footpads and brigands, and also those in the
no-man‘s land between criminality and
conventional behaviour, like enterteiners
and mountebanks of diverse types, begqgars
of differing degrees of ingenuity, quack
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doctors, dentistis and herbalists, and so
forth.29

GherTb's alienation is a result of his ideological standpoint,
rooted in somewhat accommodating yet hostile political milieux
which created out of Banl S&8sén perpetual weanderers: "The whole
world is ours, and whatever is in it, the lands of Islam and
unbelief alike."39 GharTb reveals the secrets of sly and
unconventional practices that make up his existence during his
endless journeys through Egypt, Syria, and Iraq. He familiarizes
us with whet it meens to be one of Banll Sésén: sleeping outdoors
by the fire with his head laid on the kashk{l (boM) instead of a
pillow; visiting prostitutes, indulging in various sexual practices,
making & living by faking knowledge of religion, philosophy,
chemistry, medicine, and herbalism, training eanimals for fights,
end undertaking many other cryptic practices "during numerous
travels around the revolving heavens so as to find 8 homeland and
fulfill wishes.”3! Ideologically, as GharTb himself confesses, his

attitude has been prompted by the loss of faith in people:

When there was nobody Jleft whose
generosity could be desired and no one
whose gain would be hoped for, we started
to trick you having no need for you, we
surrendered ou~selves {o leisure and
idleness, became unique in manipulation

29Boswortlh, The Mediseval Islamic Underworld, ix.

30ADbU Dulaf, as quoted in fbfd.

31M51:90: MS2:31; M5 3:69-70.
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and dispersed in many bands. No danger and
no fnstitution could divert us..32

Gherib thus openly declares wear on institutionalized modes
of existence and seeks refuge in trickery, yet depending in effect
on the existence of these institutions. Without their imposition
of pellid but overriding rules there would be no epistemic
incongruence. BanO S@s&n, exploiting the gaps that such detached
institutions create in the plebeien consciousness, oscillste
between outwerd rejections and existential needs. The
erticulation of this standpoint comes not with GharTb but as a
roundabout communiqué in the speech of his partner, CAjib al-DTn
the preacher, and is then exemplified through episodic models.

Gharib thus posits himself as both the vehicle and the tenor of
the narrative,

In contrast to Gherib, preacher CAjib al-DTn -- the wonder
of religion -- is a representetive of institutionalized religion.
Though e popular preacher and thus somewheat closer to the
populace than to the high levels of religious suthority, €AjTb el-
Din is 8 socio-political antipode to Gharib. Yet, his speech greatly
cushions their institutionalized disparities and reveals a common
strife for a deeper ideological understanding. As a bearer of the
official religious ideology he opens venues for the accommodation
of Bant Sdsan’s microcosm without endangering the equanimity of

the authoritative macrocosm that he stands for. A theologicai

32M51:908-91; M52:31-31a; MS3:71.
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justification of Banl S&s&n's practices follows, and so does the
need to bring closer together the 'plebeien’ and the ‘courtly’

systems of velues:

May God heve mercy on the one who seeks
to heal his sorrows with the beauty of his
character that embellishes him, and
transforms his grief with something that
amuses him. Wherever there i{s amusement
melancholy is driven away.. . Gaiety is
beautiful if it is not excessive, so give
yourselves to hope and be engaged in this
matter. You are the troops of strangers and
others among Banli Sasén. Be kind in asking
and beg for sbundance. Taeke advantage of
wnion because sepsaration will happen, and
get united with humankind before what
must happen happens... Travel through the
countryside and put up tricks for people,
for strangers evoke pity, and man moves
about while his livelihood is determined
for him. You should know, may God be with
you, that small coins (riis ) attract gold
coins... Pretend to be blind while seeing,
and deaf while hearing. Pretend to be lame
because a lame person wins priority. Wear
your worn out leather-gowns and drink
some fig juice so that your faces may turn
yellow and your stomechs inflate, Find your
rows in the mosques and harass the dumb
by begging in the streets. Let rags be your
most precious garment and the collection
of goods your greatest worry. Go around
with both of them and feel safe from
bankruptcy and debt. The health of the eye
is in the human being, and the health of the
human being is in the eye."33

33mMs1:950-97; M5 2:320-330; MS3:74-76.
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in many respects, the complementery functions of the two
members of society are projected in their being "something
different and extraordinary” -- €ajTb and gharfb -- to the mind
of the common people. In blending the metaphoric themes of
societal outcasts and religious guardians, the happy ending is
imminent, perticulerly when this blending evolves through a

humorous frame of fictional compositions.

