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fies the classification of muqaddimat as an independent literary form of Arabic
prose from the 4t/10t century onwards.5

This paper treats the literary aspects of muqaddimat in the 4%/10t% century by
concentrating on the works of Aba Mansar al-Tha‘alibi (350-429/961-1039). The
choice of al-Thaalibi serves three main purposes: (1) al-Tha‘alibi composed some
ninety books on a range of subjects, almost half of which survived either in print
or manuscript, and examining these introductions demonstrates the artistry of
mugaddimat in a wide variety of subjects; (2) modern scholarship celebrates al-
Tha<alibi primarily as a compiler and/or anthologist, less frequently as a critic,
but only rarely as an author of artistic prose. A close study of his mugaddimat is a
first step towards reassessing this perception of him.¢ (3) Al-Tha‘alibi was a cele-
brated figure in numerous fields of knowledge and prodigious in his output. On
the whole, however, he has not received his due in modern scholarship. There-
fore, examining his mugaddimar will both shed more light on his method of writ-
ing and help in determining the authenticity of some of his unpublished works.

Muqaddima in Arabic Literature

The Qur’an, the first lengthy written Arabic prose text, starts with an opening
[al-Fatiha). This set up a convention that Arabic books maintained regardless of
their subject, and which developed, from the 3rd/9th century onwards, into an
independent literary form. These introductions possess a tripartite structure con-
sisting of initial commendations, a middle section which provides the objectives
of the introduction and work itself and closing praises.

The initial commendations almost always adhere to the custom initiated by
the Qurian in starting with the basmala, often followed by the hamdala. In the

> On the subject of introductions [mugaddimar] in Arabic literature see Peter Freimark, Das

Vorwort als literarische Form in der arabischen Literatur, Ph.D. thesis, Miinster: 1967

¢  Muhammad ‘Abdallih al-Jadir was the first to note the activity of al-Thaalibi as an adib by
examining his prose and poetry. In his relatively short section on al-Thaalibi’s prose, al-
Jadir cites a number of quotations from al-Thalibi’s muqaddimat, entries on poets from
his anthology Yatimat al-dabr, and various other books. In general, al-Jadir concentrates on
al-Thaalibi’s technique in hall al-nazm [prosification, lit: untying the poetic string] in his
Nathr al-nazm wa-hall al-“agd and his use of bad® in general, see al-Jadir, al-Thaalibi naqidan
wa-adiban, Beirut: Dar al-Nidal 1991, 301-33. This article concentrates on al-Thaalibi’s
muqaddimat as an independent literary form of Arabic prose but is far from providing a
comprehensive study of al-Tha‘alibi’s prose. To conduct such a study, however, one needs
first to determine the authenticity of some of his works. Most important in this regard is
the history on Persian kings attributed to him: theGhurar mulitk al-furs. We are even faced
with this problem of authorship within al-Thaalibi authentic works, for in several of his
books, al-Tha‘alibi does not state whether he s quoting or composing original prose. In-
deed, many of his statements in these works can be traced to prominent figures of his
time.

Basmala is coined from the formula bi-smi-llahi r-rapmani r-rabim [in the name of God, the
Merciful, the Compassionate], while hamdala is coined from the formula al-bamdu Li-llahi
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middle section — which ranges from several sentences to many pages - the author
may state the reason/s for writing the book, dedicate it to a patron, present the
state of the art of its subject, specify its audience, explicate its method, indicate
its sources, and discuss any other technical aspects related to its subject area. To
achieve these goals, the author usually resorts to certain topoi, especially in stat-
ing the reason for his composing the work, such as, ‘I have been requested to
write a book on the subject’, or ‘I shall report briefly and avoid prolixity’, ‘No
one has ever written directly or completely on the subject’, etc.® The modesty
topos, as a captatio benevolentiae, is popular in almost all literatures.? Also equally
admired is the familiar ‘querelle des Anciens et des Modernes’,'® as well as the praise
of the virtues of the patron.!! A typical distinguishing feature of Arabic introduc-
tions in comparison to other literatures is the request for God’s help and succor
in completing the task of writing.

Abi Mansar al-Tha‘alib and His Works

Abt Mansur ‘Abd al-Malik b. Muhammad b. Isma‘il al-Tha‘alibi (350-429/961-
1039) was a prominent critic of Arabic literature, an anthologist, and an author
of works on adab and lexicography.!? A prominent figure of his time, he partici-
pated in the extraordinary literary efflorescence which, in his generation, made’
the cities of his region, Khurasan, serious rivals to Baghdad and its wider cultural
sphere. Al-Tha“alibi’s life was politically unstable due to the continuous conflicts
between the Buyid, Samianid, Ghaznavid, and Saljiiq rulers who had created in-
dependent states that served as destinations for itinerant poets and prose writers.
Hence, during the course of his life, al-Tha‘alibi traveled extensively within the
eastern part of the Islamic world, visiting centers of learning and meeting other
prominent figures of his time. These travels allowed him to collect, directly from
various authors or written works, the vast amount of material he deploys in his

rabbi alamin [Praise be to God, the Lord of the worlds]. In texts other than the Qur’an,
basmala and hamdala can take different forms, as illustrated below.

Freimark points out that many of these topoi have parallels in European literatures of the
late classical, medieval, and early modern times. On the other hand, some of the topoi
frequently found in antiquity are relatively rare in the Arabic tradition, as when an author
asks a friend to judge his work. See: ibid., 35ff. and the references cited there.

% Ibid., 68-71.

10 Ibid., 53-8.

1 Ibid., 65-8.

For a detailed biography of al-Tha‘alibi see Rowson, “al-Tha‘alibi”, in The Encyclopaedia of
Islam, 279 ed., X, Leiden: Brill 2000, 426a-427b; C. Brockelmann, Geschichte der arabischen
Latteratur, Leiden: Brill 193749, 1, 284-6, S 1, 499-502; C. E. Bosworth (tr.), The Lat@’if al-
Ma‘arif of Tha‘alibi [The Book of Curious and Entertaining Information], Edinburgh: Edin-
burgh University Press 1968, 1-31; al-Jadir, al-Tha‘alibz, 15-132; Zaki Mubarak, al-Nathr al-
Janni fi I-qarn al-rabi, 27 ed., Cairo: al-Maktaba al-Tijariyya al-Kubra [1957], 2: 179-90 and
the primary sources provided there.
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numerous wide-ranging works, many of which are dedicated to the prominent
patrons of his time.

Attempting to compose a bibliography of al-Tha‘alibi’s works presents prob-
lems of false attribution and duplication. The longest list of his works available
from primary sources is provided by al-Safadi'® and contains titles of seventy
works including some duplications and false attributions.!4 Some of these works
survive only in manuscript, while more than thirty authentic works have been
published. In addition to his authentic published works there are a number of
other published works attributed to him that lack scholarly consensus as to their
authenticity. The following is a list of al-Thaalibi’s authentic works that are ex-
amined in this article and available either in print or manuscript: 15

— Aba-l-Tayyib al-Mutanabbi ma la-hu wa-ma ‘alayhi

- Adab al-mulik = Siraj al-mulik = al-Muliki = al-Khwarizmiyyat

— Absan ma sami‘tu = al-La’ali wa-l-durar = Apsan ma sami‘tu min al-shi‘r wa-I-
nathr = Abasin al-Mabasin

= Ajnas al-tajnis = al-Mutashiabih = al-Mutashabih lafzan wa-khattan =Tafsil al-si’r fi
tafdil al-shi'r

— al-Anis fi ghurar al-tajnis

— Bard al-akbad fi-I-A‘dad = al-A‘dad

~ Figh al-lugha wa-sirr al-“arabiyya = Sirr al-adab fi majari kalam al-Arab'é = Shams
al-adab = Ma‘rifat al-rutab fi-ma warada min kalam al-<Arab = al-Muntakhab min
sunan al-“Arab

- al-15az wa-ljaz = al-ljaz wa-l-i5az = K. Ghurar al-balagha fi-l-nazm wa-l-nathr =
K. Ghurar al-baliagha wa-turaf al-bara‘a

~ al-Iqtibas min al-Qur'an

— Kbhass al-kbass

13 Salah al-Din Khalil b. Aybak al-Safadi (d. 696-764/ 1297-1363), was a philologist, literary
critic, litterateur, and biographer, who is famous for his great biographical collection al-
Wafi bi-l-wafayat, see F. Rosenthal, “al-Safadi”, in The Encyclopaedia of Islam, 2" ed., VIII,
Leiden: Brill 1995, 759a.

