NEO-PERSIAN STANZAIC POETRY AND ITS RELATIONSHIP TO
THE ARABIC MUSAMMAT *

Gregor Schoeler [University of Basel]

Our first international conference dealt with Arabic and Hebrew stanzaic
poetry and its Romance paraliels. However not only did Arabic stanzaic
poetry have an effect on Hebrew and Romance stanzaic poetry; the Arabic
model also gave rise to stanzaic poetry forms in Persian.

The starting point of the development in Persian, as well as in Hebrew'
and even in Provencal,? was imitation of the most simple Arabic form of
stanza, the musammat.” The musammat consists of stanzas with a specific
number of lines which first of all have the same mutual rhymes which
change from stanza to stanza {so-called separate rhymes), while the final
line closing each stanza must exhibit the same rhyme throughout the entire
poem (so-called common rhyme), for instance bbbb a, cccc a, dddd a etc.
The number of lines in the musammat is a matter of cheice; the stanzas are
named according to the number of their lines, e.g. musammat murabba’,
musammat mukhammas. The oldest extant Persian stanzaic poem comes
from the first half of the 4th/10th century; it is a musammat murabba’, i.e. a
musammat consisting of four lines (bbb a, ccc a, ddd a ). As it has remained
unknown in international research till now, we shall deal with it in the first
part of this papet.

An initial high point of this genre occurs in the 5th/11th century when
the poet Mantchihrm (d. after 432/1040-1) wrote 10 musammat musaddas
poems {poems consisting of 6 lines with the rhyme pattern: aaaaa b, cccce b)
which have become exemplary for the genre in Persian literature. Also in the
11th century two more complicated forms of stanza appear, the farji*-band
and the tarkib-band. In the second part of the lecture it will be shown,
among other things, that these two more complicated Persian forms of stanza
are a further development of the musammar stanza, just as the muwashshah,
which arose almost simultanecusly — perhaps somewhat earlier — at the other
end of the Islamic world in al-Andalus, is a further development of the
musammai.?

We can now turn to the first extant Persian stanzaic poem.
I

Among the poems ascribed by tradition to the first great lyricist of the neo-
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Persian language, Abl ‘Abdullah Ja‘far b. Muhammad Riidaki (d. 329/940-
1, or 10 years later),’ is a short piece ® which goes as follows:

gul-T bahar-1 but-7 tatar-i * nabidh darT chir@ na-yar?
nabidh-i rawshan chu abr-i bahman  * ba-nazd-i gulshan chira na-bar?

You are the rose of spring, the Tatar idol! You have wine.
Why do you not bring it?

Why do you not let sparkling wine rain down (on us),
{abundantly) like the cloud of Bahman, near the rose garden?

This poem is generally regarded as authentic.

Besides the obligatory end rhyme, the poem exhibits regularly employed
internal rhymes. [f we write the poem so that all of the rhymes - i.e. not only
the end rhymes but also the internal rhymec — come at the end of a line, the
following structure emerges:

gul-T bahar-1

but-1 tatar-1

nabidh dar7
chira na-yari?

B OD DN

nabidh-i rawshan

chu abr-i bahman

ba-nazd-i gulshan
chird na-bari?

oo CT

Thus, besides being understood as a gasid (garid, shi‘r), the poem can also
be understood as a stanzaic poem. As such it consists of two four-lined
musammat stanzas (musammat murabba'; thyme pattern aaa a, bbb a). In
the present instance, the separate rhymes in the first stanza are identical to

the common rhyme.” Its metre is as follows: (0~ 0 -~ ,0— 0——). The
author who transmitted this poem to us, Shams-i Qays (7th/13th century),
defines the metre as mutagarib (normal form: (0 —— 0—- 0—-0~)).?

It has remained concealed from Shams-i Qays as well as from all
modern researchers that this stanzaic poem has an exact Arabic model. This
mode! is a poem by the early Abbasid poet Ablt Nuwis (d. ¢. 200/815).
Fortunately it is complete and extant in several recensions.® The first six of
the verses ' read as follows:

ka-md'i mnzny ka-dam‘i jafal
rablbu furst halifu sijni

labd tawajja fa-lam yuthanni
lanad wa-mallat hulala dannt

sulafu danni ka-shamsi dajni
tablkhu shamsT ka-lawni warsT
ra'aytu ‘ilja bi-Baturunja

hatta tabaddat wa-gad tasaddat

* X ¥ X%
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fahat bi-rth1 ka-rhi shthT * yawma sabiihi wa-ghaymi dajnt
yasqika saql  ‘ala shtiyaqi * ld faldgT bi-ma'i muznt

yudiru tarfa * yu‘fru hatfa * idhatakaffa * mina t-tathanny
efe.