in the third set of binary relations, the thematic focus
revolves around the concept of profane love. Al-Mutayyam -- the
enthralled one -- and his counterpert Yutayyim -~ the enthralling
one, personify dialogic movements in the poetic amatory trends,
each standing for a different current. Yet, the prologue of the play
establishes a direct link with the here-and-now, historicizing the
‘transcendentel’ poetic discourse: "This is a play entitled ‘The
Enthralled One and the Enthrailing Wretch,' speaking partly of the
condition of lovers, partly of dalliance that is a certain kind of
bewitchment, partly of playing games, and partly of wondrous and

odd buffoonery that is not disgraceful,”34

Two kinds of erotic discourse need to be distinguished here:
one pertaining to the poetic tradition, and the other to religious

writings. This epistemological distinction seems relevant

because the play progresses through two pheses: it first revolves

asround poetic discourse and only later, after reaching its pesk, it

34ms1.1380; MS2:48; MS3:110,
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antithetically enters the sphere of religious discourse. Unlike the
former kind of erotic discourse which dealt primarily with
setting up amatory trends for poetic experiences, the latter, as

Fatna Sabbah succinctly remearks,

grew out of desire of the guardiens of
religious conduct, the theologians and legel
experts, to enswer the question that at
some time or other the Muslim believer is
led to ask: How should one make love when
one s 8 Muslim? What are the rules that
regulste what is permitted end what is
forbidden in the act of copulation? The
erotic discourse is religious because it is
an attempt by the sheikhs, imams, and
qedis -~ the religious suthorities vested
with the responsibility for guiding and
channeling the acts of the believer -- to
clarify for him the conduct to adopt toward
one of the most mysterious areas of
creation: sexual desire.35

While it will be important to reflect on the latter kind of
erotic discourse in the discussion on the theme of sexuality in all
three plays, the agential Muteyyam/Yutayyim metaphoric
construct springs primarily from the poetic amstory trends of
pre-Islamic ghazel and cudhri poetry. Let us briefly review

their respective features.

In the pre-Islamic gaside love is expressed both through

sensual and emotional associetions. The beloved’'s beauty is

35Fatna A. Ssbbah [pseudo-name for Fatima Mernissil, Women in the Muslim
Unconscious {New York: Pergamon Press, 1984), 23.
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praised and her spirit is highly esteemed. To love a woman in a
complete union of body and soul means a true fulfiliment of love,.
Their separation is inadmissible because it presupposes giving
superiority to one aspect of the human being over the other. The
poet who dedicates amatory verses to his beloved refers to her as
an equal, with no intention of humiliating, disgracing, or exposing
her in his description of their intimate life. According to one
author, such an attribute is to a great extent ceused by the
position that woman enjoys in heathen Arab society “as mother,
sister, daughter, wife, sweetheart, poetess, warrior, concubine,

slave, and entertainer.”36 In short,

we must not 1ook, in pre-Islamic Gazal, for
poetry of heavenly love, of mysticel
ecstasy, of conjugel love, or any other
social sublimation. The love that this
poetry sings and expresses is very simple
-- and perhaps the most genuine -- it is
purely and simply the feeling of poets when
they are in love. Therefore, their Ghazal is
not & poetry of meditation or
transcendence but a poetry of great
feeling, in which they express utter love,
utter happiness, and utter grief, in a direct
and uncomprising way; they allow of no
half-measures. They are more Keen on
expressing themselves freely, fully and
frankly than on pleasing their listeners and
admirers.37

364.5. Hussein, “The Koran and Courtly Love: A Study of the Koran and Its
Influence on the Deviopment of Divine and Courtly Love,” (Ph.D. Dissertation,
University of Southern Californis, 1971), 52.

37A.Kinany, The Development of Gazal in Arabic Literature (Demascus: Syrien
University Press, 1950), 113.
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A qualitatively different concept of love appears in cudhrT
poetry. Here, love came to be a synonym for despair, loyalty,
passion, and self-sacrifice. Deriving its name from the tribe of
cUdhra, known for its numerous ‘mertyrs of love,” this trend
flourished in the 7th century in Hijaz. One of the main features of
cudhrT poetry is that it represents a reflection of individual
experiences, although each poet is guided by the same amatory
pattern. Nevertheless, this pattern should not be considered as an
offspring of fixed literary categories and conventions, although
some scholars view it as a “religious phenomenon, decreed by
God.”38 The joy of love is achieved through the pain of a sickly
hope that the union with the beloved will be achieved after
death, free from any external obstacle, Death is thus seen as
salvation, highlighted by the words a=~ribed to the Prophet: “He
who loves, and controls himsel” and so dies, the same is @
martyr.”39 Here we encounter the mystical dimension of this
amatory concept, which consequently characterizes cudhri poetry
as an ambivalence between profane and sacred love. Kinany finds
in it a poetic attempt to ieconcile erotic and religious
discourses, viewing it as “a compromise between [poets’] human

instincts and their puritanical religion; they understood it as a

3BHusseln, “The Koran and The Courtly Love,” 94.