14 See al-Safadi, al-Wafi bi-l-wafayat. Wiesbaden: Franz Steiner Verlag 1988, 21: 194-9.

15 1 did not include in my list the works whose attribution to al-Tha‘alibi are still debated,

most important of these are Tuhfat al-wuzara’ and Ghurar Mulik al-Furs.
The most comprehensive list of al-Tha“alibi’s works with a good discussion of biographical
problems is compiled by M. “A. al-Jadir, al-Tha‘alibi, 58-132. This list, however, is already
outdated since more manuscripts of al-Tha“alibi’s works have been published and/or dis-
covered, and the discussion of the biographical problems continued in modern scholar-
ship. A more updated, yet less thorough list, is provided by Y. ‘A. al-Madghari in his in-
troduction of al-Tha‘alibi, Mirat al-mur#at, ed. Y. ‘A. Madghari, Beirut: Dar Lubnan 2003,
30-41. Another important list is that of Q. al-Samarrai, “Some biographical notes on al-
Tha“alibi”, Bibliotheca Orientalis xxxii (1975), 175-86. For a discussion of the general content
of al-Tha‘alibi’s works see E. K. Rowson, “al-Tha‘alibi” 426a-427b.

16 Two different books of al-Thaalibi are printed under this title: Figh al-lugha and Lubab al-
adab.
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- al-Kindya wa-l-tarid = al-Nibaya fi-l-kindya = al-Kuna

— Lat@’if al-zuraf@’ min tabaqat al-fudala’= Lat@’sf al-sababa = Latd@’if al-lutf

- Lat@’if al-ma‘arif

- Lubab al-adab = Sirr al-adab fi majari kalam al-arab

- al-Lutf wa-I-lat@’if

- Man ghaba ‘anbu Fmutrib = Man a‘wazabu -mutrib

- Mirat al-muriv’at

- al-Mubbiy

— al-Muntabal = Kanz al-kuttah = Muntakbab al-Tha‘alibi = al-Muntakhab al-
Mikali

— Nasim al-sabar = Kbasd’is al-lugha

- Nathr al-nazm wa-hall al-aqd

— Risala fi ma jara bayn al-Mutanabbi wa-Sayf al-Dawla

— Saj al-Manthiir = Risalat sajtyyat al-Tha‘alibi = Quradat al-dhabab

— Sibr al-balagha wa-sirr al-bard‘a

— Tabsin al-qabih wa-taqhth al-hasan = al-Tahsin wa-l-taqbih

- al-lamthil wa-l-mubadara = Hilyat al-mubadara = al-Mabasin wa-l-addad

— Tarjamat al-katib fi adab al-sahib

- Tatimmat Yatimat al-dabr = Tatimmat al-Yatima

- al-lawfiq li-I-talfiq

— Thimar al-qulib fi--mudaf wa-I-mansib

— Yatimat al-dabr fi mabdsin abl al-asr

- al-Yawagqit fi ba'd al-mawagqit = Yawagqit al-mawaqit = Madh al-shay’ wa-dhammib

- Zad safar al-mulik

- al-Zar@if wa-l-lat@’if = al-Tar@’if wa-l-lat@’if = al-Mabasin wa-l-addad

The Content of al-Tha‘alibi’s Muqaddimat
I- What Makes Tha‘alibi Write?

Many of al-Tha‘alibi’s works are dedicated to prominent patrons of his time and
it 1s clear from al-Tha‘alibi’s different dedications and travel route that he, like
most contemporary literary figures, survived on patronage. Al-Tha“alibi considers
the act of dedicating books necessary to fulfill his service [kbidma] to a patron.!”
In several instances al-Tha‘alibi mentions that the subject of the book was sug-

17" See al-Tha‘alibi, al-l54z wa-lijaz, ed. Ibrahim Salih, Beirut: Dar al-Basha’ir 2001, 17; al-
Anis fi ghurar al-tajnis, ed. Hilal Naji, Beirut: ‘Alam al-Kutub 1996, 41; al-Tawfiq li-l-talfig,
ed. Ibrahim $alih, Beirat: 1990, p. 23; Tabsin al-gabip, ed. Shakir al-Ashiir, Baghdad: Wiza-
rat al-Awqaf 1981, p. 28; Mirat, p. 66; Thimar al-quiib, ed. Muhammad Abu-I-Fadl Ibra-
him, Cairo: Dar al-Ma‘arif 1985, 3; Kbhdss al-kbass, ed. Sidiq al-Nagawi, Haydarabad:
D2’irat al-Ma‘arif al-“Uthmaniyya, 1984, 2.
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gested by a certain patron.!® In other instances, however, al-Tha‘alibi claims that
he is writing to fill a lacuna, especially if no one has ever written on a particular
topic. In doing so, he claims originality and innovation [fardfa, bada‘a, ikhtira‘])."
In a few instances al-Tha‘alibi compiles a work following a personal experience
and with no dedication. Such is the case in his Tarjamat al-katib fi adab al-sabib
[On the proper conduct of friends], in which he states that the reason for writing
the book towards the end of his life is his appalling experiences in friendship.20
Finally, in al-lqtibas min al-Qur'an [Quoting from the Qur’an] he states that he al-
ways had a ‘strong intention’ [n#yya qawiyya] to compile a book on this subject.?!

II- Choosing a Title

Al-Tha“alibi states that he sometimes chooses a title that ‘reveals the content’ of
his work,?? and this holds true for most of his surviving works. In most cases al-
Tha‘alibi mentions the title of the work in his mugaddima. In Adab al-mulik,
however, he seems reluctant to choose one title; he writes:

G o) Jan B el o e ol el e ) Al am o ot oS
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And 1 desired to entitle it using his noble name [i.e. a-Ma’mani], but Abi ‘Abdallah
Muhammad b. Hamid informed me that some authors had preceded me in this... So I
said, “Now, if I call it a~-Muliki [The royal book], I would be sincere, and if I called it

Tubfat al-mamlik wa-nddat al-mulitk [The present of the servant and the provision of the
kings], I would not be dishonest. But I prefer to glorify it as al-Khwarizmshaki...??

Such is the case when the Khwarizm Ma’mun b. Ma’min commissioned him to write

Lubab al-adab as a literary anthology and Adab al-mulizk on politics. See: Lubib al-adab, ed.

Q. R. Salih, Baghdad: Dar al-Shu’un al-Thaqafiyya, 1988, 19; Adab al-mulik, ed. Jalil al-

‘Atiyya, Beirut: Dar al-Gharb al-Islami 1990, 31. Tapsin al-qabih and Khass al-khass were

compiled by the order of [bi-rasm] Abu al-Hasan Muhammad b. ‘Isa al-Karaji and Abi al-

Hasan Musafir b. al-Hasan respectively, see Tahsin, p. 27; Khass al-kbass, 1.

