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Much has already been written about the activities of this 
playwright, actor, director and producer between 1870 and 
1872/3, yet Sadgrove presents new information about this 
period. This chapter gives new data on the Egyptian adapta
tions of European comedies (in particular Moliere) rendered 
in the Egyptian colloquial by Muhammad 'Uthman Jalal in 
the 1870s. A\eparate paragraph deals with the staging of the 
three-act play Yaj/a in 1872, written by an al-Azhar shaykh 
and performed (sn Sanua's stage by al-Azhar students. This 
play is believed to have been the first tragedy performed in 
the Arabic language in Egypt. 

The last chapter describes the activities of Syrian emigrants 
who came to Egypt after the late 1870s/ They were to domi
nate the theatrical sceneVn Egypt until me end of the century. 
Sadgrove chose to end has study with the so-called 'Urabi 
revolt in 1882, which triggered a peripd of political instabil
ity that would paralyse theauical activities for several years. 

Three (annotated) original^ texts are included in as many 
appendices: the "circular miclosing police regulations 
respecting the Italian theatre in\Alaixandria" (1847); the part 
from James Sanua's (short) memojres concerning the theatre, 
and a first proposal to create a national theatre (1872). 

Reviews often end with haclAeyed sentences like "this 
work is valuable contribution to t^a study of...", but the cliche 
does seem to apply to Sadgrove's study. For the reasons men
tioned above — his collection of new and detailed information 
and its preservation — this study deserves to be called a valu
able contribution to the reconstruction of the development of 
modem Egyptian theatre. In his preface, Sadgrove informs 
the reader that it is impossime to present a more or less com
plete reconstruction: "Thi historian of the early days of the 
modem Egyptian theatre faces the dilemma of a severe short
age of source material; what he ends up writing is inevitably 
a half-complete pictur^ of dramatic activity in the country 
where the modem Aral/ theatre was to pV down its strongest 
roots" (p. vii). This /'half-complete piVture" however is 
probably the best onecan get. For this reason the author may 
have decided to gathe/ all the data about theatre he could find, 
however scattered anCd contradicting they maV be. He should 
be credited for this aiid for being very careful hot to jump to 
conclusions or to m^ke hasty assumptions. Still, the various 
topics are sometimes presented in a slightly haphazard fash
ion. On more than one occasion, the text requires a second 
reading in order to get a clear sense of a particular subject or 
about the chronology of related matters. The chapter on 
James Sanua, in particular, lacks cohesion, which could have 
been avoided by more careful editing. 

Amsterdam, June 1997 Riarme TAMIS 

* * 
* 

GALMES de FUENTES, Alvaro — El amor cortes en la 
lirica arabe y en la lirica provenzal. (Critica y Estudios 
Literarios). Ediciones Catedra, s.a., Madrid, 1996. (21 cm, 
158, front.). ISBN 84-376-1453-8. 

Many books, comments, articles and notes have been writ
ten on the comparison of Arab love lyrics and Proven9al 
court lyrics, the subject of the book under review. This com
parison is seen especially relevant for the unsolved problem 
of the origin and sudden rise of the first European medieval 

love lyric, that of the Proven9al or Occitan troubadours, 
before the French had taken possession of the lands where 
the languages of Oc were spoken, and the Occitan language 
had suddenly developed into a literary language which was 
used not only in Aquitania and Provence, but also on a large 
scale at the courts of Spain and Italy. The influence of 
Occitan love lyrics on Westem Europe was conspicuous: in 
Germany and France translations were made and metrical 
forms adopted, and Italy and Galicia/Portugal developed their 
own love lyrics, in which the contribution of Occitan lyrics 
was deeply felt. Outstanding authors from world literature, 
such as Dante Alighieri (1266-1321), were influenced in their 
primary outlook by the lyricism of the troubadours. But Ara
bic love poetry is not quite the same as Occitan love lyrics, 
and the two lyrical traditions are not the same, although all 
love lyrics throughout the world do have something in 
common. Therefore the discussion of the differences and the 
parallels will never end, and the theory of the Arabic origin 
of troubadour lyrics will remain one of the prevalent theo
ries, along with the theory of the Classical influence or the 
influence of medieval Latin poetry or liturgical church poetry. 