39(bn Hazm, The Ring of the Dove, trans. A. J. Arberry (London: Luzec &
Compeny, Ltd., 1953), 220.
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. love which could reach the divine without abandoning the human,

and might become spiritual while remaining also cernal.”40

Ibn Daniyél’'s heroes engage in an amatory dialogue which
carefully intersects both these trends. Mutayyam, the enthralled
party, introduces himself through & typicel cudhrT imagery,

occasionally permesting it with pre-lslamic ghazal style:

Oh people of passion, gather, plead and
implore.

Knock at the door of response with

prayers and listen,

die and live in longing, burst open and be

torn apart,

take the story of the Enthralled One

about the one who keeps him captive, or

leave it.

Lover is the one whose sky of tears does
. not dry up.

Nothing is left of him but bones that

clatter from sickness.

There is a ravine on his eyelids from

which his tears gush forth.

Oh you who blame me, there is no place in

my heart for blame.

| have no consolation, and no expectation

to unite with my love.

The enthralled one is the one who, even if

he appeases his thirst, will not sleep

peacefully.4!

The progression of the play, however, brings a change of

horizons. As Mutayyem grows impatient with the constraints of

40K{nany, Gezal, 2S5.

. 41Ms1:110-111; MS2:48; MS3:139-139a.
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his ‘poetic’ self, he plots an earthbound breskaway from it. The
emotional surrender to unrequited passion in which he
metaphorically portrays himselfl as being 'slain with no knife’,
graduslly gravitates towards a carefully choreographed sensual
fulfiliment of this passion. The movement from the realm of
agape to the realm of eros is comically developed through the

polarized agential structure.

Yutayyim, the object of Mutayyam's passion, stands at the
opposite pole. His formidable physical beauty, exposed in all its
distinctiveness during 'the bathroom scene’, invokes an absolute
emotional reaction, bringing Mutayyam to existence. In other
words, Mutayyam is a consequence. If there were no Yutayyim,
Mutayyam would not be. This causal relationship becomes
significantly polarized as their meanings begin to expand.
Mutayyem appeers as metaphor for ‘'emotions.” His existence is
ruled by his eager desire. Yutayyim, on the other hand, signifies
‘reason.' His presence in the first pert of the play is more tacit
than palpable. We know of him inferentially, after Mutayyam's
appearance on the stage. Gradually, the knowledge of him, though
still second-hand (mainly via Mutayyem but also via Bayram),
becomes significantly particularized: we learn about his physical
beauty through Mutayyam’s admirable elaborations, we learn of
his servant’s influence on him, we learn of his basic affability as
he tries to help Mutayyam get up after ‘the fall’ (the underlying
metaphor of this fall is noteworthy), and we learn of his fondness

of games. As the knowledqge of Yutayyim becomes more particular,
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Mutayyam's passion grows more corporeal. It solicits recognition
and reciprocation, breaking away from the impotent ceausal
dependence on Yutayyim. This shift in the relation between the
two men is masterfully achieved in a poetic dialogue which, on
the one hand, questions the polarity between ‘(platonic) love' vs.

'lust’, and on the other, ‘'reason’ vs, 'emotions’. The dialogue,

conducted in dd-bayt, runs as follows42:

Mutayyam:

Yutayyim:

Mutayyam:

Yutayyim:

Oh Crescent of the night that encompasses
beauty and coquetry,

Because of you | turned into & ghost for the
eye.

Feel pity and let whatever needs to be said
be said,

And be kind: maybe the one stricken with
passion will reach salvation.

| sweer by the one who created my eyelids
as a [lover's] trap,

And bestowed them on me so uniquely:

Let the one who sailed in the sea of my
love drown,

No master is merciful to the slave who
sheds tears.

You are called Enthralling (yutayyim ) and
your aloofness is painful.

Nothing is as orderly as the pearls of your
teeth.

In your closeness and aloofness there are
heaven and hell,

Let me forever be enthrelled by love for
you.

Love has signs and lust distinctions,

42Mg1:153-155; M52:524-53; M5 3:122-123.
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Even if due to your suffering you see it as
destruction,

Be patient towards your lover who rejects
you unfairly and without a limit,

For were it not for separation no union
would be pleasant.