19 See Yatimat al-dabr, Cairo: Matba‘at al-Sawi, 1934, 4-5, MS Laleli 1959 (Istanbul: Siiley-
maniye), 2v-3r; Tabsin al-qabih, 28; Mir'at, 65-66; al-Lutf wa-Flata’if, M. “A. Jidir, Maktabat
Dir al-“Uruba, Baghdad 1984, 19; al-Kinaya wa-l-ta‘rid, ed. Faraj al-Hawwar, Baghdad 2006,
26; al-Mubhij, ed. Ibrahim Salih, Damascus: Dar al-Basha’ir 1999, 23; al-Zar@’if wa-lHai@if
and al-Yawagqit fi ba'd al-mawaqu (printed together) in al-Zar&@if wa-lHlat@if wa-l-Yawaqit fi
ba‘d al-mawagqit, compiled by Aba Nasr al-Maqdisi, ed. N. M. Jad, Cairo: Dar al-Kutub wa-
1-Watha’iq al-Qawmiyya 2006, 49-50; Bard al-akbad fi--A‘dad, in Khams rasa’il li-I-Tha‘alibi
[wa-ghayrib], Istanbul: Matba“at al-Jawa’ib 1881, 103.

20 See Tarjamat al-katib fi Gdab al-sahib, MS Hecimoglu 946-1 (Istanbul: Stileymaniye), 87r.

2L See al-Igtibas min al-Quran, ed. 1. M. Al-Saffar and M. M. Bahjat, Baghdad: Dar al-Wafa’
1992, 37.

22 See Lubab, 19; Figh al-lugha, Beirut: Dar wa-Maktabat al-Hayat 1980, 11.

23 Adab al-mulzk, 32.




THE ART OF THE MUQADDIMA 187

The preface provides three titles for the same book. It appears that later scholars,
referred to the book using different titles.2* This is nevertheless not the only in-
stance in which confusion reigns regarding the titles of al-Tha‘dlibi’s works.
Many of them survive under more than one title, due either to scribal errors or
later catalogers relying on phrases — which are not necessarily titles — from his
prefaces, conclusions, or other works as definitive titles.?> In other cases al-
Thacalibi himself revised a work several times under different titles, rededicating
it to different patrons (as will be discussed in more detail below).

III- Opening the Mugaddima

Al-Tha‘alibi usually adheres to the tradition of Arabic literature by starting with
the basmala following it with the hamdala in ornate form, and then continuing
with a prayer for the prophet. In some instances he adapts or includes Qur’anic
phrases in his hamdala. This is a technique he was very interested in, as evi-
denced by his devoting an entire chapter to it under the title of ‘al-tabamid al-
mugqtabasa min al-Qur'an al-karim.’ [Phrases of praising God adapted from the no-
ble Qur’an] in his allgtibas.?® The following are few of his openings using this
technique:

4l s fu S 1, ‘u_\:{‘jﬂ B L_;;d\ b ae gl Je (W]

k27

As for what comes after praising God, which opens His book?/ and is the last prayer of

the inhabitants of the abode of His reward?8.2%
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24 For example al-Safadi, Al-Kutubi and Ibn Qadi Shuhba refer to it by al-Khwarizmshahi or
al-Khwarizmiyyat, see al-Wafi, 21: 197; al-Kutubi, ‘Uyin al-tawarikh, MS Dar al-Kutub al-
Misriyya 1487 (Cairo), 457; Ibn Qadi Shuhba, Tabagat al-nubat wa-l-lughawiyyin, MS al-
Zahiriyya 438 Tarikh (Damascus: Maktabat al-Asad), 388.

For example in Thimar al-Qulith he quotes from his al-Kinaya wa-I-ta‘rid referring to it as al
Kuna, while in Mirat al-muri’at he quotes from it as al-Kindya. In the preface of the book
he refers to the work as al-Kinaya wa-I-ta‘rid, while in the conclusion he calls it a/-Nibaya fi-
Lkinaya. See Thimar, 606; Mirat, 27, al-Kinaya, 27, 341.

26 See al-Igtibas, 471F.

27 A reference to the opening of the Q, 1: 1.

28 A reference to Q. 10: 10.

ol g a5 RgEn 5Ty 30 s sy A Bl s Bl
29 _ALTamthil wa-I-mubddara, ed. ‘Abd al-Fattah al-Hulw, Cairo: al-Babi al-Halabi 1961, 3; a
very similar phrase is in Nasim al-sabar, ed. 1. M. al-Saffar, in al-Mazwrid 1 (1971), 131.

25
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Praise be to God who taught by the pen, taught man what he did not know,3® and praise
be to God Who guided us to it, we would never have been guided had not God guided
us.3! And praise be to God, Lord of the worlds, 32the praise of the thankful, for his
blessings whose first boundaries are not touched by the last praises of the thankful, and
for His gifts whose lowest recompense is not conveyed even by the ends of gratitude.3
In some cases al-Tha‘alibi stops at the basmala and skips the hamdala.3* While it
can be attributed to al-Tha‘alibi’s favoring other techniques, the absence of hamd
may also result from scribal error, neglect, or a conscious decision on the part of
the scribe to omit it. In a few instances al-Tha‘alibi also embellishes the prayer
for the prophet. For example he says:

Al s 4T Y e Gl ey el peslas o 53l

And may peace be upon the [person who acts as] the lamps of the night, who lifts [the
shroud of] grief from the nation, and [peace be upon] his family, the keys of mercy.3’

IV- Writing and Rewriting the Work

To justify the continuous re-editing of his Yatimat al-dabr al-Thaalibi quotes the
following wise saying in his preface:
u@a»,,‘u;,u”}j\m,\b@@Wi@»u%h&@&éir;T&\won,Huinbg
BJLMQ;mSBB»b@Q\M‘M
The first weakness that appears in man is that he does not write a book and sleep over it
without desiring on the following day to extend or abridge it; and this is only in one
night, so what if it were several years?3¢
The above quotation faithfully describes al-Tha‘alibi’s scholarly attitude. A book
for al-Thaalibi is a work in progress and its immediate publication is necessary
to satisfy a certain “need” [h@a].>” The circulation of the work, however, does
not prevent the author from re-editing, re-dedicating, and even re-naming it. In
some instances, as in the Yafimat al-dabr, there is a final version, and only this is

30 A reference to Q, 96: 4-5:
o e g
31 A reference to Q. 7: 43:

0136 5 Vg Cousd BT g g B3 sal) b Jasdi 165 W i e 5% B (5 2yuil 3 B 55
IR (‘KLN b2 5l &z ﬁ’ ol 1355 Badly 85 s el 3 )

320 1:2,10: 75, 40: 65.

3 Allgtibas, 37.

34 As is the case in: Nathr al-nazm wa-hall al-aqd, ed. A. ‘A. Tammam, Beirut: Mu’assasat al-
Kutub al-Thaqafiyya 1990, 7; Sa al-Manthir, 82; Ajnds al-tajnis, ed. M. “A. al-Jadir, Bagh-
dad: Dar al-Shu’tin al-Thaqafiyya 1998, 24; al-Kinaya, 23; al-Mubbij, 23.

