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Preface

Al-Hasan b. Ahmad b. ‘Ali al-Katib’s Kitab Adab al-ghina’ (The book for the com-
pletion of musical knowledge) is one of two unique treatises coming down to
us from the fifth/eleventh century; the other is Hawi al-Funun wa-salwat al-
mahzun (Encompasser of the arts and consoler of the grief-stricken) by Abu
1-Husayn Muhammad b. al-Hasan Ibn al-Tahhan al-Misiqi (d. after 449/1057).
Both were written by practicing musicians and composers, and as such provide
a most welcome supplement of musical practices to the fourth-/tenth-century
legacy of music theory and literature, namely, the works of al-Farabi (b. before
258/872 or 873; d. 339/950) and al-Isfahani (284-360/897-971).

Little is known about the biography of the author; Shiloah surmised that he
probably lived somewhere between Aleppo and Mosul, and flourished from the
second half of the fourth/tenth century to the beginning of the fifth/eleventh
century.!

Kitab Adab al-ghina’ (The book for the completion of musical knowledge) has
an introduction and forty-three chapters dealing with the concept of tarab; the
sophistication, meanings, and effects of melodies and their tight correspon-
dence to the poem; the superiority of older music and poetry; the superiority
of the musical arts over other arts and the superiority of theory over practice;
how music affects the soul and the emotions; tetrachords; sound production,
timbre, pitches, and durations; the resemblance between the rational soul and
consonants notes, and the resemblance of the soul, melodies, and the celestial
sphere; the definition of music, as well as the syllabic versus melismatic compo-
sition, and measured versus unmeasured music; the detailed lute fretting and
string ratios with information about the tone system in the fifth/eleventh cen-
tury; the fretting of the pandore; the tones extracted from the nay and their
relation to the lute fretting; consonant intervals; consonant letters; breathing;
poetic meters; musical forms and structures; extensive and priceless details
about vocal and instrumental ornamentations; the nature of preludes, inter-
ludes, postludes, and cadences; the aesthetics of what to highlight and what to
hide in melodies; opening songs; melodic and rhythmic modes; composition,
contrafacta, and partial contrafacta; string measurements and proportions; the
qualities of a good singer; facial expressions and bodily movements; praise and
requests for repetitions; what are beneficial for throats; lute dimensions and
types of wood; music education; the origin of music, invention of instruments,

1 Sh. 6-1.
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and the role of instrumental music in relation to the voice; and the sources he
used for the treatise.

The unique copy of this treatise is in Istanbul’s Topkap: Saray1 Ms 1727. It
was copied in the city of Sinjar? in 625/1225 by al-Hasan b. Yasuf Abi I-Qasim
al-Malaki al-Ashrafi. He was likely a secretary in the service of the Ayyubid
ruler al-Malik al-Ashraf (578-635/1182—1237) who occupied Sinjar in 607/1210—
1201; he was a generous and cultured ruler and it is possible that the copy of
the Ms was done for him.3 The Ms is in 121 folios, the dimension of each page
is 22 x15cm, with nine lines per page; the calligraphy is very beautiful, often
with full diacritical marks, and according to Shiloah, the calligraphy is the reg-
ular one used in Ayyubid times.* The original title on fol. 1 is Kitab al-Musigi
wa-ma‘nahu Kitab Adab al-ghina’ (Book of music, meaning the book for the com-
pletion of musical knowledge).5

Many chapters are based on al-Farabi; al-Katib’s aim was probably to popu-
larize al-Farabi’s writings. In the process of doing this, he summarized them a
great deal; in other instances, there are serious lacunae that I filled using the
original text, following the examples of Shiloah and Khashaba. Thus, al-Katib
does not add to the theories of al-Farabi or to the writings of al-Isfahani; how-
ever, being a performer and a composer like Ibn al-Tahhan (a point that makes
his treatise so priceless), he adds terms and their definitions relating to vocal
and instrumental ornamentations. For instance, the list from al-Katib’s chap-
ters 23, 24, and 35 (9o terms) plus the list from Ibn al-Tahhan’s chapters 25, 26,
and part 2, chapter 15 (159 terms) are very important additions to al-Isfahani’s
vocal terms, and to al-Farabrt’s instrumental and vocal techniques and rhythmic
variations and his masterly classification of voices. In the field of composition,
al-Katib provides useful details regarding contrafacta and partial contrafacta,
as well as the step by step process to set a poem to music, namely, starting
with the first poetic foot and setting it to a musical division and assessing the
result, then moving on to other poetic feet until the verse is completely and

2 This city is in the Sinjar district of the Nineveh Governorate in northern Iraq; it is five kilome-
ters south of the Sinjar mountains.

3 Sh. 3; al-Zirikli, al-Alam vii, 237-238.

4 Sh.s.

5 Although the word ghina@’ means singing or vocal melody, it is clear from the content of the
treatise that al-Katib meant the musical arts in general, including composition, education,
instrumental performance, aesthetics, etc. The author dispenses with the beginning of the
title Kitab al-Musiqi (Book of music) and presents the Kitab Adab al-ghina® (The book for the
completion of musical knowledge) which mirrors the content of the treatise as he explains later
on fol. 20; p. 6. The names of various owners and readers of this Ms appear in the margins of
fols. 1 and 240241, see Sh. 4—5.
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satisfactory set to music (chapters 29 and 30). For music education, he advises
the student on how to choose a good teacher and listen to the works of great
masters; he also advises them on how to circumvent their shortcomings (chap-
ters 33 and 41). With regard to performance, he tells musicians about attractive
facial expressions and bodily movements, how to breathe properly, what to
highlight and what to hide in a song, and how to choose the correct song to
start a performance (chapters 18, 34, 25—-27). Finally, of great importance, he
advises about the beneficial foods and drinks and the effect of the physical set-
ting on the voice (chapter 39). These topics are also found in Ibn al-Tahhan, and
all combined, supplement the writings of al-Farabi and al-Isfahani.

Al-Katib’s Kamal Adab al-ghina® (Completion of the musical knowledge) and
Ibn al-Tahhan's Hawr al-Funun (Encompasser of the arts) resemble each other
in several respects, they share the same subject matter, they divide topics into
short chapters, and use the same relatively little-known fourth-/tenth-century
sources, such as the musical writings of [Ibn] al-Za“farani.® Unlike Ibn al-
Tahhan, al-Katib makes extensive use of the writings of al-Farabi on musical
aesthetics, philosophy, the fretting of the lute and the pandore, the holes in the
nay and their equivalent note on the frets of the lute.

To make this translation I accessed a facsimile of the original Ms (1727, Istan-
bul: Topkap1 Saray1 Ms) and the excellent and scholarly edition of my elder
and friend, the late Prof. Amnon Shiloah. Shiloah’s herculean endeavor was
accomplished without the use of Ibn al-Tahhan's Hawt al-funiin (Encompasser
of the arts), a complementary musical dictionary written in the same era, or
al-Farabi's two treatises on rhythms that are important revisions to his theory
of rhythms (k1 and k11). These three works would have solved many obscuri-
ties in al-Katib’s rather difficult treatise. I have also used the Iraqi edition of
Zakariyya Yusuf and the Cairo edition of Khashaba.” The latter two helped a
great deal when I encountered effaced words or unclear handwriting; however,
neither one has the copious footnotes and commentaries of Shiloah’s work, or
his glossaries and indexes.