Mutayyam: | became a ghost due to torment and have
no visitors,
I cry with sorrow and you pay no visits,
My instincts are hungry end my eyes all
wet,
All this, even though we 8ore enclosed
together.

Yutayyim: Nobody like me would be cut off in this
matter.
if the lover is stubborn he may be deterred.
The greedy has no use of greed --
Nothing benefits in love except deprivetion.

Mutayyam: | have nothing but my cock Abu al-CArf
Sabbah
who used to get among other cocks to peck
and crow,
He surrendered to them his neck and his
wing,
Take him, and you won't be blamed for it.

As the tension in the dialogue of the two lovers progresses
through the articulation of ogposing conceptions of love, a turning
point is reached in the final stanza. Throughout the dialogue, the
two distinct perceptions of love remain incompatible: Mutayyam's

unquenchable emotions and Yuteyyim's rationalization of

abstinence. In the latter's view, power and eroticism become

intertwined: surrender to emoticns deserves punishment. In the
former's view, rationalization equals death sente .~ 2. The final

stanze, however, brings a comic demystification of the dialogue.

176



The whole imagery is uncrowned through s literal end metaphoric
banalization when Mutayyam, in an illustrative sexuel reference,
describes the pathetic condition of his rooster. In a ‘grotesque
turnover’, reason bends before emotion: Yutayyim's attention is
drawn to his own passion -- cock-fights. This turnover is cerried
out on two descending routes: one, from spiritual abstractiun of
love to its carnal fulfiliment, and the other, from an ahistorical

to & clearly historical perception of erotic discourse.

The ‘contextuslization’ of the amatory dislogue continues in
the second part of the play through a further earthbound plunge.
Everything acquires a playful tone, and as the role of Yutayyim
becomes marginalized in favor of Mutayyam's final ideological, if
not athletic victory (his bull Joses to Yulayyim's), the tmagery
becomes increasingly drawn towards the most carnsl and lustful
aspects of love. The burlesque reflection on poetic amatory
trends is replaced by a challenge to the prolific and detailed

sanctification of sexuslity by the religious discourse.

S.Themaotic Concerns

Ibn Daniydl's dramaturgy reflects a great awareness of
socio-historical processes whose compulsions are vigorously
filtered by the plebeian spirit. At the outward layer, his plays ere
built around petty plebeian cencerns and their quctidian

" practices, whereas in fact, the true focus of Ibn Daniyal's
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interest penetrates deep into the problem of inter-cultural
relations within the immediate historicel context. Ibn Daniyéal
writes about the common people but targets a much wider
sudience. He writes through familiar themes, but aims at the
overarching problem of conflicting currents of immutability and
alterity. The locus of action revolves around the immediete
surroundings of mainiy unprivileged segments of society, roughly

defintng the thematic focus.

As heas been discussed, all plays share the same chronotope.
Within that familier topography and time reference, |bn D&niyal
menages to unfold a multiplicity of dynamic relations while
maintaining his agential structures within simple constructs.
That outward ‘shallowness’ which may have prevented him from
developing three-dimensional characters is cushioned by his
expanding of the inner radius of his possible worlids. In order to
disclose different acpects of the shared socio-cultural
experience, Ibn D8niyd! fits an extraordinary number of personge
in the imagined space of his possible worlds (e.g. in the second
play alone there are 27 different sub-types of people) Within
that myriad of different people, the sense of vertical
development that would involve 'privatization’ of space becomes

redundant, even inappropriate.

Given this common ideological axis in all three plays, it is
not surprising that thematic concerns are of limited scope.
Though from the outset one does not get the impression of

thematic narrowness, all three plays cen be decomposed into
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three closely related concerns: eroticism, morality, and
authority. Though they intersect in each play to 8 varying
degree, their emphasis depends on what blending of interests lbn

Déniydl chooses to present,

The three themes revolve around the religious and politicael
repercussions of what has generally been deemed ‘immoral
practices.’ On the one hand, ‘immoral practices' are related to

sexuality, and on the other, to political/social outcasts.