35 Nasim, 131.

36 Yatima, 5, MS Laleli 1959, 3r.

37 Yatima, 5, MS Laleli 1959, 2v.
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put into circulation, although previous versions had been widely circulated and
copied, as al-Tha‘alibi himself admits. This final version, however, is followed by
a continuation, Tatimmat al-Yatima, which adopts the method and regional divi-
sions of the original, but includes new material that had not been available to
the author earlier. Al-Tha‘alibi could have incorporated the new material into the
original book, creating a new edition, but it seems he did not want to interfere
with the officially published version that had already gone through a long his-
tory of editing, which he thus describes:
bz el Jam el ammtls s Dlsdly ALS) (3 edly By ity o)l K 3 S5 Jodd Cudms E57 5,
Aozl cudy s L 38 Ol bt gl sy Jlas W (53 I os¥ Jal 4 i b 52 8
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I had set out to accomplish this in the year three hundred and eighty four, when [my]
age was still in its outset, and youth was still fresh. I opened it with the name of a vizier,
following the convention of the people of adab, who do this to find favor with the peo-
ple of prestige and rank... And I recently found myself presented with many similar re-
ports to those in it and plentiful additions that I obtained from the mouths of transmit-
ters... So, I started to build and demolish, enlarge and reduce, erase and confirm, copy
then abrogate, and sometimes I start and do not finish, reach the middle and not the
end, while days are blocking the way, promising without fulfilling, until I reached the
age of maturity and experience... So I snatched a spark from within the darkness of age...
so I continued in composing and revising this last version among the many versions af-
ter I changed its order, renewed its division into chapters, redid its arrangement and
tightened its composition... This version now contains marvels by the prominent people
of merit, the contemporary stars of earth, and by those who slightly preceded them in
time... [t comprises witty, rare coinings and anecdotes, more pleasurable than the early

basil and the fresh aromatic flowers... [All of] which the first widely circulating version
did not include.38

Even this continuation of al-Yatima was revised later after the first dedication to
Abu al-Hasan Muhammad b. Isa al-Karaji.3® This process of revising takes place
in other works of al-Tha‘alibi as well and is by no means restricted to his cele-
brated al-Yatima. In fact, the multiple titles of works in his bibliography some-
times result from re-workings or re-dedications, a fact about which al-Tha‘alibi
himself tells us in his prefaces. For example, in the preface of al-Mubhij he ex-
plains that he re-edited the book after its first dedication to a point that he “re-
established and re-formed it once again”.40 He also states in Sibr al-baligha that

38 Yatima, 5- 6, MS Laleli 1959, 2v-3r.
3% Tatimma al-Yatima, 7.
40 4l-Mubbij, p. 23; al-Kindya, 27.
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the final version dedicated to “‘Ubayd Allah b. Ahmad al-Mikali*! is the third (and
last?) version after two previous editions “close in method and volume”, the first
dedicated to Abu Sahl al-Hamdani*? and the second to a certain Abi ‘Imran
Misa b. Haran al-Kurdi®* The same can be said about his a/l5az wa-l-ijiz, of
which three different versions of the book survive in a number of manuscripts
with considerable variance, different prefaces and sometimes different titles, all
undoubtedly by al-Tha<libi himself, given their distinctive style. Thus Al-
Tha‘alibi must have re-worked the work three times, dedicating the first version to
a certain Aba Sa‘d Muhammad b. Ahmad b. Ghassan, the second to Mansir b.
Muhammad al-Azdi al-Harawi,* whereas in the third and final version he omits
the dedication altogether, as he did in the final copy of the Yatima.4s

V- Presenting the Plan and Method

In addition to explaining the editorial process, al-Tha‘alibi occasionally spends
more time discussing his writing method in composing a certain book. In ak
Iqtibas min al-Qur'an he notes that he wrote it over a long period of time, with
many breaks ranging from days to years.* In a/-Mubbij he indicates that he relied
on his “memory rather than notebooks” and his “mind rather than transmission”
[‘awwaltu fibi ‘ala kbawatiri Ia dafétiri, wa-ala ma‘qali li manqili] 47

One of the universal topoi in prefaces is the one of brevity. Al-Thaalibi often
describes a book as “light in size, heavy in worth, and great in benefit” [khafif al-
hajm, thaqil al-wazn, kabir al-ghanm],*® accordingly he selects the most important
material:
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And the condition of this last edition is to include the essential core, the innermost
heart, the pupil of the eye, the point of the phrase, the central [pearl] of the necklace,
the engraving of the gem-stone.*’

41 See his biography in Yafima, 4: 326; Al-Bikharzi, Dumyat al-qasr wa-‘usrat abl al-asr, ed.

Muhammad al-Tanji, Beirut: Dar al-Jil 1993, 2: 984.

42 For information on him see Ibn al-Athir, al-Kamil fi al-tarikh, Beirut: Dar Sadir 1966, 9:
379, 381, 428-9, 435-6, 446, 458.

43 See Sibr al-balagha, Beirut: Dar al-Kutub al-‘Ilmiyya 1984, 4.

4 For information about him see Yasima, 4: 321; Tatimmat al-Yatima, ed. M. M. Qumayha,
Beirut: Dar al-Kutub al-Ilmiyya, 232.

45 See alljaz wa-lijaz, ed. Ibrahim Salih, Damascus: Dar al-Basha’ir 2001, 17-21.

46 See al-Igtibas, p. 37.

47 See al-Mubhij, p. 23.

48 See allaz, 17, 19, 20; al-Kindya, 25; Ajnas, 25; Lat@’if al-zuraf@’, ed. Q. al-Samarrai, Lei-
den: Brill 1978, 4; Mir'at, 66. See also Saj° al-manthir, Yani Cami 1188 (Istanbul: Siileyma-
niye), 82.

49 Yatima, 5, MS Laleli 1959, 3v.
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I entrusted to this book the very elegancies, the innermost soul, the strings of pearls and
the knots of magic.”0

Al-Tha‘alibi frequently mentions in his mugaddimait whether he selects his mate-
rial from ancient or modern sources or both. Moreover, he almost always clearly
presents the scope of his books and offers a considerably detailed outline.

VI- Dedicating the Work

A few of al-Tha‘alibi’s books take the form of mementos to friends. The mugad-
dima in these cases acts as a risala or a qasida ikhwaniyya; the book, however, can
deal with any subject. For example, in Nastm al-sahar, a book on the peculiarities
of the Arabic language, dedicated to a friend who is described as using the same
title phrase, the early morning breeze, al-Tha‘alibi writes:
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When the crow of separation cawed between the lovers, and fate threatened, as is his
habit, to separate the brothers, I desired that a memento from me accompany him

which will renew my recollection in his presence and will replace me in the service of
[brotherly] affection. Thus, I composed this book for him and kept it brief.>!

As in the case of most books dedicated to patrons, al-Tha‘alibi’s dedications usu-
ally fall into the end of the mugaddima, and follow a conventional format. In
this regard, the preface acts like a panegyric poem. Just as the panegyric poem es-
tablishes a contract between a poet and a patron, so the preface of a book func-
tions like a contract between the author and his patron. Fulfilling his part of the
contract, the author “sells” his book and draws a flattering portrait of the patron,
whom he describes with motifs usually encountered in panegyric gasidas. There
are also cases where panegyric poets rededicated their gasidas to different pa-
trons.2 Consequently, al-Tha‘alibi’s act of re-dedicating books to other patrons
in his prefaces can be compared to the practice of rededicating gasidas, although
with some differences. A book is different from a gasida in that it does not con-
tain the portrait of the patron, but rather it is the mugaddima of the book that
serves this function. Thus, it was acceptable for al-Tha‘alibi to re-dedicate his
work to another patron without violating the ethics of patronage if he provided
every new edition with a new preface, a rule that he observed faithfully.