6 Ibn al-Tahhan, Hawi al-funiin, ed. Neubauer vii.
7 ZY101-154.
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2; Kh. g;
Sh. 31;
ZY 119

[Short Descriptive] List of All the Chapters of the
Manuscript Called the Completion of Musical
Knowledge (Kamal Adab al-ghina’)

[fols. 2—12; Kh. 9—14; Sh. 31-34; ZY 119—120]

In the Name of God, Most Gracious, Most Merciful to whom I En-
trust Myself

[The following chapters are missing in the table of contents: Chapter 11: “The
Causes or Mechanics of Production of Sound”; Chapter 14: “The Divisions of the
Frets of the Pandore”; and Chapter 15: “Melodic Modes.” Some chapters have the
same chapter number as those in the text while others do not. The description
of the chapters in this list is not always accurate; the reader should refer to the

short introduction that precedes the translation of each chapter.]

1 Chapter on tarab: It treats the states of being of the tarab phenomenon
(acute joy or grief), [including] its more complete and more perfect

causes that benefit the listener during agitated or calm states!

2 Chapter on the virtues of melodies: It treats the uses one draws from
melodies and the opinion of the ancients about the topic and related mat-

ters

3 Chapter on the meanings of melodies: It treats the intended aims inher-
ent in them, the need for each type, and what makes each type more

complete and more excellent

4  Chapter on the effects of melodies: It treats the influences of | different

melodies on the soul and the imagination, and related matters

5  Chapter on the superiority of the older style of singing: It treats the supe-
riority of the older singing and its melodies and their preeminence and

nobler status over all others

1 As Shiloah remarked, there are words that are hard to read; Khashaba and Zakariyya Yasuf

suggested activity and repose (Kh. 9; zv107).
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6  Chapter on the superiority of older poetry: It treats the superiority of the
older poems used in the above-mentioned older songs, the appropriate-
ness [of the choice of text] in each composition by its creator, the opinion
of [other] composers about it, and related matters

7 Chapter on the superiority of music: It treats the superiority and nobility
of the musical art and its practitioners

8  The characteristics of melodies: It treats the names and types of tetra-
chords used in melodies, | their attributes, as well as what characterizes
them, and related matters

9  Chapter on the states of the notes: It treats the qualities and quantities of
the notes, and related matters

10 Chapter on resemblance: It treats the knowledge of the resemblance
between the rational soul and consonant notes [and the celestial
spheres]?

11 Chapter on the words [in] music: It treats the meaning of music, how the
notes are set to and arranged over the syllables, and related matters [=
chapter12]

12 Chapter on the delimitations of the notes: It treats the types of notes used
in types of melodies, their arrangements, their numbers, how they are
extracted from the frets | which are set according to measurements, and
related matters [= chapter 13]

13 Chapter on the fundamentals of melodies: It treats the types of notes on
which melodies are built, the types of movements on the frets, the types
of groups sharing notes, consonant and dissonant notes [= chapter 16]

14 Chapter on voiced letters: It treats the voiced letters used and prolonged
in melodies, their numbers, which ones are efficiently used, how they are
used, and related matters [= chapter 17]

15 Chapter on planning and determining® where and how much to breathe:
It treats the amount of breath taken during the melody according to the
opinion of Ishaq [al-Mawsili], and related matters

16  Chapter on poetic meters: It treats some poetic meters, defines the simple
and the compound, the equal and unequal parts, and related matters [=
chapter19]

2 Chapters g and 10 in the table of contents are reversed in the main text of the ms. Khashaba
(Kh. 10) set chapter 10 before chapter g to make them match the chapters in the body of the
MS.

3 This corresponds to chapter 18. There is a copyist’s error: instead of taqdir (determining) it
has tagrir (deciding, which is a possibility, though the text of the chapter clearly has taqdir,
fol. 101) or taghir, which Shiloah read as tagahhur (running out of breath) (Sh. 32 n. 2).

Sh. 32

Kh. 10
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XVIII [SHORT DESCRIPTIVE] LIST

17 Chapter on the structure of the melody: It treats the separations in the
melodies, their arrangements and sections [= chapter 20]

18 Chapter on the qualification of melodies: It treats the qualities of the
tetrachords and their rules [= chapter 21]

19 Chapter on the setting of melodies: It treats the types of poems and the
need for each type to be set to a type of a melody that fits it as mentioned |
in the chapter on tetrachords, and related matters [= chapter 22]

20 Chapter on the specific places in the melodies: It treats the names of spe-
cific placesin the melodies which are beautiful and which [places] cannot
be done without, and the explanation thereof [= chapter 23]

21 Chapter on the specific sections in the instruments [and how to beautify
them]: It treats what is helpful and liked, and the explanation thereof [=
chapter 24]

22 Chapter on what is preferable to highlight in the melodies: It treats what
should be highlighted in vocal composition and [what should] not be hid-
den, and the reasons for it [= chapter 25]

23  Chapter on what is preferable to hide: It treats the topic of what is better
hidden than highlighted, the reason for it, and related matters [= chap-
ter 26]

24 Chapter on opening songs: It treats what the singer needs in his beginning
songs, how to avoid mistakes, and related matters [= chapter 27]

25 Chapter onrhythmic modes: It treats the various types of rhythmic modes
used in Arabic songs, their rules and what is needed in them, their num-
bers, the number of attacks and types of durations [= chapter 28]

26  Chapter on being in rhythm: It treats how to be in rhythm and build the
melody on it [= chapter 29]

27  Chapter on the theft of melodies: It treats the various ways theft can be
done, when to use it as needed, and related matters [= chapter 30]

28 Chapter on strings: It treats the lengths and thicknesses of strings, their
ratios, their numbers, and their rules [= chapter 31]

29 Chapter on the names of the melodic and rhythmic modes: It treats the
names of the melodic and rhythmic modes, their other names, peoples’
disagreements about them, and related matters [= chapter 32]

30 Chapter on the qualities of the singer: It treats the good qualities the
singer should have and what he should strive to attain, and related mat-
ters [= chapter 33]

31 Chapter on good qualities [to have while singing]: It treats what the singer
needs in his qualities and motions, what is liked and disliked, and related
matters [= chapter 34]

32 Chapter on the qualities of throats: It treats the names and [sound] qual-
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33

34

35

36

37
38

39

40

ities of throats [i.e., husky, loud, soft, etc.] and related matters [= chap-
ter 35]

Chapter on the arrangement of singing: It treats the arrangement of
singing in the performance sessions (majalis) and the proper choices of
songs, and related matters [= chapter 36]

Chapter on praise and requests for repetitions: It treats what should be
praised, its usefulness, how it is used, and related matters [= chapter 37]
Chapter on testing: It treats what the person who claims to be knowledge-
able in this art should be tested about, the need to evaluate his claim, and
related matters [= chapter 38]

Chapter on things that are beneficial to the throats: It treats | what is ben-
eficial to them among things that are accessible and of what one should
be wary [= chapter 39]

Chapter on dimensions: It treats the dimensions of the instruments,
arrangements of frets, and the choice of strings [= chapter 40]

Chapter on music education: It treats what a person needs if he wants to
practice the musical art, and related matters [= chapter 41]

Addenda chapter: It treats matters missing in the book such as the origin
of music, its changes, bringing its topics to perfection, and related matters
[= chapter 42]

Chapter on the sources: It treats my objections raised about | my alleged
shortcomings, mention of what we missed, and [it] guides the reader to
its sources, and related matter [= chapter 43]

1u
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[Introduction]
[fols. 12—20; Kh. 15-18; Sh. 35—40; ZY 109—-110]

In the Name of God, Most Gracious, Most Merciful

[In his introduction, al-Katib lays out the approach he uses in the treatise. He
concentrates on what brings perfection to the musical art; the duality of theory
and practice, and how, in his mind, theory is superior to practice; he mercilessly
criticizes practicing musicians who ignore theory and as a result commit seri-
ous errors in judgment and performance; he also criticizes practicing musicians
who are ignorant of Arabic grammar and prosody and who commit serious mis-
takes.]