or written as a stanzaic poem:

sulafu danni

ka-shamsi dajnT

ka-ma'i muzni
ka-dam‘i jafni

PR ST SIS

tabikhu shamsi

ka-lawni wars?

rabibu furst
haltfu sijni

oo o

ra'aytu ‘ilja

bi-Baturunja

iaha tawajja
fa-lam yuthanni

a2 0 0 0

etc,

Wine from the jug

like a sun in the darkness

like the water in a cloud
like the tear in an eyelid.

A sun-baked

(vellow) like the color of saffron '

brought up by Persians,
permanent inmate of a prison,

I saw a Christian

in Baturunja

who broke open (the jug) for it (the wine)
and did not have to do it twice.

As 1t (the wine) then came into our view,
after it had turned to us
and had become weary

of the sojourn in the jug,

1t diffused a fragrance
like the fragrance of wormwood
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on the day of the morning drink
and of fog in the darkness.

A cup bearer gives you (it now) to drink,
while it (the wine) yearns
for union

with the water of a cloud.

He (the cup bearer) lets his glance circle,
giving death,
when he wavers

for the shaking of hips.

The paralle] between the Arabic model and the Persian imitation is pretty
much complete: on the one hand the “double nature” of both poems — they
can be understood and written both as gasid and as musammat, the parallel
also extends to the rhyme pattern (aaa a, bbb a: musammat murabba®), the
metre (0~ 0—~—, 60— o——),'?and finally also the theme and motifs (wine
and love). Only the rhymes themselves are different; but the Persian poet
was unable to take over the rhyme, as Persian aesthetic sensibilities do not
accept the special rhyme structure of the Arabic poem (x-#i, x-si, x-jd ).

We can thus assume that the Persian poem has to do with an imitation,
or a replica, i.e. a conscious grappling with the Arabic model. By use of the
same stanza structure, the same metre and the same motifs, the Persian poet
seems expressly to indicate the model to every expert. It is not a case of
blind imitation, rather, he creates a pendant or a counterpart (mu‘drada) to
the poem of the Arabic poet. With the introduction of the cup bearer into the
drinking bout scene, both musammats can be classified thematically as wine
poems (khamriyat; wasf al-khamr) mixed with ghazai-motifs.

We ask ourselves what could have caused Rudaki to write a pendant to
Ablt Nuwas' musammat. Both poets belong to an early, “experimental”
phase in the history of their respective literatures. Is it not conceivable that
Ridakt wanted to repeat the attempt Abli Nuwas had undertaken in Arabic
literature, namely to introduce a stanza form of poetry into the canon? If
such is indeed the case, it is very possible that the poet also wanted to
indicate his intent to connoisseurs — and likewise thereby his model. And
that was thus able to happen, in that he created a counterpart, a miarada, to
his model.

I

The earliest examples of tarji*-bands are found in the Diwan of Farrukhi '®
(d. after 422/1031). They are arranged there between the gasidas and git‘as;
in terms of subject-matter they do not differ from the gasidas.
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In the tarjT"-band, groups of mutually rhyming lines (type I) or double lines
(=verses) (type [I} — with Farrukhi always 10 (in the type 1 poems) or 9 (in
the type II poems) — alternate with a refrain consisting of 2 mutually rhyming
lines. Thus we have the rhyme pattern: bbbbbbbbbb AA, ccccecccee AA,
dddddddddd AA etc. (type I} or : bb sb tb ub vb wb xb yb zb AA (type I).
In type II the verses, apart from the refrain, follow the rules of the gasid or
ghazal (thyme pattern: bb, xb, yb, zb) and are thus understood as gasida or
ghazal and are occasionally designated as such.

The tarkib-band, first apparently demonstrable with the Azerbaijani
poet Qatran {d. after 462/1070), is only differentiated from the tarj*-band in
that — instead of the 2-lined stanza-closing refrain (AA) — there are 2
mutually rhyming lines alternating from stanza to stanza (for instance
bbbbbbbbbb AA, ccceccecce BB, eeeeececee CC), Both types which we
have discovered in the tarji*-band are also found in the tarkib-band

The stanza elements described sometimes as “gasida” or “ghazal” (i.e.
the separate thyme lines; the lines or verses without refrain; see above) are
called in both genres, in a more exact terminology, khdna, “house™; the
refrain is called band. However, the designation band is very frequently
found for the complete stanza as well, '* In the manuscripts and prints these
are occasionally headed with “band” and are counted off (band-i duyum,
band-i siyum etc.).