50 Lat@if al-zuraf, 4. For the same motif see also Tatimma, 8; Nasim, 131.

51 Nasim, 131.

52 See for examples, Kilito, The Author and His Doubles, tr. Michael Cooperson, Syracuse,
N.Y.: Syracuse University Press, 2001, 24ff.
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Indeed, al-Tha‘alibi’s debt to the madih tradition shows in his numerous
common motifs and conventions. One of these conventions is praying for the
patron. Throughout his mugaddimat, al-Tha‘alibi follows the convention of ask-
ing God to prolong the patron’s life. He sometimes adds a prayer for the pa-
tron’s offspring as well, or prays for his patron’s life to last until he sees his chil-
dren become grey headed.’® Moreover, al-Tha‘alibi often asks God to bestow on
the patron as many gifts from His bounty as the number of the letters in the
book he is dedicating; he says:
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My desire is that God make him witness thousands more of His blessings than the
number of letters in [the book]. %4

Borrowing other motifs from the madib tradition, al-Tha‘alibi often names his
patron as the reason behind “the revival of language, literature, or proper con-
duct”> “the one who encompasses the extreme ends of glory” [jami® atraf al-
mayd) > or the best qualities in general.’” In other instances al-Tha‘alibi finds no
need to name the patron, for the superior qualities he mentions are unique to
him.’® Sometimes he claims that his patron is “the direction of prayer” [4:bla]
and/or a figurative ka‘ba for supplicants and pilgrims.> In other cases, he de-
clares that his praise cannot possibly live up to the deeds of his patron and thus
he cannot hope to do justice to his patron by praising him or dedicating a book
that matches him.®® Alternatively, his praise sometimes matches the deeds: in
which case he would state that his book and his patron suit one another,®! or

33 See for example, al-Yawagqit, 51; Tabsin, 29; Thimar, 9.

3 AlTmofig, 24; see also al-Ijaz, 21; Tabsin, 28, Mirat, 69; Zad safar al-mulik, MS Chester
Beatty Ar. 5067-3 (Dublin), 44a.

3 See al-Zar@'if, 48; Ajnas, 25; Figh, 4; Adab al-mulik, 30; Lubab, 18.

36 See Adab al-mulik, 30; Lat@’if al-ma‘arif, ed. 1. al-Ibyari and H. K. al-Sayrafi, Cairo: Dar Ih-
ya’ al-Kutub al-‘Arabiyya 1960 [?], 3; Figh, 3.

57 See Mir'at, 65-66; al-Kindya, 24-5.

58 See al-Tamithil, 3; al-Kinaya, 24.

39 In using the term ka%ba al-Tha‘alibi specifies that the patron is the ka%a of sovereignty or
majesty [ka‘bat al-mulk or al-swdud), al-Tamthil, 4; Yawagqit, 50; on the other hand, he uses
the word gibla in common Islamic convention as the direction of prayer, see Nathr, 7;
Figh, 9. Al-Tha“alibi also uses this same motif in his own poetry; see for example Diwan al-
Thaalibi, collected by M. “A al-Jadir, Beirut: “‘Alam al-Kutub 1988, 102, 111. For instances
of this motif in Ibn al-Rumi’s poetry see Gruendler, Medieval Arabic Praise Poetry: Ibn al-
Rami and the Patron’s Redemption, New York: Routledge Curzon 2003, 239ff; see also
Diwan Abi Tammam, ed. M. Subhi, Beirut: Dar Sadir 1997, 2: 100, 248, 297; Diwan ibn
Nubata, ed. Mahdi Habib al-Ta’1, Baghdad: Wizarat al-Ilam 1977, 1: 409 ; Kushajim, Di-
wan, ed. N. ‘A. Sha‘lan, Cairo: Maktabat al-Khanji 1997, 61.

60 See for example Tabsin, 28, Bard, 103; al-I4z, 17, 19; Lat@if al-Ma‘arif, 3; al-Tawfiq, 23; al-
Zard’lf, 4. al-Tawfiq, 23; Thimar, 3; for examples of this motif in poetry, see Gruendler,
248ff.

61 See Tabsin, 28.
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that his book compared to other speech is like his patron compared to the no-
bles of his time.®?

Another common topos in al-Thaalibi’s prefaces is apologizing for the delay
in dedicating the work to his patron. He usually attributes this delay to his inca-
pability of matching the patron’s qualities with a product of his composition. He
then moves to comparing his books to the qualities of the patron, resorting to
the modesty topos and drawing interesting comparisons that can often be ren-
dered generally as “He who carries owls to Athens or coals to Newcastle™®3:
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My service to him with my books is like him who presents hair dye to a youth, like him
who transmits jurisprudence to al-Shafii and poetry to al-Buhturi.®4
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Like him who offers light to the sun and adds a river to the sea.®®
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Like a jug of brackish water carried to a raging sweet-watered sea®®
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And how can one compose books for al-Jahiz, dedicate jurisprudence to al-Shafi, po-
etry to al-Buhturi and song to Ibrahim b. al-Mahdi?¢’
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Like him who offers incense to the Indians, carries musk to the land of the Turks, and
imports ambergris to the Green Sea 8

In the passages above we see al-Tha‘ilibi lamenting the inferiority of his works to
his patron, yet he justifies the act of dedicating a deficient work with two lines
by his friend Aba al-Fath al-Busti:®’
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Do not condemn [me] when I present to you the choicest from your [own] venerable
sciences or bits from your [own] literary arts

62 See Khass al-kbass, 1.

63 See D. E. Marvin, The Antiquity of Proverbs, New York, London: G.P. Putnam’s Sons 1922,
281-2.

64 Tubsin, 28; Bard, 103; Kbhass al-kbass, 2.

65 Alljaz, 17, 19.

66 Larzif, 3; al-Tawfiq, 23; al-Zard@’if, 3b.

67 Al-Tawfiq, 23.

68  Thimar, 3.

69 See his biography in Ibn Khallikan, Wafayat al-ayan, ed. Thsan <Abbas, Beirut: Dar al-
Thagafa 1968, 3: 376.

N
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Indeed, the gardener presents to the owner the precious produce from his [own] garden
by virtue of his service.’0

Using this analogy of the gardener, al-Tha“alibi finds a clever way of justifying
the presentation of a supposedly inferior book. Moreover, the analogy is even
cleverer in the fact that it suggests that he deserves no credit for what he offers,
since it was not his property in the first place. By means of this crafty trick, al-
Tha‘alibi makes the patron the virtual author of the book. He states this even
more clearly in another instance, claiming that his entire Mirat al-murivat is a
portrait of his patron’s qualities and thus the patron is the real author of the
book.”! In another instance al-Tha‘alibi justifies his gift by claiming that adab is
his only possession, and he is presenting it to the patron only because he recog-
nizes that knowledge of the subtleties of adab are intrinsic to the nature of the
patron.”?

The Form of al-Tha‘alibi’s Mugaddimat
I- Rhyme and Rhythmical Balance (Saj* wa-Muwazana)

Saj° is thymed prose while muwazana is the rhythmical and/or syntactical bal-
ance in the sentence (traditionally in terms of words).”? Both sa/° and muwa-
zana are major characteristics of 4th/10t%-century artistic prose, although they can
be traced back to the soothsayers’ prose [saj al-kubban) of pre-Islamic Arabia. In
many cases, however, and especially in the works of later critics, sa/° assumes
muwazand.