Praise be to God, Master of blessings, and Master of those who possess might
and generosity; may God bless the Prophet Muhammad the Chosen One, and
grant him salvation, and may God bless ‘Ali the beloved, and bless the leaders
belonging to the eminent members of their families, and grant them all salva-
tion.

Each art (sina‘a) aims to reach perfection, and has a measure of benefit with
which this art will become more complete and more excellent. One must there-
fore pay careful attention to this goal.

Since the art of music (sina‘at al-musiqr), that is, the melodies, | is divided
into two parts: theoretical [or scientific] (iUmi) and practical (‘amali), I found
that one of them has a finer position, a more common usefulness, is of a greater
benefit, is more established in description, and has a more noble name: it is the
theoretical. | I found the other one less useful and less durable when compared
to the first; it slips away easily, is more irregular, more faulty, more [likely to]
misrepresent facts; it is also a heavy weight for the senses to handle; it achieves
excellence, its pleasantness becomes more complete; its beauty becomes more
apparent; its perfect and imperfect, correct and incorrect [aspects], are re-
vealed; its picture draws itself clearly in the mind, its structure (bunya)! gains

1 As Shiloah remarked, the word is obscure; he suggested consolidation (Sh. 36 n. 2); Zakariyya

© KONINKLIJKE BRILL BV, LEIDEN, 2025 DOI1:10.1163/9789004712096_003

Sh. 36
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2 INTRODUCTION

strength only if it is combined with its companion (s@hib)? and agrees with it,
imitates it, and matches it. This is so because the first [theoretical part] isnobler
and superior to the second [practical part].3 It gives esteem to the second, jus-
tifies it, and rules over it. This is so despite the fact that we have found much
discourse about the practical art; the reason being that the practical is easier to
handle, people have much need for it, and they love it.

I have noticed that many kings, nobles, intelligent and knowledgeable peo-
ple with perfect natural dispositions desire to understand this art and take an
interest in it. They have access | to two kinds of books: one is difficult to under-
stand, but very useful; the other is easy to understand but of little value.* The
facts show that those who wrote on one or the other type excelled in one over
the other, namely, theory or practice; each grabs the attention of the reader and
ignores the other [type], even though they both need one another.?

I noticed that people have ignored and discarded both [the theoretical and
practical] arts. I have also noticed that practicing musicians have neglected the
theoretical art and what [one] must know about it; as a result, they have fallen
into the misrepresentation of facts and incorrectness. If a musician points to
his own excellence and skills, he does so by basing them on the testimonial of
a person who cannot differentiate between the good and the bad, the correct
and the incorrect, the beautiful and the ugly.

We have noticed, and continue to notice, that | some people’s sensory per-
ceptions do not follow the natural course; they feel things not in their reality.

Yusuf edited it as nasab (relation) (zyY 109); Khashaba edited it as bunya (structure). All of
these edits are possible.

2 Sahib can also mean possessor, that is, the theoretical part that possesses all the good quali-
ties. This is how Shiloah translated it (Sh. 36).

3 Itisindeed regrettable that al-Katib, much like ancient Greece and the medieval world, con-
sidered the practical art inferior to the theoretical one; theorists who do not practice music
miss many subtle aspects of it. For Ibn al-Tahhan’s more nuanced approach, and for more
detail, see fols. 65a—b; Sawa, Encompasser 171-172.

4 Later, in fols. 236—238, pp. 182-184, al-Katib gives more detail: the useful ones include the
works on music theory by al-Kindi (d. after 256/870), Thabit b. Qurra (221-288/836-901)
Ahmad b. al-Tayyib, and al-Farabi (b. before 258-339/ 872 or 873—950); the easy and less use-
ful works include those by literateurs such as Ishaq al-Mawsili (150-235/767-850), Mansir b.
Talha (d. ca. 250/864), Ibrahim b. al-Mahdi (162—224/779-839), Ibn Yahya al-Munajjim (241—
300/855-912), and Ibn Wasif al-Ahmadi. Al-Katib is obviously wrong to belittle Ishaq, Mansar,
and Ibn Yahya: their works are important and some of them are on music theory. On the other
hand, a magnificent piece of music literature, al-Isfahant’s k4, cannot be considered a work
with little usefulness.

5 Inthis passage al-Katib confuses and conflates the issue of music theory and literature on the
one hand, and music theory and practice on the other.

6 This short paragraph is a summary of a passage from al-Farabi (kMK 55; MA i, 9).
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Among them are those who cannot differentiate the good from the bad, even in
things that are clearly evident; and those whose natural disposition falls short
in many arts and sciences, even if they work on them. We often find privileged,
cultured, and intelligent people who do not find their way to anything musi-
cal and cannot imagine it, even when they practice it and listen to a lot of
it; they only find pleasure in weak poems, faulty melodies, and impermissible
(munkara) instruments.”

The philosopher Pythagoras [ca. 582—507BCE] maintained that there are
external factors that prevent the ear from hearing properly, causing it to make
mistakes. First, the different temperaments of people cause them to have | poor
hearing (thaqil)® while others hear well (hadd)? all their lives. For the same rea-
son, some are good composers and some are bad. [Second,] then bodies can
get sick, or get older, or are weak for other reasons; in these cases, the hearing
is affected and changes. | [Third,] other factors affect the senses and can cause
a change: corpulence, drunkenness, fatigue, laziness, nausea, and indigestion
[lit., “bad gastric juices”]. The fourth factor affecting the voice are the locations
where one sings; some | cause the sound to be muted or the opposite obtains;
some cause the sound to echo, make it resonate and reverberate (dawiy), or the
opposite obtains.!? For this reason, Pythagoras strove to establish the correct
ratios of the notes and their arrangements which do not cease [to be correct]
and do not change. This led him to invent musical instruments and according
to Nicomachus,! he became the first to do so.

When a musician finds a privileged patron with power and wealth and works
for him, he thinks that this allows him to claim musical skill and superiority.
Another person to whom skills were attributed, said to me after I corrected one
of his mistakes: ‘I sang this to such and such a person and he did not find faults
in it, so why are you finding faults in it?” He thus attributed the mistake to that
person and used him as an excuse to share the blame. I heard a skilled musician

7 Unfortunately, our author does not tell us what are these instruments. In the sama“ lit-
erature, there are permissible and non-permissible instruments; the issue is obscure at
best.

Lit., “heavy.”
Lit., “sharp.”

10 The author treats this topic in more detail in chapter 39, fols. 21—213, pp. 164-166, and
includes the effects of the locations (indoor or outdoor) on the quality of the voice. The
next two sentences are unrelated to the setting, indoors or outdoors, rather it treats the
issue of intonation; clearly the author confused the two.

11 He flourished at the beginning of the second century cE; he wrote an elaboration of
Pythagoras (Barker, Greek musical writings 11, 245). Nicomachus’ works were translated
into Arabic in the third/ninth century (Farmer, The sources xii—xiii, xx, 16; Sh. 38 n. 3).
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singing a song whose poetry I did not understand, yet the notes of the melody
were correctly ordered and the rhythm well measured. I said: “What is the poem
of this song?” | He said: “It is a melody without a poem which I have composed
[then set to a poem].”1? He thought that he had done well and excelled. I also
heard him sing a song about a candle. He said:

“Pale (safra’)'3 and slender (majdula)* ...”

I said: “I have never heard someone sing | a song about a candle except
you!”

He said: “I only said it about a fair skinned (safra’) slave girl.”