The first stanza of the first tarji*-band in the Diwan of Farrukhr reads
(theme: spring and feast scene + praise; metre: hazaj):

zi bagh ay baghban ma-ra hami biy-7 bahar ayad
kalid-1 bagh ma-ra dih ki farda-man bi-kar ayad
kaltd-T bagh-ra farda hazaran khwastar ayad
tu lakhtT sabr kun chandan-ki qumr bar chanar ayad
chu andar bagh-i tu bulbul bi-didar-1 bahar ayad
tu-ra mihman-i na-khwanda ba-riizi sad hazar dyad
kuniin gar gul-bunt-rd panj shish gu! dar shumar ayad
chunan dant ki har kas-ra ham1 z-ii bay-i yar ayad
bahar imsal pandarT hamt khwashtar zi par ayad
az-n khwashtar shawad farda ki khusraw az shikar avad
bad-n shayistagl jashni bad-in bayistagi rizi
malik-ra dar jahan har riz jashnt bad u nawriizi

S S K -~ = - -

The second stanza begins and ends:

kuntin dar zir-i har gul-bun gania dar namaz ayad
na-binad kas ki az khanda dahan-1 gul fardz ayad c
etc,

(2]
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bad-in shayistagt jashnt bad-in bayistagi rizr A
malik-ra dar jahan har riiz jashni bad v nawriizi A

From the garden, O gardener, comes to us the fragrance of spring,

give us the key to the garden, for tomorrow it will be of use to us!

For the sake of the key, there will come thousands tomorrow desirons of it.

Show a modicum of patience until the turtle dove has alighted on the plane-
tree.

When the nightingale comes to your garden for its rendezvous with spring,

then come daily a hundred thousand uninvited guests tc you.

Now when one counts five six roses on one rose bush,

you know that from them comes the fragrance of the friend to everyone.

You believe this year’s spring more beautiful than last year’s.

Tomorrow, it will be yet more beautiful, for then returns the king from the
hunt.

[Refrain:}
A feast in this honor, a day in this station!
For the king every day on earth be a banguet and New Year's Day!

Now lies under each rose bush a flask in prosternation.
No one sees that the mouth of the rose is therefore open from laughter.

[Refrain:]
A feast in this honor, a day in this station!
For the king every day on earth be a banguet and New Year s Day!

The first stanza of a tarkib-band by Qafran, possibly the inventor of the
genre, reads (metre: mudari ): '°

an dil-barT ki khiib1 bisyar yar-i ust * darda ki dar dilam hama
paykar kar-i st
gird-7 sardy-i wasl na-gashta-st yak nafas * pish-T dar- firaq bi-sad bar

bar-i fist

dar ndr-i hajr rity chu abi shudam az ank * daranda ‘ashiqan-ra dar nar
nar-i fist

gar ‘ashig-T du tay zi mushgin-i @ man-am * sust & nawan u zar chu bimar
mar-i st

khiin shud dilam zi ‘ishqash u gashtam nahif u zar * dawram az an du
ghamza-i khiin-khwar khwar-i fist
az way hamisha galab-i khiin-khwar khwar bih
w-an-k-{ zi zakhm hast dar &zar zar bih
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That stealer of hearts whose helper is much beauty — O the pain, that its
effect on my heart is nothing but struggle!

Not for a moment did he circle the palace of union; before the Gate of

Separation with a hundred ramparts he holds his audience.

In the Fire of Separation my face became [yellow] like a quince, for his fire
(i.e. his mind [?]) keeps lovers afire.

If 1 am a lover bowed because of his musk (i.e. his musk lock), then his
“serpent” (i.e. lock) is indeed weak, unsteady and thin like someone ill.
My heart became blood through love of him, and I became lean and weak;
owing to those two coquettish, bloodthirsty glances, my fate is a thing
despised by him.

For his sake it is good if the bloody form (my heart) is always despised,
and for one in pain because of a wound, lamentation is good!

The following stanzas of this poem consist of either 5 verses like this one, or
only 4. Thus the tarkib-band can have, as is also the case with the ferT-
band, asymmetrical stanzas of differing lengths. The last two lines of each
stanza (az way hamisha galab..) do not form a refrain; i.e. they do not
repeat themselves, rather they are relieved respectively by two new mutually
rhyming lines.