The author of the present book, Alvaro Galmes de Fuentes, 
is well-known for his publications on early Spanish language. 
He was influenced by the illustrious Arabist Emilio Garcia 
Gomez, who died a few years ago within sight of his nine
tieth birthday. Perhaps for that reason Galmes' book makes 
a somewhat obsolete impression: it is a repetition of the old 
arguments and a compendium of possible thematic analogies 
between Occitan and Arab lyrics, without coming up with 
new theories or insights. At the end of this review 1 will list 
some recent publications which are relevant to the problem, 
but which are not mentioned in this book. 

After a first preliminary note the author dedicates the first 
chapter to "Court love in the Arabic world", starting with the 
pre-Islamic period, followed by an expose of courtly love in 
the Hijaz in the 7th and 8th centuries, in Iraq in the 8th cen
tury, Baghdad in the 9th century, and then courtly love in al-
Andalus (pp. 9-16). 

The author deals in the second chapter with the poetic 
'codex' of Arabic court lyrics, which is subdivided into the 
beloved woman; obedience and amorous servitude; joyful 
suffering; unrequited love; pure love; love's secret; falling 
in love because of hearsay; the theme of dawn; the wind who 
brings messages; the spring introduction; disturbing groups 
of lovers; and effects of love (pp. 17-60). 

The third chapter is devoted to the connection between 
court lyrics and troubadouresque lyrics and the question of 
how a quite new lyric came into being and whose possible 
influence we could discem (pp. 61-70). 

The fourth chapter repeats the categories of the second 
chapter, but this time with reference to Provencal lyrics: 
superiority of the beloved; love service and obedience; pleas
ant suffering; unrequited love; pure love (fin' amors); love 
secret; infatuation because of hearsay; the theme of day
break; the wind as a messenger; the evocation of spring; a 
disturbing multitude of lovers; the effects of love; courteous 
and non-courteous love; and other similarities, the terms 
joven and midons, 'technical Arabisms' (trobar, gazel) and 
names of musical instmments of Arab origin. The phenome
non of troubadour boasting reminds him of Arabic fakhr. 
Furthermore, the author analyses the resemblance between 
the senhal of the troubadours and the Arabic kunya, and the 
martyrdom in love in both cultures (pp. 71-152). 
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In his conclusion the author formulates several hypotheses 
about the origin of the love lyrics of the troubadours. 1) the 
troubadours spontaneously invented their songs; 2) the songs 
of the troubadours are a development of the pre-troubadou-
resque poetic tradition; and 3) the troubadours took over 
a model of foreign origin: the Classical Latin literature; 
medieval Latin literature; liturgical hymns; Arabic erotic 
lyrics. The author does not believe in the spontaneous gen
eration of troubadour lyrics: every plant has to have its 
seed. He quotes Peter Dronke, apparently without agreement, 
that sentiments and conceptions of courtly love are "univer
sally possible..., possible at any time or place and on any 
level in society". 

After discarding the argument of polygenesis, the author 
says that one could think that the songs of the troubadours 
were merely a development of traditional pre-troubadou-
esque literature. Leaving aside that such an explanation 
would make us think about a long and gradual development 
— which cannot explain the sudden and perfect expansion 
from the beginning — today this explanation offers us other 
difficulties. In fact, along with the French refrains of popu
lar poetry, the Gallego-Portuguese cantos de amigo, and the 
Castilian villancicos we possess nowadays a small corpus of 
This traditional pre-troubadouresque Romance lyric, namely 
the so-called jarchas mozdrabes. The author says that he 
analysed them and determined their contents as representing 
an amorous code very similar to that of the genre of the 
Chanson de VAmour, the cancion de doncella or the canto 
de amigo, totally different from Arabic erotic lyrics as well 
as from Proven9al lyrics, because the jarchas mozdrabes con
sist of simple love complaints, placed in the mouth of a girl, 
something that is not usual in Arabic lyrics or in that of the 
troubadours. But the author affirms that the s,o-c&\\sd jarchas 
mozdrabes represent a pre-courtly lyric genre, testimony to 
a very old tradition. Hardly any elements characteristic of the 
courtly genre occur in the themes of the jarchas mozdrabes. 
Therefore, the author says, we cannot consider traditional 
Romance lyrics as the antecedent of Proven9al lyrics. So the 
author concludes that the third hypothesis is the most likely. 
Without the need to exclude any of the mentioned supposi
tions from his third hypothesis, the author believes that 
Proven9al lyrics, as courtly lyrics, cannot be free from the 
influence of Arabic love poetry. The author thinks that he 
offers everywhere in his book enough examples of compara
ble poetic passages from Arabic and Proven9al literature to 
establish an historic link between Arabic love poetry (start
ing even from pre-Islamic times) and troubadour lyric, which 
develops the court love theory only many centuries later. In 
fact, Arabic as well as Proven9al court lyrics exalt the spiri
tual and refined aspect of love, the pure love {fin' amors), i.e. 
the love which consists of humble submission, without hope 
of recompense, the love without hope, as a pleasant torment, 
which takes the honest poets of courtly love very far, which 
is completely different from Greek-Latin culture. 