In terms of Ibn Daniyal's treatment of sexuslity,
conspicuous i{s his reductionism of love themes to erotica and
exoticae, hyperbolic references to sexual (im)potency, and
frequent sexual puns. Even where ‘higher' sentiments are involved
-~ e.g. Mutayyam's almost spiritual infatuation with Yutayyim, -~
the uitimate goal of intimate relationships is bodily satisfaction.
This exaggerated insistence on the physical aspects of love both
through heterosexua! and deviationist practices indirectly
targets the religious discourse which denies the spontaneity of
this dimension in human relations. The principles of sexual
morality, derived primerily from the hadith end akhbar
literature and then elaborated by the religious and intellectual
elite, oscillated between strong prudence and relative flexibility.
Abu Hayysan al-Tawhid7, for example, declared that "the pleasure

of life is animal pleasure,"43 al-GahzalT stressed the importance

43Ab0 Hayysn al-TawhTdT, Mugdbasat, 62nd muqabasa, (Baghdad: n.p., 1970),
255; quoted in F. Rozenthal, “Fiction and Reality: Sources for the Role of Sex in
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of marriage to control sexual practices,44 while al-Jahiz argued
in favor of sexual liberty and justified the usage of sexually
charged phraseology.45 On the other hand, different legal schools
adopted different attitudes towards certain sexuel practices. For
example, the Malikites forbade masturbation, while the Hanbalite
and some Hanafls permitted it as a way to ease desire.d6
Similarly, sodomy is condemned by the Qur'an (27.54), but there is

no clear specification of punishment for it.47

There seems to be no doubt that |bn D@niyal is aware of the
gaps in the official attitudes towards sexual mores. He seems to
hold the opinion that no discourse can regulate sexuality, if for no
reason than the simple problem of implementation. It is then not
a matter of whether 'immorel’ sexual practices are performed,
but in what way they are exonerated in the light of official
ideology. The repentance to which all 1bn Daniyél's heroes rush at

critical moments in their lives thus appears as pure lip-service

Medieval Muslim Society,” Socfety and the Sexes in Medieval Islem , ed. A L. al-
Sayyid Marsot (Malibu: Undens Publications, 1979), 9.

44)1-Ghoz&IT, thyd' Cullm al-din (Cairo: np., 1933), 2:22; quoted in J. A.
Bellamy, “Sex and Society in Islamic Popular Literature,” Society end the
Sexes, 33,

455ee C. Pellat, The Life and Works of JBhiz (London: Routledge & Kegan Paul,
1969), 270-1.

46Bellamy, “Sex and Society,” 3S.

47As B. W. Dunne argues, the failure of the Qur'an to specify e punishment for
homosexuaslity left space for bargaining, to the point thel some religious
authorities allowed sexuel intercourse with non-Muslim males, indirectly
authorizing homosexuality with slaves. See his "Homosexuality in the Middle

East: An Agenda for Historicel Research,” Arab Studies Quarterly 12: 3 (1990),
SS5-82.
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to the institutionalized control over body, inspired mainly by
fear. Moreover, this hasty repentance creates s deep ideological
split between the religious élite and the plebs, as it burdens the
former with eschatological and the latter with scatological
matters. Before repenting so as to secure a place in Paradise, the
plebs will collectively defend the perpetuation of libertine sexual
practices beceuse, in Bakhtin's words, "they bear the mark of non-
officiael freedom ... and carry the images of the material bodily
lower stratum; they debase, destroy, regenerate, and renew
simultaneously. They are blessing and humiliating at the same

time. 48

This is not to say that Ibn Daniy&ai's heroes do not have &
sense of piety. On the contrary: they all express their devotion to
God through a variety of ways, they frequently employ religious
imagery, and they strive for an unbroken continuity between their
ethos and God's omnipotence. What they reject is viewing any

humen condition, including ‘free love’, as centralized or absolute.

Ibn D&niyal’'s characters articulate their 1ibertine longings
as an existentisl need denied by the political regime. The
nostatgic recollection of the ‘'good old days' (eyne tilka al-
ayydm...? ) is repeated on several occasions with an obvious

reference to the life prior to Baybars's ‘prohibition’ law.49

48pakhtin, Rabeleais, 150.

491bn Iyss, Bodd'i€ al-zuhir, 1:326-7.
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Excessive drinking, adultery, deviationist sexual practices like
sodomy, masturbation, necrophilia, coprophilia, and bestiality are
all part of the heroes' experiences. At one moment Amir Wisal
admits that he has copulated with every living thing that walks
on the face of the earth, save scorpions and wasps.59 In the
second play, Gherib also admits to adultery and frequent visits to
brothels,5! while Mutayyam generously hosts to his party all

extremes of sexual deviationism.52

Though the first part of the third play promises a different
treatment of the love theme, this proves to be only deceptively
so. Introduced through Platonic articulations of sentiments,
Mutayysm's ‘love’ consistently gravitetes towerds & sensual
experience. His libertine homosexual past is forecasted from the
start as he reveals that the object of his passion is of the same
sex, and is further stressed through the appearance of his former
lover, However, in this first part of the play homosexuslity is
portrayed in a very benevolent way, without burlesque imegery
that would render it morally culpable. Ibn Daniydl manipulates the
psychological makeup of the common people and manages to

create an empathic reaction in them by exposing the sincerity of

SO"Niktu m3 kane fThi eyseru rihin dhd heydtin yedubbu fawqe t-tursbi

lem yafutnT minhu siw& Ceqrebin debbe wa zunbdri ghaydetin lessabi.” MS 1.590;
MS2:21a; MS3:46.