TarjT"-band and tarkib-band are new, Persian creations. No exact Arab-
ic model exists. Before attempting to explain the new stanzaic system, we
would like to take a sideways glance at the emergence of the Andalusian
muwashshah.

The basic type of muwashshah has the thyme pattern (aa) bbb aa, cce
aa, ddd aa etc. or (ab) ccc ab, ddd ab, eee ab etc. Taken as a basis here, as
is known since M. Hartmann, ' is a musammat stanza: (bbb a, ccc a, ddd a
etc.). The inventor of the muwashshah first of all replaced the last separate
rhyme line of the musammat (a) with the so-called kharja. This is an
element, always introduced as a quotation (following a phrase like “he/she/]
said/sang: ...”"), consisting of at least two [ines (e.g. with the rhyme pattern
a'a’ or a'b"). Moreover the poet, for reasons of symmetry, adapted the rhyme
of all the other separate rhyme lines to the rhyme of the Fkharja.
Schematically portrayed: developed from bbb a, ccc a, ddd a (musammay)
via *bbb a, cec a, ddd a' a' is the scheme (a'a") bbb a'a’, ccc a’a’, ddd a’a’,
whereby we arrive at the muwashshah.

Where now does the parallel to the emergence of the new stanza system
of the Persians lie? In the following, the explanation can be restricted to the
tarji -band.

Let us proceed from the type 1 tarji*-band (thyme pattern: bbbbb... AA,
cceec.., AA, ddddd... AA etc). Taken as a basis here without doubt is also
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the musammat stanza (bbbbb... a, cccec... a, dddd... a, ete.) The inventor of
the fariT'-band here, too, altered the separate rhyme line of the musammat
(a); but unlike the Andalusian, he did not replace it with a kharja (which
takes the place of the last common rhyme ling) or with lines having the same
thyme as the kharja (which take the place of the rest of the common rhyme
lines); rather, he replaced it with a refrain (AA).

A corresponding explanation holds regarding type II (rhyme pattern: bb
sb tb ub vb wb xb yb zb AA). Here the poet did not attach the refrain (AA)
to musammat stanzas (without common rhyme), but rather to stanzas cor-
responding to short gasidas or ghazals.

Incidentally, Arabic too has stanzaic poems with refrain, musammats'®
as well as muwashshahs; ' it mostly has to do with religious poems (often
extolling the Prophet) made for singing. These poems are, however, proper
musammats and muwashshahs, i.e. their stanzas have not only lines with
separate rhyme, but also lines with common rhyme. In addition, they have a
refrain; the refrain line(s) follows (follow) the common rhyme line(s) and
rhyme with it (them) (i.e. for the musammar mukhammas: aaaa A, bbba A,
ccea A etc.). An example: 2

Allahu zada Muhammadan takrima
wa-habahu fadlan min ladunhi 'azima
wa-khtassahi fi I-mursiling karima
dha ra'fatin bil-mu'minina rahima
salla ‘alayhi wa-sallamii taslima

eo® oD oD

Jjallat ma‘ant I-hashimtyyi I-mursalt
wa-tajallati l-anwaru minhu li-mujtalt
wa-sama biht gadru I-fakhari l-mu‘talf
Jfa- htalla fi ufugi s-sama'i mugima
sallit ‘alayhi wa-sallamit tasiima

>N o oo

God showered Muhammad with high honour,

granted him great preference

and chose him as noble-minded among those sent by God,
full of pity for the believers and compassionate!
(Refrain:) Bless him and greet him wholehearted!y!

etc.

On the other hand, as we have seen, farji"-bands and tarkib-bands have no
lines with separate rhyme,

In closing, a cutious commonality in terminology between the western
Arabian and eastern Persian stanzaic poetry can be pointed out. We have
seen that the mutually rhyming lines of tarji-band and tarkib-band are
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calied khana, “house”. And in the terminology used by Ibn Sana' al-Mulk {(d.
608/1211) for the muwashshah, the mutually rhyvming lines (lines with
separate rhyme) — are likewise called “house”, bayt! It is doubtless not a bor-
rowing that is being dealt with here, The identity of the term is rather to be
explained through the same or even similar idea entertained in both west and
east about the nature of a stanza.

Excursus: Celtic Origin of the musammat stanza?