The Latin poet Ovid wanted to teach the lover an ingenious 
method to seduce the puellae and dominae by means of 
flattery, presents, feigned services of trivial humiliations. 
According to the author, it is certain that some illustrious 
Romanists (such as M. Delbouille) have tried to establish a 
direct relation between Ovid's doctrine and Proven9al courtly 
love, but they have only noticed 'some apparent concomi
tances, such as the total submission to the god of Love, the 
despair of the lover whose love is not requited, the idea that 

love is the source of valour, the exaltation of love service, 
the rehgious respect for the lady who is compared with a god
dess. But in Latin erotic poetry, the religious respect for the 
lady has no aim other than fiattery, in order to obtain favours. 
In any case, here we are concerned with isolated thematic 
motifs which do not form a poetic code. 

On the other hand, the goliards' love songs are far from 
being courtly poetry: they only express natural passion, and 
women are only celebrated as sexual objects. Liturgical hymns 
do not have much to do with love poetry either. In most cases 
there are only vague metrical resemblances. 

According to the author, the sentiment of passionate love, 
which existed in the Arabic world, was one that had not yet 
found an equal in Westem European cultures. According to 
the author, isolated cases do not prove the point; only the 
accumulation of examples will do so. Therefore the author 
argues against Aurelio Roncaglia who established a causal 
relationship between the thematic motif of "the wind as a 
messenger" of Arabic love poetry and that of Proven9aI 
poetry, quoting some isolated examples. 

The author stresses that already in the sixteenth century 
the author stresses that already in the sixteenth century the Ara
bic influence on the troubadours was accepted, and that nowa
days many people say that Proven9al poetry owes something 
— perhaps much — to Arabic literature') (quoting F. Dakley). 

The author does not have any doubt about the strong 
impact of Arabic love poetry, because the Romance and the 
West-European world are very familiar with the Islamic 
world which appears through the Arabic influence in the field 
of narratives, philosophy and science. However, one must 
not confuse Arab influence with Arab origin. The author 
wants to emphasise that recognizing the Arabic influence on 
Romance poetry does not exclude other influences. 

This booklet deals with a popular subject, and therefore it 
is easy to quote secondary literature which the author either 
did not take into consideration or did not know about or over
looked. He did not take into account some arguments dealt 
with in recent scholarly contributions. For instance, Suzanne 
Enderwitz's Liebe als Beruf. Al-Abbas ibn al-Ahnafund das 
Gazal (Beirut: Orient-Institut der DMG, [Stuttgart,] Franz 
Steiner, 1995) and her earlier article 'Gazal und hoefische 
Liebe' (ZDMG 24 suppl. Deutscher Orientalistentag. Stuttgart 
1990, 174-83) which points to the difference between Arabic 
and troubadour poetry. She concluded that Arabic love (i.e. 
love passion of supposedly Bedouin origin, A.S.) has no fixed 
connection with court, and consists of the rejection of the 
urban Muslim conception of viriUty, and possession of women. 
She emphasizes the antagonism between Bedouin love and 
unromantic sedentary love (see our dichotomy 'chaste love' 
versus 'impudent love' below). 

The case of 'Abbas ibn al-Ahnaf has also been dealt with by 
Daniela Beissel (a student of Renate Jacobi — another impor
tant scholar of ghazal — at Saarbriicken University), in her arti
cle on "Abbas ibn al-Ahnaf, the Courtly poet', JAL vol. 24 
(1993), pp. 1-10. She makes the connection with the trouba
dours, with a more positive conclusion than Enderwitz as far as 
the likenesses between the lyrical conceptions are concerned.^) 

') See also A.R. Nykl, Hispano-Arabic Poetry and its Relations with the 
Old Provencal Troubadours, Baltimore 1946, p. XI [Foreword]. 