He was one of those people who liked women with yellow [skin]. There also
occurred between us a debate about a certain rhythmic mode, which he called
by two names, thinking it is made up of two modes.

I asked him: “What is the difference between them?”

He said: “The end of one musical phrase is on the index finger [G2] and
the other [is] on the middle finger [A flat 2 or half flat 2]."5 He clearly
made a mistake, confusing the rhythmic modes and the melodic
modes. That same person was asked about a rhythmic mode. He
said: “This is how it is”; he proceeded to gesture with his hand as if
tapping it, yet adding nothing else to it. By doing so he thought he
had answered my question. I also saw him one day when an ignorant
man asked him an impossible question: “Can the melodic mode with
the open third string (mathna) as a tonic (mutlaq)'® be the melodic
mode of the middle finger fret of the third string as a tonic in the
course of the middle finger (mahmil);'7 can the index finger of the
third as a tonic in the course of the middle or ring finger fret (maz-

12 Asimilar story occurs in k4: “Malik [d. ca. 136/754] was asked about his melody in Laha bi-

[-dayri. He said: ‘I took the melody from a donkey driver in Damascus—as he was driving
donkeys, he sang it (tarannama) without words. I took the melody and clothed (kasa) it
'” (KA v, 114; for another story, see K4 v, 236—237; see also Sawa, Musical and
socio-cultural anecdotes 81, 92).

to this poem’

13 Lit., “yellow.”

14  Lit, “shapely”

15  These designations are used to denote melodic modes using the open third string [F1] as
reference (see lute fretting chart, p. 204).

16 Here the course is not given, so it could be F1 G2 A2 B flat 2, or F1 G2 A flat 2 (or half flat)
B flat 2.

17 Itis this melodic mode: A flat 2 (or half flat) B flat 2 C2 D flat 2.
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mum)'® be the ring finger fret of the third string as a tonic in the
course of the ring finger fret (mahsur)?”'® He did not answer this
question, though he claimed to be more knowledgeable than the
real masters of this art.2% | A person whom I trust told me that he
had asked one of them about the number of attacks in the first heavy
rhythm;?! he answered that there are one hundred attacks, and if he
taps them, they will be more | than one hundred; in his mind there
are more than one hundred thousand! I have seen those who have
reached old age and whose only livelihood had come from singing;
one of them sang a song in which the duration of the [melody] in
the first verse equaled | the duration of a single hemistich of the
second verse. This is the ugliest [music] that can be, and the most
repulsive.

If one of them is knowledgeable in poetry and prosody and sang a song well,
or close to it, then he would swear by God, may His name be exalted, and
swear about divorcing his wife and freeing his slaves, that no one among the
predecessors did as well as he did or reached his level. He would [even] dis-
credit Ishaq [al-Mawsili],22 and other famous ones, in relation to their singing
skills.

As for misplacements of diacritical marks and misspellings, grammatical
mistakes, and faulty prosody, there are more than one can count. One skilled
songstress sang:

“My patience diminished and my loyalty diminished ...”

I said: “This is not how it is said, it should be:

[not my loyalty diminished but] my solace diminished.”

She said to me: “All my life I sang it, and taught it in people’s houses, and
nobody contested me about it.”

18  Itis this melodic mode: G2 A flat 2 (or half flat) B flat 2 C2 or G2 A2 B flat 2 C2.

19  Itis this melodic mode: A2 B flat 2 C2 Dz2.

20  Obviously, this musician had very little knowledge, as he did not understand that such a
question was nonsensical.

21 Itisagq/2|Jdd.|.

22 He was the son of the famous musician Ibrahim al-Mawsili (125-188/742—-804); he was
born in Rayy and was well educated as a boon companion. He was a composer, virtuoso
lutenist, singer, theorist, poet, dance historian, as well as historian of the socio-cultural
aspects of music. His works have not survived but they are quoted extensively in sources
such as KA, KMK, k11, Ibn al-Tahhan, Ibn al-Munajjim, and in the present treatise.
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T'have found, with the strength of natural disposition and talent, and with much
research, a way to write this book, after another one I wrote.22 I have summa-
rized my findings in the present book so it encompasses both the theoretical
and the practical aspects in accessible and concise prose, without leaving out
anything needed to understand both aspects in a brief manner. I devised a
name for it out of the meaning of its content, and that is Kamal adab al-ghina@
(The completion of musical knowledge); 1 divided it into chapters. In addition to
its great usefulness, it has the pleasantness of novelty and the sweetness of pas-
sion (hidda).2* When consulting it, one can discover the sources of this art and
its obscure aspects; with it one will not need most other books on the subject,
God willing.

23 Onfol. 85, p. 53, he gives its title as al-Mugni‘fi [-nagham wa-l-iga“ (The convincing book
about notes, melodic modes, and rhythmic modes); unfortunately, it has not survived.

24  Both Khashaba (Kh. 18) and Zakariyya Yasuf (zy 10) edited it to jidda (novelty). Shiloah
translated it as finesse (Sh. 40).



CHAPTER 1

Tarab [fols. 20—25; Kh. 19—21; Sh. 41-44; ZY n1o—111]

[Ibn al-Tahhan has a more elaborate chapter on this topic; namely, chapter 20,
Hawi fols. 20a-b, 23a-b, 29a—b; Sawa, Encompasser 54—58. He states that tarab
should not be limited to music, but also applies to poetry, speech, good deeds,
beautiful scenery, generous gifts, and the meeting of the beloved, as well as fear
and the mention of death, disaster, and separation. He also states, like al-Katib,
that the more people are knowledgeable musically, the less they will be moved
to tarab easily, unless the music and poetry are perfect.]

When most people among our contemporaries hear the words of music theo-
rists, they have an aversion to them [i.e., these words], | suspect them of decep-
tion, and attribute to them delirium and folly. Following the example of Ishag,
[one of the theorists] said that singing is what causes farab and thought that it
[alone] causes tarab for him and his peers. However, singing causes tarab only
for those who are knowledgeable in music. Ishaq was asked, while drinking four
rotls [approx. 1 pound or 1 pint] to the singing of ‘Aqid (the mawla® of Salih b.
Haran al-Hashimi [al-Rashid]) [“who is the best singer?” He replied: “The one
who gave four rotls to drink."]?
Ahmad b. al-Tayyib al-Sarakhsi [d. 286/899]2 said:

1 A mawla is a freed slave or a client (an Arab from a weak tribe seeking the protection of a
stronger tribe; a non-Arab seeking the protection of a stronger person).

2 The content added in square bracket is from x4 xviii, 69—70; it fills a lacuna in the text. Both
Khashaba (Kh. 19 n. 2) and Shiloah (Sh. 40) added this content. The sentence is then fol-
lowed by the nonsensical: “He did not say the one who gave drink(s] to the people around,
so that knowledgeable people would say it is Hakam [al-Wadi].” Khashaba (Kh. 19) and
Zakariyya Yasuf (zy 110) have instead: “He did not say the one who sang.” Shiloah (Sh. 41)
has: “so that the knowledgeable people could not name another one that Ishaq had decided
on’”