The musammat is a unique type of stanza, invented in the world only once
by the Arabs and subsequently taken over from Arabic by other peoples.
This fact, however, has been contested; it has been asserted that the same
stanza exists in Irish. The epic Tain bo Cualnge (according to the Book of
Leinster) contains poems said to have a zgjal (read:) musammat structure.
One adherent (or the author?) of this assertion, Hedwig Roolvink, ' has even
advocated the theory of a “Celtic origin of the zajal”,

Ernst Windisch® had already established in his editio princeps of Tain
bo Cualnge that in the chapter “Battle of Ferdiad” four-line stanzas are
found with the rhyme order aaa b, ccc b. Subsequent examination, however,
shows that

1. these stanzas do not possess authentic rthyme, but only assonances,
and that

2. the common “rhyme” is only mairtained for two stanzas and then
changes (i.e., aaa b, ccc b, ddd e, fff e, etc.). ?

By no means do the Irish poems evidence an authentic common rhyme, a
simt (vuelta) which extends throughout the entire poem.

Therefore we can be sure that the Romance musammat stanza, like the
Hebrew and Persian, derives from the Arabic and not from the Irish. Indeed,
we find with the troubadours and in the early poetry of other Romance
peoples not only the simple musammat stanza, but also more complex
variations of it, e.g. with the troubadour Guillem de Bergueda (d. c. 1192)
the exact muwashshah stanza, and with many Romance peoples the exact
zajal stanza.

NOTES
* [ would like to thank Dr Bert Thompson for his excellent English translation.
1. Cf. the meruba's by the Jewish poet Diinash b. Labrat.

2. Cf. the chanson Pos de chantar m'es pres talentz by William IX of Aquitaine (d.
1127). :

3. For the stanzaic forms of the Persian poetry and especially for the musammar see
the article “Musammat” (G. Schoeler — M. Rahman) in The Encyclopaedia of islam.
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New Edition (£7%). Leiden 1960ff. (with further references); F. Riickert: Grammatik,
Poetik und Rhetorik der Perser. New ed. by W, Pertsch. Gotha 1874, pp. 85-8 and
pp. 77-80; B. Reinert: “Die persische Qastde™. In: Neues Handbuch der Literatur-
wissenschafl. Orientalisches Mittelalter. Ed. by W, Heinrichs. Wiesbaden 1990, pp.
242-57, esp. pp. 250f. (“Strophengedichte™); L.P. Elwell-Sutton: The Persian
Metres. Cambridge U.P. 1976, p. 256-9; F. Thiesen: 4 Manual of Classical Persian
Poetry. Wiesbaden 1982, p. 81, par. 144; and the articles “Musammat”, “Tarji‘~
band” and “Tarkib-band” in Dih-khuda: Lughar-ndma — For the Arabic musammat
see the article in £ and G. Schoeler: “Muwas$ah und Zagal. Einfluss auf die
Troubadour-Dichtung”. In: Neues Handbuch...., pp. 440-64, esp. pp. 440-2.

4. This theory, advanced 100 years ago by M. Hartmann in his book Das arabische
Strophengedicht. 1. Das Muwashshah. Weimar 1897, is today acknowledged by all
serious researchers,

5. For him see the article “Radakr” in £ (F. de Blois). — C.A. Storey: Persian
Lirerature. Vol. V, Part | by F. de Blois, London 1992, pp. 221-6.

6. Sa‘ld Nafist: Ahwal-u Ash'ar-i ... Radaki-i Samargandi. Vol. I-11L Tehran 1309-19
h. sh.; see Vol. IlI, p. 1026, — Radaki: Athar-i-manziim ba tarjuma-i riisi. Ed. 1.
Braginski. Moscow 1964, S. 100, Nr. 82. - Ridaki: Diwan. Ed. J. Mansiir, Tehran
1373 h.sh. 156. — In the transcription of this and the following Persian texts I refrain
from using majhal vowels, because this article does not concern Iranian studies as
such.

7. Identity of separate rhymes and common rhyme in the first stanza of a musammay
occurs frequently, but is not obligatory.

8. This metre is considered by Persian metrical scholars generally as mutagarib; cf.
e.2. F. Riickert: Grammatik ... (see fn. 3), p. 387. However Arab metrical scholars
classify it as a variety of basz, cf, fn. 12.