One of the earliest rhetoricians to discuss s in some detail and in numerical
terms was Diya’ al-Din b. al-Athir (d. 637/1239).7* Ibn al-Athir shows by exam-
ples how the length of one rhythmical unit is very close to the length of its part-

70 Bard, 103; Thimar, 3.

7V Mirat, 65-6. One can see this motif for example in Ibn al-Rimi’s panegyrics; see for de-
tails Gruendler, 227ff and especially 253-255. Such a book, of course, cannot be re-
dedicated to another patron after this claim, since it is the whole book in this case that
presents a portrait of the patron and not only the mugaddima. Rededication in this case
would obviously violate the ethics of patronage.

72 Khass al-khiss, 2.

73 Saf, according to Régis Blachere’s translation, is “rhymed and rhythmic prose”, see Régis
Blachere, Histoire de la littérature Arabe des origines a la fin du Xove siécle de J. —-C, Paris: Adrien-
Maisonneuve 1964, 189. This definition of sa/° includes al-muwazana as an integral part of
saj‘. As Saj° and muwazana do not always presume each other I take them to be separate in
this paper.

74 See his biography in F. Rosenthal, “Ibn al-Athir”, in The Encyclopaedia of Islam, 2"9 ed., Lei-
den: Brill 1979, III: 723b-5a. Some other medieval authors who treated the same subject
are Abti Hilal al-“Askari (d. after 395/1005) in his Kitah al-Sind‘atayn, and al-Qalqashandi
(d. 821/1418) in his Subb al-asha fi sindat al-insh@’.
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ners in terms of words — with no mention of syllables.” In this respect the single
word [lafza] in prose corresponds to the poetic foot [tafila] in poetry. Ibn al-
Athir proposes two major categories, short sa/ [saj° gasir] and long saj [saj* tawil).
The former consists of two to ten words in each colon, while the latter counts
eleven or more.”® Modern scholarship, in contrast, discusses the numerical bal-
ance of sqj° with regard to the number of words as well as syllables.” These re-
cent studies reveal fascinating rhythmical patterns of 54/ some of which one en-
counters in Tha“alibi’s mugaddimat as well. One example will suffice to demon-
strate this aspect of his mugaddimat. Al-Tha‘alibi says:
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The days of our lord, the supported king, ... are rendezvous for honor and virtue, his pe-
riods are times of generosity and glory, his hours are seasons for literature and knowl-
edge, his breaths are blessings and his sayings are always “yes”. His deeds become cus-
toms, his achievements illustrious, his utterances pearls. His high ambitions rival the

stars in height and his noble deeds rival the horizon in width. His good qualities com-
pete with the sun in brilliance and his merits compete with rain in abundance.”®

In the first three phrases al-Tha<alibi does not employ rhyme; instead he uses -
wazana making the three phrases parallel syntactically and, almost, morphologi-
cally. This morphological and syntactical parallelism is maintained to the end of
the paragraph and coupled with saj‘. We can also see that al-Tha“alibi maintains a
rather strict parallelism of syllables throughout the paragraph. The following dia-
gram shows parallelisms in al-Tha‘ilibi’s three groups of cola in this paragraph:

7> See: al-Mathal al-s@ir Ji adab al-kitib wa-lLshair, Cairo: Maktabat Nahdat Misr 1959-62, 1:
271-337.
76 Al-Qazwini, on the other hand, divides s4 into three groups: short, medium, and long,
but without specifying the borders of each; see al-I1dap fi uliim al-balagha, ed. Muhammad
‘Abd al-Mun‘im al-Khafsji, Beirut: Dir al-Kitib al-Lubnani 1949, 2: 248-9.
The most important recent works on saj* are: Stewart, Devin, “Saj* in the Qur’an: prosody
and structure”, Journal of Arabic Literature XX1-2 (1990), 101-139; Zaki Mubarak, La Prose
Arabe an IVe sigcle de I’ Hégire, Paris: Maisonneuve 1931, 78-94; idem, al-Nathr alfanni fi I
qarn al-rabi, Cairo: Dar al-Katib al-‘Arabi 1934, 1: 75-123, 137-53; Afif Ben Abdesselem,
“saj”, in The Encyclopaedia of Islam, 24 ed., Leiden: Brill 1995, VIII: 734a-8b. Works taking
syllables as a basis were initiated by Mahmid al-Mas‘adi, al-lqZ’ fi-ladab al-“arabi, Tunis:
Mu’assasat ‘Abd al-Karim b. ‘Abdallih li-I-Nashr wa-l-Tawzi¢ 1986; Yunis, ‘Ali, Nazra
Jadida fi misiqa Fshir al-“arabi, Cairo: al-Hay’a al-Misriyya al-‘Amma li-I-Kitab 1993 ; a sta-
tistical approach to saf* is applied in Adrian Gully and John Hinde, “Qibis ibn Wush-
magir: a study of rhythm patterns in Arabic epistolary prose from the 4th century AH”,
Middle Eastern Literatures vol. 6 no. 2 (July 2003).
78 Nathr, 7.

77
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Group One

“ay/yalmul (maw!la/na) malwal qi/ tush/ sha/ral fi/ wall fad/ li --v(--V)V---vVV--v
“aw/qal tul hi/ talwalri/kbull ka/ra/ mi/ wal/may/di -V - V---VVV--V
sa/altul i/ malwal st/mu-l/"al da/bi/ wal/il/ mi -~V - V-V-VVV--V
Group Two

wa/ an/fal sulbu/ni/ ‘am V--VVV-

wa/’aq/wallu/bu/na/am  v--vvv-
wal’afl allu/ hul silyar V--vvVV-
wa/’al/fa/zu/bu/ du/rar V--vvVvV-

Group Three

wal/mal allil bil tul bal hin/ nu/ji/ mar/ti/fa/ ‘an VV--VV--V--V--
wa/ malka/ri/mulhul tu/ da/ bill jaw/wat/ ti/ sa/‘an VV-VVVV----V--
wal/mal halst/nu/bu/ tu/ balrish/ sham/sal zu!/ hit/ ran VV-VVVV---VV--
wal/fal dal’t/ lu/ bu/ tu/ja/ ril/ gat/ ra/ wu/ fa/ ran VV-VVVV---VV--

This diagram shows that al-Tha‘alibi does not only maintain an equal number of
words in every saj‘a, which constitutes the best type of sa/° according to Ibn al-
Athir, but also maintains an equal number of syllables with almost perfect paral-
lelism.

Needless to say, al-Tha“alibi does not follow a uniform pattern of s/ in his
muqaddimat; rather, he varies his patterns to avoid boredom, as do most authors
of artistic prose of the 4th/10% century. One can generalize, however, and say
that most of al-Tha“alibi’s s4/° range between two to six words, placing his s4/ in
the category of short sa/, according to the division of Ibn al-Athir, who stressed
his preference for this type of sq/.”?

1I- Extensive Use of Figures of Speech (Badi)

Ibn al-Mu‘tazz gathers as many as eighteen figures of speech in his K. al-Bads:
the initial five, according to the author, are artifices of figures of speech [badr],
while the rest are artifices for the embellishment of speech [mabasin]. Later, how-
ever, the term badi was applied to badi® figures and mabasin alike. Even before
the 4%/10% century many books dealt with the subject, most importantly the
K. Nagd al-shi'r of Qudama b. Ja‘far (d. before 337/948),80 K. al-Sina‘atayn of
Aba Hilal al-Askari (d. after 400/1010),3! and [9az al-Qur’an of al-Baqillani

79 See al-Mathal, 1: 335-6.

80 See his biography in S.A. Bonebakker, “Kudima b. Dja‘far”, in The Encyclopaedia of Islam,
2nd ed., Leiden: Brill 1986, V: 318b-22a.