3 Al-Sarakhsl wrote five treatises on music: Kitab al-Miisiqi al-kabir (Grand book of music);
Kitab al-Musigi al-saghir (Small book of music); al-Madkhal ila ilm al-misiqgt (Introduction
to the science of music); Kitab al-Lahw wa-l-malahi (Book of entertainment and musical
instruments [about singing, singers, boon-companionship and funny stories]); Kitab al-Qiyan
(Book on singing slave girls); they are all lost (Farmer, The sources n1—12; al-Zirikli, al-Alam i,
205). He was al-Kindr1’s student and wrote on philosophy, medicine, geography, politics, liter-
ature, history, astronomy, arithmetic, algebra, and chess. He taught and befriended the caliph
al-Mu‘tadid (ca. 245-289/ 860—902) who later killed him.
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The listener [who is] in a state of tarab by himself or in company does not
prove that he is knowledgeable. If a listener experiences tarab quickly, it
is probably an indication that he is an ignorant listener and [it is evidence
of] his lack of knowledge (ma‘ifa). This is apparent when you see a per-
son who has not mastered singing, poetry, grammar, and prosody, then,
when he hears a bit of singing—though it is out of rhythm, dissonant,
and full of mistakes—falls into a state of tarab when told | it is singing.
On the other hand, for a person who hears the same song and who grasps
grammar but not singing, his state of tarab will be reduced according to
his ignorance of the musical aspect. As for a person who hears the same
song, who grasps poetry, | grammar, prosody, and singing, he will not be
moved to farab at all; to him this song is analogous to defamation which
one does not desire to listen to. Thus, the people who know very little
about singing will be moved to tarab quickly by every song they hear,
whereas those who are advanced in their knowledge will not, and they
will not be satisfied with what they hear.# This faculty in a person man-
ifests itself in him quickly (sari‘a),® and it is likely (akhliq)® non-existent
in many people; this faculty is the domain of a person with superior dis-
crimination.

He also said:

In order to fully comprehend the nobility of this art, we need the faculty of
the sense of hearing and the faculty of judgment. | Beautiful sounds that
cause tarab to animals and ignorant people also cause tarab to the [major-
ity] of people.” However, what causes tarab to knowledgeable people,
for distinguishing a good composition, orderly arrangement, knowledge
of being [in rhythm or] out of rhythm, dissimilar and dissonant notes,
is the domain of the eminent ones, to the exclusion of ignorant people
and animals. For this reason, we see that the more knowledgeable people

4 Thisis the same as in Ibn al-Tahhan except that the latter gives detailed reasons for it, in short,

superior poetry and composition. See the details in Hawi fol. 23a; Sawa, Encompasser 54—55.
5 Both Khashaba (Kh. 20) and Zakariyya Yasuf (zy 111) edited it as sharifa (noble).

Shiloah translated it as “wishing” (Sh. 42).

For a detailed discussion of the effects of music on animals, see k4 ii, 208; KA viii, 273; KA
X, 109-110; KA Xii, 122; KA Xi, 30; Sawa, Musical and socio-cultural anecdotes 277—280; Ibn al-
Tahhan, Hawi fols. 29a—b; Sawa, Encompasser 56. For the effects of tarab in general, see Sawa,
Arabic musical and socio-cultural glossary 281—322; Sawa, Music performance 192—-195; Sawa,
Musical and socio-cultural anecdotes 275-311.
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are in this art, the less moved they are [by inferior music]; on the other
hand, ignorant listeners are quick to be moved. This is so because the
knowledgeable listener needs all the aspects of tarab to be combined to
be fully moved; otherwise, shortcomings and defects | spoil and prevent
his pleasure. The ignorant listener, however, is not distressed by defects
and shortcomings. In summary, for the utmost degree of tarab to occur, a
person needs to have the most delicate feelings and the most intimate
knowledge of what is correct, because both of them go hand in hand.
This happens when a person has a perfect nature, | has listened to a lot
of music, and has maintained his knowledge about proofs and demon-
strations from skilled practitioners.®

He said:

The art of singing is not an art that, if one desires it and studies it, one
can excel in, even if the student has a skilled teacher to guide him and
explain it, or if he listens to a lot of singing from vocal masters. This is
so because this art requires that his soul be capable of assimilating it, his
nature be easily amenable to it, [that he has] the speed to grasp [the flow
of the melody], the finesse to comprehend the obscure, and to compre-
hend the ratios of the notes set on the lute as well as the melodic modes
(shudud), and the duration of its rhythmic modes. Learning this art can-
not be accomplished without some natural talent, and those with natural
talent cannot learn it without a teacher. If the student desiring to learn
this art has a good natural talent, a capacity to learn, a skilled teacher,
free time for constant practice, and a complete desire, then it is rare that
he fails. If any aspect is missing, | the tarab will be missing proportionally.

If the singer has all the qualities [necessary to achieve| mastery and
excellence, and the listener likewise comprehends everything, then the
tarab will be complete, and the music will reach the soul, at which point
happiness, relaxation, and generosity (aryahiyya) will appear; the faculty
of judgment will come to the fore, the soul will adorn itself with the orna-
ments of knowledge, and will be honored for his art of singing [lit., “wear
robes of honor”]. It [the soul] will run in the field of scientific joy, it will

8 Shiloah interpreted this sentence differently: “persevere more in his knowledge about the
proofs and the demonstrations than reaching virtuosity”; he then made the statement that
al-Katib, in line with the ancient Greeks, thinks that understanding music is infinitely supe-
rior to practicing it, but this is not the meaning of the text (Sh. 43 n.1).

Sh. 43

24

Kh. 21

25



10 CHAPTER 1

reject vice with ardor, it will attract virtues and raise itself to these charac-
teristics, and be honored by them; if in the past it [the soul] was related to
cowardice, now it is encouraged; or [if it was drawn] to avarice, it becomes
Sh. 44 generous; or [if it was drawn] to fear, | it will find ease, [its] fears and
horrors will diminish, it will wear the garments of superior quality [so
it] shines, [it will have] the power of safety to be happy, it will persevere,
[swimming] in the sea of tarab, and will gallop in the field of happiness.®

9 This is similar to the last paragraph of chapter 20 of Ibn al-Tahhan, Hawr fol. 2gb; Sawa,
Encompasser 58. Shiloah adds an interesting note that this passage is influenced by Plato on
the relation between music and philosophy (Sh. 44 n.1).



CHAPTER 2

On the Virtues of Melodies
[fols. 26—33; Kh. 22—24; Sh. 44—49; Y 111-112]

[This chapter discusses the subtleties of music, which go beyond mere enjoy-
ment to bring therapeutical and behavioral improvements, and to praise God.
This is similar to Ibn al-Tahhan’s chapter 3 (Hawi fols. 8b—9ga; Sawa, Encom-
passer 16-17), but more elaborate because it discusses more sayings from the
ancient Greek writers.]

Some people do not know how much they can profit from listening to melodies.
They think that melodies move the soul, let drinks go down nicely, and bring
pleasure to the ear. But the profits are more grand and more honorable when its
fundamentals and objects are made apparent. Some melodies bring pleasure to
the ear and move the soul, but this is the lesser level attributable to them. Some
think their role is fun and entertainment; but it is not so, because many people
lack the ability to reach its aim, so they stop at the limits of their ability.! For
this reason, there are two types of melodies [the serious ones and the frivolous
ones]:2 some people who talk about them superficially, imagine that they are
the same, thus [they] mix them together and think that they follow the same
path.

The first one [serious melodies] was used by wise men and scholars | in the
types of management [of proper behavior] (siyasa),® legal stratagems (hiyal),*
and therapies; they lead the coward toward courage and [lead] the reckless
toward resoluteness.®

It was related that an ancient Greek king heard that people in his neigh-
boring region who were known for being brave and hardy—an enemy nearby

1 Shiloah made an interesting remark here, namely that this passage and another passage at the
end of the book are a free adaptation of a more thorough passage from al-Farabi (kmk 1183—
189; MA ii, 97—-99). Between the two, al-Katib relates various anecdotes from ancient Greece
to make his point about the real aim and power of music and the falsehood of those who see
it only as entertainment (Sh. 44 n. 3).

See more detail at the end of this chapter.