9. Abll Nuwas: Diwan. Part [Il. Ed. E. Wagner. Stutigart 1988, p. 332f, Nr. 287. -
The poem is probably genuine, and in any case old, for it is quoted and ascribed to
Abii Nuwis by Abi Hiffan, a contemporary of Abli Nuwas and a transmitter of his
poetry. — See Abii Hiffan: Akhbar Abt Nuwas. Ed. *A.A. Farrdj. Cairo 1953, pp. 57f.

10. In the recension of the Diwan of Abii Nuwas following Hamza al-Isfahani, the
verses cited above are still preceded by the following verse: tahama dhikrd himan
bi- hazni *  wa-‘mid li-dhikr@ khumari sakni : “Avoid the memory of a protected,
forbidden place in a rugged hard ground; turn rather to the memory of the wines of
{city-) dwellers.” This opening verse (matla‘) consisting of two rhyming half-verses
= lines, falls outside the stanzaic scheme of the subsequent lines; yet, it is normal for
a gasida. It is probably not original, because it is found neither in the recension of
Abl Hiffan (see fn. 9), the oldest collection of Abli Nuwas poems, nor in the
recension of Abl Bakr as-Siili, the second oldest extant, nor in the Tiizin recension;
cf. the critical apparatus on the verse in the Wagner edition (cf. fn. 9), S. 332, for
line 12. In these recensions the poem begins with the verse sw/@fi dannf etc.; also in
ag-Sili, who considers the poem to be inauthentic and consequently only cites its
first verse. — It is nonetheless remarkable that some transmitter or writer — or even
Abii Nuwas himself, once at some recital of the poem (?) — could add this verse,
because the method of still placing before a musammat an opening verse {matia*)
whose half-verses rhyme, whereby this rhyme corresponds to the common rhyme
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running through the whole poem, is also found otherwise in Arabic and has been
imitated in Persian by MukhtarT {d. after 513/1119) (Diwan. Ed. J. Huma’1. Tehran
1962, pp. 221f.) and Amir Mu‘izzT (d. ¢. 542/1147-8) {Diwan. Ed. ‘A. Igbal, Tehran
1318 h. sh., pp. 7411f.).

11. What this refers to more precisely is a sesame-like plant found in Yemen,
Memecylon tinctorium (wars), from which yellow dye is gained.

12. According to the Arab metrical scholars this metre is to be classified as a variety
of basn. In Arabic {but not in Persian), it is permitted to replace the short syllable at
the beginning of each foot of this metre with a long one; cf. GW, Freytag. Arabische
Verskunst. Bonn 1830, pp. 200f.

13. Ed. ‘A. *AbdurrasGli. Tehran 1311 h. sh.
14. See the article “Tarji‘-band and tarkib-band” in £/* {(F. Thiesen).
15. Dowdn {cf. fn. 13), pp. 4041f.

16. Diwan. Ed. M. Nakhjawani. Tabris 1333 h.sh., pp. 440ff, — This text is extremely
difficult. In many passages the following translation is to be considered as purely
hypothetical.

17. Das arabische Strophengedicht (cf. fn. 4), p. 213.

18. For the musammat with refrain see G. Schoeler: “Muwashshah und Zajal” (cf. fn,
3), p. 442 and F. Meier: “Kehrreim und Mahya™. In: Festschrift Ewald Wagner zum
65. Geburistag. Ed. W. Heinrichs and G. Schoeler. Vol. 2. Studien zur arabischen
Dichtung. Beirut 1994, pp. 462-89, esp. pp. 463ff.

19. For the muwashshah with refrain see G. Schoeler: “Muwashshah und Zajal” (cf.
fn. 3), p. 446.

20. Al-Maqgqart: Nafh at-Ttb. Vol. I-VIIL, Ed. I. ‘Abbas. Beirut 1968, especially Vol.
V1], p. 432. — The poem stems from a poet named Ibn al-Jannan (7th/13th century);
its metre is kamil. — See F. Meier: “Kehrreim und Mahva” (cf. fn. 18), pp. 4621f.

21. H. Roolvink: Ef origen céliico de la poesia rimada medieval In: Neophilologus
39 (1975), pp. 1-13.

22. E. Windisch: Die altirische Heldensage Tain Bo Cualnge. Nach dem Buch von
Leinster ... herausgegeben. Leipzig 1905, p. 434; sce p. 451 (lin. 3035ff.) and p.
473-5 (LL. p. 82b-83b).

23. The rhyme words of stanzas lin. 3035ff. are:
m-buinne - chaille — chlainne — brath; Damain — anail — gabail — cach.
arach — lamach — imbarach — feidm; Culand — urrand — fulaing — teidm.
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