S1Ms1:88-89; MS2:31-32; MS3:68-70.

S2M51:171a (1.; M52:570 11.; MS3:134 (1.
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Mutayyam's emotions. After all, vulnerability, snguish, end
devotion inspire sympathy. (A similar collectivization of
psychological processes is also found in the second play, when
CAjTb urges Banlu S&s@n to capitalize on the common people’'s
compassion for the helpless). It is only after the grotesque
turnover in the play (i.e. the animal fights) that homosexusality
becomes strongly associated with immorality through a candid
personification of deviationist practices in Mutayyam's guests.
Once again, Ibn Daniyal humorously exposes the ambivalence of an
tdeological concept by creating two frames: the folk ethos and the
religious discourse. In Koestler's terms, what is encountered here
is an intersection of two seif-consistent but hebitually
incompatible frames of reference which grant humour a cognitive

dimension,33

When linked to the issue of authority, the morality theme
explores the collective self mainly in the light of politicel power.
Throughout the plays the fear of punishment is the propelling
motive for ahl] al-khalgce o conform to euthority's demands. This
is less prominent in the third play because Mutayyam's hasty
repentance is not assumed by the dramatic past, but is abruptly
instigated by a sudden appearance of the Angel of Death at the end
of the play. In the other two plays, on the other hand, a split in
the dramatic ‘past’ and its ‘present’ exposes the theme of

morality through a stronger association with the political regime.

S3see A. Koestler's The Act of Creetion (London: Hutchinson, 1964), 70.
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In the first play, for example, the dramatic '‘past tense’
relates morality to the theme of eroticism. The dramatic 'present
tense’, on the other hand, explores it in reletion to authority. The
former thus becomes the background of the entire narrative as
the heroes admit to the ‘immorality’ of their lifestyle
chronologically prior to the ostended here-end-now. Satan is
hailed as a member of the community and its anthropomorphic
deity: "In wine there is a relief from sorrows, if it were not for
the lightness of the Scale, the sharpness of punishment, and being
put together with the Christians and the Jews. There is obedience
of Satan and disobedience of the Sulten.">4 However, now even
Satan hes to leave. The sexual practices that are part of every
character's past are no longer acceptable. The theme of eroticism
is thus developed retrospectively, as a nostalgic reference to the
‘good old days’ before Baybars's ‘'undemocratic’ legislations. As
the fear of punishment overshadows the libertine lifestyle, a
practical need for ethical correctness becomes central: on the
higher level, it raises the issue of the obedience of the State as a
legislating force, and on the lower, Amir Wisél's uncanny attempt
to breech the rules of the underworld, for which he is ultimately

punished.

In the second play, morality and authority are also closely
intertwined, but in an uninterrupted temporal continuum. Gharib

has been a social outcast, and intends to remeain as such. His

54Ms1:7a; MS2:30; MS 3 6.
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reference o the background events is affirmstive as he does not
doubt their continuity. The dilemma that confronts him relates to
his socially undefined status and his ethics in dealing with the
common people (this is automatically projected on all Bant
S8s8n). The question of morelity thus inspires ambivalence, as
there is no clear official attitude towards these groups of socisl
outcasts: on the one hand, Gharib informs us that no regulation
can divert Banl Sésén from their practices, and on the other, he

cherishes the unconstrained freedom of movement.

The ethical dilemma which GharTb communicates to the
audience by pairing up with the preacher ¢AjTb al-D7n is inspired
by his trickeries of the common folk. |s fraud morally
reprehensible? While on the one hand Banl S&sén openly act
against the state's political interests, their conscience leads
them to question their self-serving morality when tricking the
common folk. €Ajib's speech offers reassurances. As 8
representative of institutionalized religion, €Ajib uses eloquence
and his knowledge of hadith so as to sanction the fraudulent
practices of Banu S&san through religious tenets. He encourages
Banli Sasan to cheat, advises them on the most subtle methods of
fraud, and teaches them how to capitalize on the folk's naivete,
This exaggerated accommodation of BanU Sa@sdn within the
religious scheme on the one hand and €AjTb's unconcealed self-
interests (i.e. receiving money at the end of the khutba ) on the
other, fail to completely convince even Gharib. Furthermore,

Gharib collectivizes his experience through 27 exhibitors who
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prove thet his lifestyle is not isoleted but is fragmentarily
present throughout the marketplace, Gharib thus externalizes
himself, foregrounding a dialectical relationship between folk

beliefs and the popular, semi-official trades.