)̂ Some of the older, obsolete arguments are repeated in Abdul-Wahid 
Liilua, 'Courtly Love: Amh\ar\ or Ewo^>ean'}',in Proceedings of the Xllth Con
gress of the ICLA Munchen 1988, 1990 (Judicium Verlag) Vol. 4, pp. 390-96. 
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We missed this kind of typology of individual Arabic poets 
in the present book by Galmes de Fuentes. Although he men
tions the development of love lyrics in one of the chapters, 
in giving his examples he does not differentiate enough 
between the individual Arab love poets or between the two 
main streams of love poets. Even as late as the time of Ibn 
Khafajah, the Arab poets were conscious of the essential 
dichotomy of love, the chaste love [al-hubb al-'aftf] of the 
'Udhrites and the impudent love [al-hubb al-majin] of many 
other poets, starting with Imm'ul-Qays and 'Umar ibn Abi 
Rabi'ah on the majin side and Jamil Buthayna on the 'afif side. 

Galmes de Fuentes speaks about courtly amorous codes. 
Except in a limited number of cases, such as perhaps that of 
al-'Abbas ibn al-Ahnaf,^) we are dealing with poets who only 
use a stock of conventional amorous themes, not necessarily 
leading to a uniform amorous code for Arab love poets. The 
cases of al-'Abbas ibn Ahnaf and, let us say, the later Sevil-
lian poet Ibn Sahl (1212-1251), show how individual love 
poets can develop their own system of love poetry, with their 
own recurrent elements. So there may be a large difference 
between individual poets. The same perhaps holds true for 
Occitan love poetry, which differs from individual to indi
vidual: the impudent Guilhelm de Peitieus (1071-1126) may 
have a totally different inspiration than the more serious 
Bemart de Ventadom (ca. 1147-1170). If there are likenesses 
between Arabic and Occitan love poetry then it is perhaps on 
the thematic and — even more — on the formal level. As far 
as this last aspect is concemed, Gregor Schoeler in particu
lar has done much research on the possible influence of 
strophic Arabic structures upon stmctures in Occitan poetry."*) 

I should also like to mention some thematic differences 
between Arabic and Occitan love poetry: drinking wine and 
love for boys does not play a role in any Occitan love poem, 
whereas in ninth-century Arabic poetry these genres (love and 
wine-drinking poems) have a tendency to merge: the boy 
who pours the wine is often the object of love, and it is often 
difficult for the poetic persona to choose between the real 
wine and the 'wine' of the lad's cheeks. This (homosexual 
or pederastic) aspect has been overlooked or ignored by 
Galmes de Fuentes and other defenders of the Arabic thesis. 

As Aurelio Roncaglia pointed out some decades ago, bor
rowing motifs from other literature is always possible, but the 
borrowed elements, when used in another poetic system, are rein
terpreted by another sensibility which is not only different 
because there are differences from poet to poet, but also because 
the poets in question belong to another literary civilisation.^) 

In fact, I think, purporting a connection between Arabic 
poetry and a totaUy different kind of poetry, the Occitan poetry, 

' ) Especially S. Enderwitz in her above-mentioned book speaks in the 
case of 'Abbas ibn al-Ahnaf about 'behaviour models'. She concludes (p. 248) 
that that "his love shows [him] at the point of intersection between the two 
behaviour models.^fMH'Ma and zarf [...] The love of all-'Abbas corresponds 
to the conception of service which belongs to/M/wM'Ma. Elevation through 
love comes true only by humiliating oneself before one's mistress..". 

*) Gregor Schoeler, "Die hispano-arabische Strophendichtung. Entste-
hung und Beziehung zur Troubadourlyrik", Actes du Sieme Congres del' 
U. E., A. I., Aix-en-Provence 1976, Aix-en-Provence 1978, 243-266. Idem, 
"Muwashshah tmd Zadjal", in: Wolfhart Heinrichs, ed., Neues Handbuch der 
Literaturwissenschafi.. Bd. V: Orientalisches Mittelalter, Wiesbaden (Aula) 
1991,440^64; idem., "The Origins of the Poetic Forms of the Troubadours: 
the Liturgical and Arabic Theories", Poesia estrofica arabe v hebrea y sus 
paralelos romances (Madrid, diciemhre de 1989), Madrid 1991, 325-335. 