It can also mean policy, or political regimes as in Sh. 45.

It can also mean tricks, or a means to accomplish an end.

A similar but more elaborate passage occurs in kx4 viii, 224—225; Sawa, Musical and socio-
cultural anecdotes 378-379.

g bhwN
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could not fight them most of the time—could now no longer stand up to him,
so he aspired to defeat them. The king asked for the reason and was told that a
group of effeminates (makhanith) bordered their region, [they] had increased
in number, and this softened their character and [led to] a lack of bravery. He
ordered that a group of musicians be sent to them to strengthen their souls and
return them to their original character, and to expel the effeminates from their
region. The musicians came, stayed with them, [they played specific melodies
that gave them strength and]® returned them to their original state; they stood
up to their enemy and defended themselves.

Some of the famous stories from the ancients were related by Nicomachus
from Empedocles (Ambaduquls) [ca. 490 BCE-430BCE];” | when he was the
guest of a man, another man pulled out his sword to kill the host; the lyre (fizra),
astringed instrument, was in the hand of Empedocles; he immediately changed
the tuning (tarkib)® and performed a melody to appease the [man’s] anger. The
man relaxed and the host was saved from death.?

Another famous story was about the musicians Terpander [fl. first half sev-
enth century BCE]'° and Arion!! who saved the inhabitants of Lesbos and Anti-
ssal? | from an epidemic, [they did this] with melodies they composed for that
purpose.

Nicomachus also mentioned that Pythagoras saw a young man going to the
house of a woman he loved, [he intended] to burn it [because of] something
he had heard about her. What incited him to do it was the sound of a melody
played by Pythagoras’ wind player (zamir); he called the melody [the one in
the] phrygian mode ( firuwijiyin), so Pythagoras ordered | the wind player to

6 The content of the square bracket is from Ibn al-Tahhan (Hawi fol. 9a; Sawa, Encompasser
16).
7 He was born in Acragas, Sicily, and died in the Peloponnese Peninsula; he was a Greek

philosopher, statesman, poet, religious teacher, and physiologist (https://www.britannica
.com/biography/Empedocles). Al-Katib has his name as Asadafilis, but Shiloah corrected
it to Ambadaqulas (Sh. 45).

8 Lit., “arrangement”; it could also mean that he did not change the tuning but changed the
melodic mode, in which case the tuning was the same but the tonic was changed.
9 For variants of this story in other sources, see Sh. 45 n. 4.

10  He was a poet and musician born in Antissa, Lesbos.

11 He was a contemporary of Terpander, a poet and musician also from Lesbos (Sh. 45 n. 6).
For Terpander and Arion, the Ms fol. 28 has Tarbidarus and Arion undotted; Khashaba has
Tarbidarus and Adion (Kh. 23); Zakariyya Yusuf has Tarbidarus and Artin (zy 112).

12 For Lesbos, the Ms (fol. 28) has the word undotted; for Antissa it has Anussa. Shiloah
edited both as Lesbos and Antissa and mentioned a similar story by Boethius (Sh. 45-46
n.7).
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play in the Lydian mode.!3 At this point the lover changed his mind; Pythagoras
had told him to abstain from it and reprimanded him.!#

Another story was about Achilles (Asbalyts),'> whose mother Thetis (Tatis)
hid him for fear that he would join the war. But Ulysses (Adusus) used a trick;
he composed a melody (lahin) from melodic modes ({uhiun)' suitable for war
and played it on the trumpet (big). The sound incited Achilles to go to war.
Nicomachus related this story and many more in his book.

Ancient Greeks had melodies built on melodic modes which they used in
war and peace (tardju‘).l” Some melodies make people stronger and more
active; some calm them down and relieve them from fatigue and weakness. |
Wise men saw that melodies bring people benefits, wisdom, positive disposi-
tions, morals, and they guide people to [follow] required good behavior; | they
lead to gains in science, to blessings and charity, and to humanity, and they lead
humans to attain an understanding of the speaking and universal soul.!® It is
for this reason that Pythagoras and his followers used music; they had melodies
they called heavenly'® which they hid from people; they also had melodies they
called the harmony of the soul and they held the view that the whole world is
built according to musical harmony.

Plato said:

God, to Him belong might and majesty, made us benefit from philoso-
phy, which is the greatest blessing, and gave us from the voices | and ears
like that which He gave us from other faculties. What gave us the perfec-
tion of philosophy and the benefit of the voice that went to the soul was

13 The word is undotted in the Ms (fol. 29). Shiloah remarked, interestingly, that the scribe
was not familiar with the Greek language, and for this reason he left the names undotted
(Sh. 46 n.1). Khashaba edited the undotted word to lidiyaniin and said it must refer to the
Lydian mode (Kh. 23 n. 3); Shiloah read it as sbandiagon, which is closer to the Ms, and
then edited it to spondaic; the problem with this interpretation is that spondaic is a poetic
meter and not a melodic mode (Sh. 46 n. 1).

14  For variants of this story in Boethius, see Sh. 46 n. 2.

15  Khashaba edited it to Absalits (Kh. 23).

16 Lahn means melody; luhiin (in the plural) refers to melodic modes in the context of this
story.

17 Lit, “retreat,” as in Shiloah (Sh. 46), but the context favors the word peace, as Khashaba
indicates (Kh. 23 n. 5).

18  According to Shiloah, the ideas expressed in this paragraph are inspired from Plato: music
and morals, music and philosophy, and the role of the harmonious soul which makes for
good citizens (Sh. 47 n. 1).

19  He probably meant the music of the spheres.
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the musical harmony that corresponds to the movements in our souls.
The benefit of music composition is not gaining bestial pleasure as many
people think, but God gave it to us to have the strength to fight the orna-
ment of the soul | that exists in us but without harmony.

He [Plato] also said:

God, to Him belong might and majesty, knew of our weakness so He gave
us melodies to improve our souls. For this reason, we use them in our
feasts, as well as in presenting offerings to God, to Him belong might
and majesty, offerings such as [agricultural] yields, goods, and whatever
they possess; some people shave their hair, cut their ear or pierce it, or
cut something from their body, seeking God'’s gratification, to Him belong
might and majesty.2° Likewise, we present to God, may He be exalted, the
best we have in our soul by praising Him with melodies.

We do the same to kings when we praise them, or noblemen, or eminent peo-
ple.

The effect of music is apparent not only on people but | also on all animals.
The shepherds have chants which they use to send their animals to pasture and
to bring them back; camels, sheep, and horses each have their own | chants
which they know, like, and differentiate between.?!

The one who contemplates the complete and partial matters knows that all
the world has been put together according to musical harmony;?2 those who
have expressed such an idea have said much about it.

When the practitioners of this art were inclined toward the frivolous type [of
melody] and imagined that one finds total calm in it, they devoted themselves
to it.28 They held the same opinion about poetry and overdid it. This caused
many kings and eminent people to stop studying music and stop enjoying it,
thus they refused to follow the path of those who considered music play, thus
diminishing its brilliance and nobility. It is clear that the types of serious music
are more useful than the frivolous ones. The latter was used to attain tranquil-

20  The practice of inflicting pain to the body, such as piercing, is still common today among
some Sufi orders. For the sources of this paragraph and the one before, see Sh. 48 nn. 1—4.

21 For other sources on the effect of music on animals, see Sh. 49 n. 1.

22 The text (fol. 32) inserts the word “book” to “the musical harmony”; Shiloah correctly
points out that it was superfluous (Sh. 49 n. 2).

23 As Shiloah correctly points out, here the author goes back to al-Farab1’s passage starting
on fol. 26, p. 11 (kMK 183-1189; M4 ii, 97-99; Sh. 49 n. 3).