81 See his biography in ]J.W. Fiick, “al-‘Askari®, in The Encyclopaedia of Islam, 2 ed., Leiden:
Brill 1960, I: 711b-13a; B. Gruendler, “Abu Hilal al-‘Askari”®, in The Encyclopaedia of Islam,
31 ed. Leiden: Brill (in press).
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(d. 403/1013).82 A total of twenty-nine figures collected from these books and
their use became customary requirements of balagha in both prose and poetry.
Qabus b. Wushmgir, the famous Persian ruler and author of belles-lettres,33 for ex-
ample, claims to have invented fourteen figures of speech.?* By the beginning of
the 5%/11% century, the number of figures of speech had reached nearly one
hundred.8> Al-Tha‘alibi, however, while not devoting a whole book to a compre-
hensive discussion of badi* figures,3 sets aside whole books for individual com-
mon ones. He discusses, for example, tgjnis [paronomasia) in his Ajnas al-tajnis
and al-Anis fi ghurar al-tajnis, kinaya [allusion/metonymy] in al-Kinaya wa-I-tarid,
and gives illustrations of s4° [thymed and rhythmic prose] in Sz almanthir.
Moreover, al-Tha“alibi discusses various figures of speech in scattered passages in
his books, especially his Yatimat al-dabr. It is natural, then, that al-Tha¢alibi’s in-
terest in badr finds a place in his own writing; he says, for example, in his -
qaddimat:
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The Amir, Shaykh and Master is a masterpiece that collects the virgin thoughts, strings
the secrets of tomes, enchants the hearts with the coins of prose and the signs of select
poetry.87
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It is a grave sin that my works circulate in countries like proverbs and travel like phan-

toms, being the basil flowers of kings and governors and the fruit of the virtuous and
leaders, while I have no work by the order of the Shaykh...88
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82 See his biography in RJ. McCarthy, “al-Bakillani”, in The Encyclopaedia of Islam, 2™ ed.,
Leiden: Brill 1960, I: 958b-59a.

83 See his biography in C. E. Bosworth, “Kabis b. Wushmgir”, in The Encyclopaedia of Islam,
20d ed., Leiden: Brill 1978, IV: 357b-358b.

88 See Qabis b. Wushmgir, Kamal al-baligha, ed. “A. al-Yazdadi, Baghdad: al-Maktaba al-

‘Arabiyya 1922, 19-32.

Usama b. Munqidh’s work al-Badr fi naqd al-shi‘r, which was composed in the first quarter

of the 6%/12th century contains 95 figures of speech, see al-Badr fi naqd al-shir, ed. A. A.

Badawi et al., Cairo: al-Babi al-Halabi 1960, 91-92. For more information on figures of

speech in Arabic Literature see W. Heinrichs, “Badi®”, in Encylopedia of Arabic Literature, ed.

Julie Scott Meisami and Paul Starkey, London: Routledge 1998.

86 The Rawdat al-Fasaba that is falsely attributed to al-Tha‘alibi by M. L. Salim belongs to a
later period. Despite the little evidence in the introduction of the work, mainly the start
with bard‘at al-istiblal coined with Qurianic quotations and the emphasis on the brevity
and the worth of the book, the work includes numerous quotations by later authors, in-
cluding al-Hariri (d. 516/1122) and al-Zamakhshari (d. 538/1144).

87 4l Anis, 41.

8 AlLly4z, 20.
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... And qualities that the spearheads of pens guard and the tongues of days and nights
study.8?
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O Lord, we seek your assistance to thank your beneficence for a king like an angel, a sea
like a castle, a full moon in a seat of honor, rain stemming from a lion, a cosmos in a

garment of a scholar, and a ruler [shifting] between beauty [of creation] and good
deeds.”®

III- Synonymity and Prolixity (al-Taraduf wa-l-Itnab)

Al-Jurjani (d. 816/ 1413) defines synonymity [tardduf] as “unanimity in mean-
ing” and “the succession of the single phrases that point to the same thing under
the same aspect”,’! while Abu Hilal al-‘Askari defines prolixity [izab] as: “ex-
panding speech to increase the benefit”.%2 Both taraduf and itnab were common
practices in the 3'4/9t century, especially with al-Jahiz. However, these two tech-
niques were developed further in the 4%/10% century to the point that the liter-

ary framework became much wider than its content. Al-Tha‘alibi uses both tech-

niques in his prose writing, for example:
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This is a book that includes the best of pretty utterances, the marvelous fragrant mean-
ings, and subtle descriptions, [all of] which imitate the blossoms of trees, the breeze of
early mornings, the singing of birds, the necks of gazelles, the collars of doves, the
breasts of falcons and buzzards, the green wings of peacocks, beautiful gardens, and the
charm of the languid eyes.

[The content of the book] moves still minds, arouse hidden desires, intoxicate without
drink, and delight without music, and cause tremors from this delight (just) as the east
winds shakes the bough, (and) as the bird who was splashed by rain shakes off the mois-
ture — all this being prose that is like the scattering of rose water and poetry like the
stringing of [pearls] in a necklace.”

Al-Tha‘alibi here presents two main points: first, that his book includes excellent
utterances, meanings, and descriptions that rival the beauty of nature, and sec-

89
90
91
92
93

AlTamthil, 3.

AlKindya, 23.

Al-Jurjani, K., al-Ta%ifat, Beirut: Maktabat Lubnin 1969, 58.

Abu Hilal al-‘Askari, al-Furigq fi ugha, Beirut: Dar al-Afiq al-Jadida 1973, 32.
Man ghaba ‘anbu-l-muirib, ed. N. Sha‘lan, Cairo: Maktabat al-Khanji 1984, 3.
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ond, that it includes both prose and poetry that exert an effect on the human
mind. However, in repeating the same concepts in different phrases and listing
examples of “subtle descriptions”, he provides the text with a considerable verbal
effect, though it adds nothing to the content.*

IV- Adaptation and Inclusion (al-Iqtibas wa-l-Tadmin)

Quoting or adapting Qur’anic verses, badith, or lines of poetry is another major
feature of 4%h/10t%-century prose writing that al-Tha‘alibi employs in his muqad-
dimat. In the case of poetry, the examples above demonstrate that when al-
Tha<alibi quotes poetry in his mugaddimat, it is usually only a few lines and typi-
cally not his own. In some instances the poetry is quoted because it reminds al-
Tha“alibi of some meaning or motif he is expressing in the surrounding prose. In
these cases the poetry runs parallel to the prose text, does not add to the mean-
ing, and functions simply to illustrate the original motif. This also shows al-
Tha‘alibt’s ability in applying hall al-nazm [prosification] in this practice.”> Al-
Tha“alibi in these cases depends on poetic motifs from ancient or contemporary
poetry. Indeed, al-Tha“alibi’s general works demonstrate an interest in hall al-
nazm, in particular a whole book dedicated to this practice, his Nathr al-nazm wa-
bhall al-“aqd [Releasing of the Poetic String and Untying of the Knot]. Drawing his
reader’s attention to this technique, he says:
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Thereupon, I brought out half of this book from the best [outcome] of the planets [i.e.
authors] of the earth and the best eloquent people of the age in prose writing, while I re-

leased its [other] half from releasing the poetic string of the princes of poetry, whose
good poetry I cited in my book Yatimat al-dabr.5®

In other instances al-Tha‘ilibi quotes poetry as part of the prose text, making use
of what al-Qalqashandi considers fann al-imtizaj [the art of intermingling] 77

94

See other examples of both techniques in quotations number 6, 8, 10, 11, 17.
95

On the genre, see Amidu Sanni, The Arabic Theory of Prosification and Versification, Beirut-
Stuttgart: Franz Steiner Verlag 1998.