Though meintaining his subversive love of freedom, Gharib
further demonstrates Banu S&sa@n's essential morelity and

goodness:

By God, if it were not for the fear of
boredom,

| would say, do not interrupt this parlance.
There are no unususl images in it.

But my brothers are so full of virtues

and they tried to expese the truth of this
condition.

They enjoined me regarding this matter
and | responded to them with obedience,
asking forgiveness from my sublime Lord.
Martyrdom is thus attributed to me and to
that shaykh Daniyal.ss

SSMsh137-1378; MS2:478; MS3:109 (in the last two MSS., there Is kheyd!
fnstead of H3! in the first bayt of the third verse, bul that meaning seems
less relevant).
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CONCLUSION

Thanks to a number of recent studies on Ibn D&niyal, there
has been a considerable increase in scholarly awareness of both
this playwright end the mediseval shadow theatre. The emphasis
in these studies has revolved mainly around the philological
examination of Ibn D&niydl's work with the intention of
elucidating the linguistic obscurity of Mamilk Caeiro's argot. The
result of such a scholarly orientation has been twofold: at 8 more
general level, attention has been drawn to the existence of
dramatic art in mediaeval Islem and fragmentary information on
it in various mediaeval sources. In more particular terms, large
portions of 1bn Daniyal's trilogy Kitgb Jeyr al-khayal have been
edited, and some excerpts translated. However, it was only in
1992 that the first complete édition critique of this trilogy was
presented to the wider audience. Earlier, even when there were
attempts to understand Ibn Daniydl's craft, prudence had
restrained scholars from including 'obscene’ passages in their
editions. Censorship had thus crippled one of Ibn Daniyal's
powerful artistic effects, resulting in a deficient and one-sided

perception of his work.

Notwithstanding the achievements of modern scholarship on
the subject, there has been no sustained effort to come to terms
with the shadow pley and Ibn Daniyal's work through a more

comprehensive methodological and conceptual framewark. In a
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way, the feflure of mediaeval sources tc articulate the specific
nature of the shadow play traedition and the absence of other
extant plays hed for long reduced the evealuation of both this
tradition and Ibn D8&niydl to abortive attempts of mediseval
Muslim societies to incorporate dreamalic art into their ethos.
While it seems incorrect to make generalizations about the
development of dramatic art in Islam without a more detailed
consideration of the references to the shadow piay, it appears
equally misleading to treat Ibn D&niyal's plays as just another

example unworthy of scholerly attention.

Aimed to counter the prevailing scholarly neglect of this
subject-matter, this thesis has attempted to systematize the
knowledge of the shadow play in the intellectual history of
medieeval Islam and analyze certain features of Ibn Daniyal's
dramaturgy. The focus of discussion has thus been moved from the
philological concerns and a rudimentary specification of the
medieeval shadow play to the treatment of the shadow play as 8

dynamic and cohesive cultural construct.

The analysis began with a distinction between two frames
of perception of the shadow play in mediaeval writings: one 8s
allegory and the other as theatre. Given the chronologicel priority
of the theatrical over the allegorical frame, the purpose of
drawing such a distinction has been to create a more dynamic link
between the two frames and to view all scattered references to
the shadow play as an indispensable guide through the topologies

of this tradition. Since there is no epistemological dispearity
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between the two frames of perception -~ inasmuch as they both
are 'as {1’ constructs, -- it asppeared important to highlight &
significant change in articulation which involved the
emancipation of the theatrical frame towards e broader

exploration of its metaephoric potential.

The coinage of different allegorical models to account for
the evanescence of this world and the nature of the Universe has
proven to be a coercive element in literary, philosophical, and
Sufi discourses, dating as early as the 10th century. It wes
explored by great names of mediaeval Islamic thought -- lbn
CArabT, al-Ghez&!T, Ibn Hazm, |bn 8l-Farid, etc., -- thanks to whom
a substantial, aelbeit fragmented, information on the shadow play

tradition can be sorted out.