' ) A. Roncaglia, "La lirica arabo-ispanica e il sorgere della lirica 
romanza fuori della penisola iberica", in: XII Convegno Volta, Accademia 
Nazionale dei Lincei, Roma-Firehze 1956, Rome, p. 343. 

may attract a lot of scepticism, not only because of some dif
ferent images or settings,^) but also in view of the fact that 
Arabic poetry had developed over a period of more than five 
centuries firom a Bedouin poetry to an urban one, from a poetry 
in archaic intertribal Arabic into a highly sophisticated man-
neristic and baroque poetry in the Classical Arabic language, a 
language distilled by grammarians and poets, which contrasts 
with the more naive and primordial Occitanian poetic system. 

Notwithstanding this fact, we know that occasionally Ara
bic lines were translated into Latin.') Themes from different 
kinds of literature can have an impact on each other. Per
haps the Arabic theme of the wind as a messenger from the 
beloved influenced Occitan lyrics, as Aurelio Roncaglia 
pointed out. What struck Aurelio Roncaglia was the 'typi
cality' of the images in the motif of the lover who breathes 
voluptuously the wind which comes from the far abode of the 
beloved.*) The twelfth-century Arab anthologist Ibn Bassam 
mentions one of the occasions of contact by which Arabic 
influence can be admitted: he tells how Ibn al-Kattani al-
Mutatabbib heard female slaves singing in the palace of the 
count of Castile Sancho Garcia (995-1017) which the caliph 
of Cordoba had bestowed upon him.') The next of the song 
started with the mentioned motif. This could be one of the 
likely connections between Arabic and Romance poetry.'") 

Although Galmes de Fuentes stresses the comparison 
between both lyrics in the domain of amorous codes and 
the accumulation of likenesses between themes and motifs, 
the proofs about the Arabic influence on Occitan lyrics are 
not convincingly given. However, the present book may be 
regarded as a way to introduce the public at large to the ques
tion and to acquaint them with Occitan and Arabic poetry. 
The discussion presented in his book, however, is not up to 
date and some of the more recent publications in the field 
have been ignored. 

Amsterdam, 14 August 1997 Arie SCHIPPERS 

* * 

/^\ * 

DOW, MartiiK— The Islamic Baths of Palestine. (British 
Academy MtHMgraphs in Archaeology, 7). Oxford Uni
versity Press, Dmdon, 1996. (30 cm, 128, ill., photogr., 
tab.). ISBN 0-19-^006-9. / 

The baths described iriHhis succinct monograph are the 
Mamluk and Ottoman steam isaths (hammdms) of the former 
British Mandate, the boundariessof which now include Israel 

'') See e.g. Jarir Abu Haida^ "The Laclc>of Metaphorical Affinity 
between the Muwassahat and the/fcarly provenzal COTCS", in Poesia estrofica 
arabe y hebrea y sus paraleltM romances, Madrid, >991, eds. F. Corriente 
& A. Saenz Badillos, pp. 1^-173; T.J. Gorton, "Arikbic influence on the 
troubadours; documents aria directions". Journal of Arabic Literature 5 
(1974), pp. 11-16. / X 

') For instance, in the Disciplina Clericalis by Petrus Alphonsi (gest. 
ca. 1140). 

*) Roncaglia, "La litrica..", p. 338. 
') Roncaglia. "La lirica..", p. 339; lbs Bassam, al-Dhakhirafi mahasin 

ahl al-jazira, ed. L Abbas, Beyrouth 1979, 'Vol. lU, i, p. 318. 
'") Roncaglia, "La lirica..", pp. 342-343; see also Jean-Marie D'Heur, 

"Le motif du vent venu du pays de I'etre aime, I'invocation au vent, 
I'invocation aux vagues' Zeitschrift fUr romanische Philologie 88 (1972), 
pp. 69-104, mentioned by Roy Rosenstein, "Andalusian and Troubadour 
Love-Lyric from Source-Seeking to Comparative Analysis" in Zeitschrift 
fiir romanische Philologie, Bd. 106 (1990), pp. 338-353. 
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