%  Sibr al-balagha, 3.

97 For details see al-Qalqashandi, Subb al-a‘sha fi sind‘at al-insh@, Cairo: al-Muw’assasa al-
Misriyya al-“‘Amma 1964, 1: 280. An extreme case of this art, one from which the term a/-
imtizaj might have originated, is found in the ras@’i/ of Badi‘ al-Zaman al-Hamadhani, a
case that al-Tha‘alibi himself quotes in his Yatimat al-dabr:
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In this example the phrase “kama hazzati-l-ghusna ribu-s-siba” is a hemistich in al-
Mutaqarib meter,”® while the second “kama intafada-l-“usfiurn ballalabu-l-qattru” is
in al-Tawil,'® and al-Tha‘alibi uses both as part of the prose text with no indica-
tion to this fact, except for the hint provided at the end of the sentence explain-
ing that the book includes both prose and poetry.

Al-Tha‘alibi in his mugaddimat applies the same technique of quoting poetry
in his quotation of Qur’anic verses, i.e. the verses are included in the text as a
part of the main speech and not as a quotation. Al-Thaalibi dedicates a whole
book to this technique entitled al-lgtibas min al-Quran, which was discussed ear-
lier.10! To give an example from another work, comparing the family of al-Mikali
to the “good tree” [shajara tayyiba] mentioned in the Qur’an, al-Tha‘alibi says in
the mugaddima of Figh al-lugha:
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His Mikali tree was situated in the depth of glory and highness, its root is firm while its
branches are in the sky102,103

My condition [in longing] to approach the Master {is like [the condition of] the intoxi-
cated man who is swayed by wine}, and in my gratification to his encounter [I am like]
{the bird who, splashed by rain, shakes off the moisture}, and for attaining his amity , [I
hope to be] {like the wine which mixes with cold fresh water}, and in my delight by seeing
him, I am {like the damp bough which shakes in the hot wind of summer).
See Kashf al-ma‘ani wa-l-bayan ‘an ras@’il Badi al-Zaman, ed. A. al-Tarabulsi, Beirut: al-
Matba‘a al-Kathalikiyya 1890, 128-9, and Yatima, 4: 243, MS Laleli 1959, 546v. Other ex-
amples by al-Hamadhani are in Kashf, 139, 141, 292, 375.

98 See translation in Quotation number ten above.

99 The full line, by al-Najim (d. 314/926), is:
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See al-Husri al-Qayrawani, Jam* al-Jawahir, ed. ‘A. M. Al-Bajawi, Beirut: Dar alJil 1987;
Idem, Nar al-tarf, ed. L. ‘A. Aba Salih, Beirut: Mu’assasat al-Risala 1966, 258, Ibn Abi
‘Awn, Kitab al-Tashbihat, ed. M. ‘A. Khan, Cambridge: Cambridge University Press, 122.

The hemistich is attributed to many poets; most probably it originated from the line of by
Abu Sakhr al-Hudhali [d. 80/700]:

100
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See Abu al-Faraj al-Isbahani, al-Aghani, Cairo: Matba‘at Dir al-Kutub al-Misriyya 1932,
5:184.
101" See Quotation two above.
102 A reference to Q. 14: 24.
103 Figh, 3; see also for another example 10.
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V- Brilliant Exordia (Bara‘at al-Istihlal)

Al-Jurjani defines the term bara‘at al-istiblal as follows: “bard‘at al-istiblal occurs
when the author makes a statement at the beginning of his work to indicate the
general subject before entering into the details, i.e. when the beginning of speech
is suitable to the intended [subject]; it frequently occurs in the exordiums of
books.”1%4 Al-Tha“alibi often recognizes this convention in writing. For example,
in Adab al-mulik [On the proper conduct of kings] he says in his tabmid:
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Then praise be to God who made kings his successors in land, asked them to look after
the matters of His creation, made them the defenders of the common {lit: black] people

and the pure [lit. white] call, the keepers of the faith, as well as the owners [of this
faith].105

Although al-Tha‘alibi usually uses bara‘at al-istiblal immediately at the beginning
of his muqaddima - often in the tahmid section - he sometimes leaves this to the
middle of his mugaddima. For example, he employs baraat al-istiblal in al-Kinaya
wa-I-tarid [book of hinting and allusion] in praising his patron:
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This is a description that obviates the necessity of naming and does not need any binting
for it is special to our master, the chief prince, and the supported king.

In this quotation the word “hinting” [takniya] refers to the title of the book.
Sometimes al-Thaalibi indicates the subject of his book more subtly by writing
the preface in a style that constitutes the subject of the book itself. An example
of this is the previously discussed al-lgtibas min al-Quran [Quoting from the
Quran], in which al-Tha“alibi starts the tahmid section with the series of Qur’anic
excerpts quoted above. Another example is his Thimar al-gulih where he writes in
its preface:
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...even if in doing so I am like him who offers incense to the Indians, carries musk to
the land of the Turks, and imports ambergris to the Green Sea.106

This sentence is part of the modesty topos discussed previously, which occurs
frequently in al-Tha‘alibi’s mugaddimat. However, the phrases ud al-hind, misk al-

108 ALTavifat, 64; see also, Subp al-a‘sha, 11: 734,
105 _4dab al-mulik, 30.
106 Thimar al-guliab, 3.
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turk, and ‘anbar al-bapr al-akhdar 197 are examples of the material of the book that
is an alphabetically-arranged lexicon of two-word phrases and clichés.108

Conclusion

Using al-Tha‘alibi’s scholarship as a point of departure, this article has presented
the mugaddima as an independent literary form of Arabic artistic prose by draw-
ing attention to both its content and form. With respect to content, the article
has illustrated the conventional aspects of al-Tha‘alibi’s muqaddima by examining
its prefatory remarks, presentation of the title work, delineation of the method
and plan of the work, and finally the dedication, or rededication, of the work. In
terms of the content, the mugaddima acts as a panegyric poem — a contract be-
tween the author of the work and his patron — by drawing a portrait of the dedi-
catee to be matched by his acts of generosity. With respect to form, this article
has shown that the mugaddima, at least in the case of al-Tha“alibi, enjoys all of
the features of artistic prose from the 4th/10th century, thereby expanding the
range of artistic prose to genres beyond those of adab, magamat, and belles-lettres.
Indeed, biographers and anthologists living shortly after al-Thaalibi’s death did
not hesitate, when selecting from al-Thaalibi’s literary product, to include his
muqaddimat as a proof of his excellent prose.1% This fact shows that these mu-
qaddimat where considered to be artistic prose at the time. Finally, this article
analyzes the artistic techniques employed by the author for the purpose of show-
ing his own literary talents, on the one hand, and attracting and directing the at-
tention of the reader, on the other. In this respect, the effect of these muqaddimat
is like that of an overture with which a composer starts an opera.

107 For a discussion of the three terms see Thimar al-qulib, 533.

108 For an excellent example of baraat ak-istiblal in al-Thaalibi’s works see Zad safar al-mulitk,
43b-43a.

109 Tbn Bassam is a prime example in this respect, for in his entry on al-Thalibi in al-
Dhakbira includes several of al-Thaalibi’s mugaddimat filling several pages along with quo-
tations from Yatimat al-dabr and al-Thaalib’s poetry; see Ibn Bassim al-Shantarini, a/
Dhakbira fi mahasin abl aljazira, ed. Thsin ‘Abbas. Beirut: Dir al-Thaqafa 1979, 8: 560ff.