As a performance art, on the other hand, the shadow play is
mentioned in various historiographical sources which indicate its
staging in both courtly and popular circles. In Egypt, several
prominent historiographers ( al-Maqr1z7, |bn Daw@adé&rT, Ibn lyas,
etc.), though not discussing this performance art systematically,
clearly confirm a dynamic continuity of the shadow play tradition
end prove that |bn Daniyal's pieces were not an isolated case of
this mode of theatrical presentation. Ibn D&niydl himself asserts
this by attributing "en unprecedented ingenuity” to his trilogy
Kitab Tayf al-khayal , whose writing was commissioned by some
CAIT b. Mawlahum al-Khay#al7. Even though |bn Daniy&l's claim to

fame had until then rested on poetic compositions, his acceptance
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to write the pleces for the shadow theatre carried severa)

important implications.

Thus, one of the mein arguments advanced in this thesis is
that there is a pivotal link between Ibn D&niydl's art and the
shadow play as its vehicle. By using the possible world and frame
theories which open venues for a more thorough understanding of
stage signs in relation to the spectator, the thesis has sought to
explore the tripartite link between the stage, the target audience,
and the playwright. It has been argued that the playwright's
astute projection of the familiar environment through his three
satirical plays -- Jeayf al-khaydl, €AjTb wea Gharlb, and Al-
Mutayyam we eal-dg’ic al-Yuteyyim -- has enabled him to
experiment with several epistemic models that emphasize non-
subjective modes of existence. In this process, the shadow play
frame as fictional discourse has proven to be a successful
strategy of Ibn Daniyal, eimed to foreground his aesthetic and

ideclogical stance.

What could normally be perceived as the genre's lacunae
seems to be 1bn Daniy8él's modus operandi, as he exploits it for the
purposes of a bracketed and compressed mode of representation.
The flat figures, designed and cut so as to induce the most
immediate associations, the casting of their shadows in a setting
which saliently demarcates the fictional space-time, and the
elaborate yet limiting function of the puppeteer focus the
spectator's attention on the most recognizeble features of

represented objects without minimizing his/her awareness of the
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artificiality of the frame. In such & weay, [bn D@niyal encourages
his spectators to move freely through their ‘cultural
encyclopeedia’ during the dialogue with the stage, drawing them
closer together throughout the process of decoding the messages.
Thus, the collectivization in the actusl experience of the plays
becomes as important as the collectivization in the plays’

possible worlds.

The sociological and aesthetic implications of such a8 mode
of representation sre manifold. To begin with, Ibn Daniyal
manages to draw a coercive link between himself, his agents, and
the milieu. Though socially an outsider, he poses himself as an
organic part of the plebeian ethos. He explores its myried
intrinsic relationships and envelopes them in the literary context
o7 his work. Music, phrases in vernacular, names of herbs,
animals, plants, games, trades, and pastimes, as well as many
other popular images that would have otherwise found no place in
literary writings appear vital for Ibn D&niyal's dramaturgy. He
uses the folk ethos to both diversify the historical context and
balance out its ideological currents. Al) actions are filtered
through the plebeian spirit, no matter whether they are generated
by political, religious, or intellectual circles. On the surface, the
sctions revolve around petty aspirations and interests, but on the
deeper level of mutual relations, they disclose interdependence
among different ideologies. In |bn D8&niy8l's dramaturgy, no
ideology remains ‘uncontaminated’ by others. As argued in the

course of the analysis, this ideological cross-referentiality can
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be inferred from the agential constructs, linguistic fusions, and

thematic overilaps.

with this drematurgic technique, Ibn Daniyal explores
different sets of relations without alienating his target audience.
Thus, though presented parabolically, Ibn D&niy&l's agents carry e
link of familierity through their names, professions, and
language. Through their paronomastic connotations, based not on
unpredicteble psychological make-ups but on external socio-

cultural molds, they disclose popular attitudes towards different

cultural constructs.

Furthermore, all three plays are set in the restricted and
instently recognizable space-time: Mamllk Cairo. In this manner
the plays’ chronotope, which hosts familiar yet hypothetical sets
of relations, allows the spectator to draw necessary parallels
without reaching too far into his/her background knowledge.
Whether exploring the theme of eroticism, power, or morality, Ibn
Daniyal insures that his possible world is never too distant from
the actusl world. His dramaturgy thus operates as a mundus
fnversus satire that announces alternative epistemes by having
“a naive fool enter a fictional world that is recognizably ocur
own.”! Humour plays a vital role here, as Ibn Daniyal uses it to
expose the complexity of the shared social experience in & way

which would deny the immutability of any given discourse. By

IE. Van Erven, Redical People’s Theatre, 181.

192



193
. exploring the venues for potential harmony in the heterogeneous

Mamillk society, |bn D&niyal's drama, to borrow Goodled's term,

proves to be "the dramea of reassurance."2

. 2J. 5. Goodlad, The Sociolegy of Populer Drame, 167.
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