ON THE VIRTUES OF MELODIES 15

ity and to recuperate the strength needed to accept the serious one. It is the
frivolity of some of the music that made kings and eminent people stay away
from it as we mentioned above, | and especially for [serious musicians] who
likewise stay away from it.

It was mentioned that one should use the frivolous ones [in amounts corre-
sponding to] the way salt is used in food.2* Pythagoras said that the arts that are
very useful to human beings in their lives are science and philosophy, medicine
and music.

24  The content in the square brackets is from al-Farabi who also stated that the sentence is
from Aristotle (kMK 1185-1189; M4 ii, 98; Sh. 49 n. 6).

33
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Sh. ;1

CHAPTER 3

The Meanings of Melodies
[fols. 33—38; Kh. 25-26; Sh. 50-53; zY 113]

[This chapter discusses what is apparent in melodies (e.g., high and low notes),
and what is hidden (e.g., sound composition), and the meaning of melodies
and how they should be in harmony with the meaning of the poem. It is very
similar to Ibn al-Tahhan’s chapter 4 with the same title (Hawi fols. ga—b; Sawa,
Encompasser 18-19). It is more elaborate in technical matters, whereas al-Katib
has interesting anecdotes at the end of the chapter.]

Some people despise a melody with few notes and few melodic modes (shu-
dud)! that are easy to comprehend; they like a melody that is difficult to com-
prehend, with many notes.2 They think that they are composed with the aim of
having too many or too few notes! But there is more to the subject to be aware
of and discover because there are aspects of melodies that are clear and appar-
ent, and aspects that are obscure. The clear and apparent are, for example, high
and low pitches, fast and slow tempos, softness and hardness,3 heat and cold. |
The obscure aspects are in addition to the previous [apparent aspects], and
are interspersed among them in many ways; the obscure aspects are correct
compositions, proper musical divisions (sikhat al-gisma) [to be set properly
to poetic feet],* proper and pleasant settings, which means the poems and the
melodies correspond; | the latter is the most difficult thing to achieve. The most

1 It literally means “tensions,” and, by extension, multiple modes and modulations. In Ibn al-
Tahhan it is shudhar, sing. shadhra (Hawt fol. 9a; Sawa, Encompasser 18) which means a short
note that starts with a smooth voice and is sung to long low vowels, that is, long 7, and pho-
netic alterations (a and a going toward i and ¢). They are vocal ornaments added between
two adjacent notes or immediately after a note. According to al-Farabi, they should be used
in moderation in the course of a melody and should not exceed two or three in one section
(al-Farabi, kMK 1073, 1173; MA ii, 59, 90; Sawa, Music performance 102-104).

2 Ibn al-Tahhan adds important detail, namely, that melodies with few notes also have little
compositional craft, and short rhythmic cycles; that melodies with many notes also have long
rhythmic cycles and many shudhiar (Hawi fol. 9a; Sawa, Encompasser 18).

3 Metaphorically it can also refer to sweet/ripe (halawa) and unripe fruit ( fajaja).

4 Shiloah, not having used Ibn al-Tahhan’s definition of gisma (Hawt fol. ub; Sawa, Encompasser
25), gave an imprecise translation, namely, the arrangement of notes with the letters of the
poem (Sh. 50 n. 4).
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obscure of all is knowing the meanings of the melodies, as many of them have
no meaning. Some have no meaning; they are made up of a verse [with two
hemistiches]. They may be good prosodically, have eloquent words, be well-
measured, but still have no meaning and as such they are of no use. If it [the
melody] has meaning, it will be more useful, more effective, and serve other
purposes as well. The meaning of the melody is what the composer aims to
attain, in the same manner that the poet aims for a certain goal and meaning.
The composer may hit the mark and reach his aim, or he may fail, or he may
fall short or come close to it.

These aims should be determined in | the melodies, the notes, and the voices;
they should be similar to the way a person talks about various mental states
and circumstances. All animals emit sounds that make sense to them in the
same way the words do to us. Do you not see that the intonation of a happy
person differs from that of a sad one, an angry one from a contented one, an
irritating one from a person calming an agitated one, a preacher from a heed-
less one with little thought, a dignified scholar from a fun tempter, a combative
hero from a cowardly | and meek one, a modest [one] from a flirtatious one, a
calm one from an overbearing one, | a spoiled (mutadallil)® one from that of a
seeker, | an aggressive (muta‘attib)® one from a humble one. Further mention
will take up too much space; what we say about this subject will take place at
the appropriate place and time.

Most of these melodies [that have meanings] aim to reflect states of mind
and circumstances to give them meanings in the same manner as poetry, as
mentioned above. Poetry, after being soundly [prosodically] composed, needs
to have meaning. It may occur that poems were composed starting with the
meanings created in the mind, then the measured words were built around it
and for it. These meanings are what cause imagination and passion in the soul.
Poetry denuded of meaning can only produce pleasantness to the ear; poetry
with meaning has well-known effects whether its subject is seriousness or jest,
and it is used all the time and everywhere. Do you not see [the story about the
caliph Haran] al-Rashid [145-193/763—809] or his father who, when he was in

5 TheMs (fol. 36) has a copyist error: the first line has mutadhallil (humble) instead of mutadal-
lil (spoiled), and the second line has mutadallil instead of mutadhallil. I have corrected this
mistake by following the text of Ibn al-Tahhan, which fits the context correctly (Hawr fol. gb;
Sawa, Encompasser 19). Shiloah translated the text with its fault and correctly added a ques-
tion mark (Sh. 52).

6 Lit., “the complaining person” in the active voice; Shiloah translated it as if it were in the pas-
sive voice, “the one which people reprimand or complain about” (Sh. 52). In Ibn al-Tahhan, it
is muta‘azziz (proud one) instead of muta‘attib (Hawi fol. gb; Sawa, Encompasser 19).
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the company of Anas | b. Abi Shaykh? in his majlis,® played chess for a long
time with one of his courtesans who realized he was about to lose, so he [the
courtesan] improvised this verse about the situation:

The sword licked its lips desiring Anas
Death watches and destiny is waiting.

Al-Rashid ordered that Anas be beheaded on the spot.® It also happened that
al-Rashid had abandoned his slave girl Marida, until he heard a poem by al-
‘Abbas b. al-Ahnaf [d. 192/808]'):

The lover must arrive at a break

Between abandonment and separation

Such that if he extends his abandonment
Then at once he will go back despite himself.!!

He said, “O by God, despite myself” He got up, went to her, and made up with
her. There are many cases like this, such as the use of poems in the rajaz meter
(irtijaz) to incite soldiers in war or when such poems are necessary in times
of stress. [There is a similar case, namely,] | what happened with Sulayman b.
Hisham [132/750]'2 and his two sons who were generously rewarded by [the

7 He was a friend of the Barmakids; after being murdered for zandaqa (free thinking, athe-
ism) https://al-maktaba.org/book/12397/6142 Shiloah mistakenly transcribed his name as
Anis (Sh. 52).

A majlis is an assembly of people, in this case, listening and discussing music and singing.
It is more likely that he was killed because of atheism, as mentioned in the footnote above.

10  He was famous for his amorous poems, and unlike most poets did not compose pane-
gyrics or satires. He was born in al-Yamama in Arabia, and grew up in Baghdad (al-Zirikli,
al-Atlam iii, 259).

11 In KA v, 241 they broke with one another for days, so the vizier Jafar b. Yahya, probably
out of sympathy for Haran, ordered al-‘Abbas b. al-Ahnaf to compose a poem which the
singer Ibrahim al-Mawsili set to music and sang to Haran. Upon hearing it, Harin made
up with Marida; when she inquired about the reason for the song she was told the iden-
tities of the poet and musician and rewarded both with ten thousand dirhams. She asked
Harin to reward them, so he gave each one, in the spirit of noblesse oblige, forty thou-
sand dirhams. The same poem, with minor changes and four instead of two verses, occurs
in k4 vi, 295, but the subject of the anecdote is different. Another anecdote about the
love between Hartin and Marida occurs in kA xxii, 46—47; the poem is different and it was
penned by Hartin himself; when she received it, she asked the poet Abii Hafs al-Shitranji
to respond with a poem.

12 He was the son of the Umayyad caliph ‘Abd al-Malik b. Marwan (26—86/646—705), was an
amir and a poet (al-Zirikli, al-Aam iii, 137).
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first ‘Abbasid caliph] al-Saffah [104-136/722—754] who set up pillows for them
to sit on in his majlis. But one day the poet Sudayf [d. 146/763]'2 entered and
recited for him:

Their being close to the throne and the pillows
Afflicted me and the one close to me

Lower them the way God wanted it

In the house of disgrace and misery.

He [the caliph] ordered that they be beheaded on the spot; to relate the whole
story will [take a] very long [time].1*

13  He was a poet and a Bedouin from Mecca with limited poetic output (al-Zirikli, al-Alam
iii, 80).

14  The story is very long indeed; it appears in k4 iv, 344-354.
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CHAPTER 4

The Effects of Melodies
[fols. 38—42; Kh. 27—28; Sh. 54-56; ZY 114]

[This chapter states that the best melodies are the ones that correspond to and
strengthen the poem to which they are set. Al-Katib also gives many examples
of good and bad melodies, that is, those fitting or not fitting the poem.]

The melody is another element that adds to the meaning of the poem and its
brilliance. The best melody is the one that corresponds to and strengthens the
poem to which it is set; there are many melodies that lower the value of the
poems and diminish their brilliance, and there are [other] ones that improve
the poems, add to their brilliance and hide their faults. | This becomes apparent
when we contemplate the older melodies. If you hear a melody with a cer-
tain meaning, such as courage or generosity or other characteristics with these
attributes, and if your imagination is strong enough to fathom such characteris-
tics, and know to whom the song was addressed, then you will feel that you are
such a person by the sheer force of your imagination, the melody will touch you
and have its effect on you. The same obtains in relation to awakening a longing
in a person, or a request, or anger, and other emotions. Any person feeling one
of these emotions and expressing them genuinely in his poem will move the
listener and make him feel the same emotion. This poem is a case in point [of
failed emotions]:

You ask him, in the hope that he will come back and respond to your
wishes
Silence is his reply, which exhausts you.

This is a song with little beauty; most people will not like its melody or its
poem, and if someone desires to compose the like of it, he will not be able to
do so. Its melody fits its poem [in weakness]. However, if you contemplate |
this [other] melody | and imagine it, you will find that the structure of its
notes resembles the structure of words [spoken by]| an esteemed, thinking,
and serious man who was afflicted by the sight of the desolation and aban-
donment of a house; he is then frightened and bewildered by its change. If
your imagination is strong enough to reach this state, you will feel as if you
are him.

© KONINKLIJKE BRILL BV, LEIDEN, 2025 DOI1:10.1163/9789004712096_007



THE EFFECTS OF MELODIES 21
Then this song:

Ask the dwelling of Layla if it can appear and talk

How could a barren desert answer?

How could a dwelling answer, when it is akin to

A plain desert, because of its long tribulation and lapse of time.!

The melody fits the poem; its notes are rich and abundant (mufakhkham),?
inclining toward softness and inciting a feeling of regret; it is a very sound com-
position [done] with amazing skill.

Then this song:

My friend, did you ever hear of a shepherd
Giving back to the udder the milk he had drawn
The fire of my youth has gone, my youth left me
My critics got a rest from censuring me.?

Another version has “my ignorance has been lessened” [instead of “my youth
left me”].# Its melody fits the poem and likewise it is soft. If you imagine it, you
will find that it resembles the words of a contemplative, regretful person who
recalls his heroism and fun times; he resembles a person renouncing his sins
and divulging them.

Then this song:

Manifest in his magnificence, without worries, he walked swiftly
Past his people in a night with no water or moon

1 The poet Ibn al-Mawla (d. ca. 170/786) flourished in the Umayyad and ‘Abbasid eras; he was
a gentleman who praised various caliphs. It was set to music by ‘Atarrad (d. before 169/785
or shortly after 170/786) in the first heavy rhythmic mode and the melodic mode with the
index finger as a tonic in the course of the ring finger fret, and was among the one hundred
chosen songs (kA iii, 285; al-Zirikli, al-A%am vi, 221; in viii, 145 the poem is attributed to Jamil
(d. 82/701)).

For more details, see p. 88, fol. 128.

This is a slight variant of a poem by Isma‘il b. Yassar al-Nisa’1 (d. ca. 130/748), see following
footnote; he praised various Umayyad caliphs (al-Zirikli, al-Aam i, 329). The poem was set to
music by Malik in the (first) light heavy rhythmic mode and the melodic mode with the open
string as a tonic in the course of the middle finger fret (k4 iv, 412).

4 Shiloah did not trace this poem in k4 iv, 412. It demonstrates that the sentence “my ignorance
has been lessened” is the variant of “my youth left me” in the first hemistich of the second
verse and not of “my critics got a rest” in the second hemistich (Sh. 55).
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Young camels are frightened at his sight
Such that the halters on their necks break.

This melody also fits the poem; it is a masculine melody belonging to the strong
tetrachord (al-jins al-gawi)> which moves the soul toward generosity. The lis-
tener is frightened and shaken at the words “are frightened” when | the song
goes from the nashid to the basit.6

To enumerate all these types will take too long, however, if the listener con-
templates the old melodies, he will comprehend what I have mentioned. The
one who contemplates them should have no problem | in striving to use them
as he needs to in the right circumstances; they will also help him improve some
aspects of his character, natural disposition, and temperament; he will also be
able to deal with them according to his ability and benefit from them; the ben-
efit will also go to those who seek to dominate his nature and soul, to gain what
they want from him.

Melodies that are elegant to listen to are not hidden from anyone and [are]
available to all. As examples, we shall use many melodies that are useful and
demonstrate what we have mentioned above; we shall mention melodies that
are famous and well known and point to specific [aesthetic] places in them,
mention everything that is useful, and set them in a book separately, with the
power and help of God.”

5 For more detail about the tetrachords, see pp. 78—79, fol. 118.

6 A nashid is an unmeasured vocal prelude and the basit is a measured song; for a detailed
discussion of the nashid, see p. 94, fols. 134—-135; for a detailed discussion of both, see Ibn al-
Tahhan (Hawr fols. 45a—b; Sawa, Encompasser 119-121).

7 He dealt with this subject in chapters 23 to 25; but it seems he wanted to write a book solely
on this topic and expand on it.



CHAPTER 5

The Superiority of Older Singing
[fols. 42—46; Kh. 29—30; Sh. 57-59; ZY 114]

[Ibn al-Tahhan’s chapter 11, “Favoring Older Singing over the Modern” (Hawi
fols. 13a—15b; Sawa, Encompasser 31—36) is similar to this one but more tech-
nically elaborate: the older repertoire is superior because the songs abide by
prosodic laws; the poetic divisions are sound, harmonious, and symmetrical;
the musical sections are similar and harmonious, and they fit the poetic feet
correctly. In addition to the colorful metaphors (e.g., food and embroidery)
used by al-Katib, Ibn al-Tahhan adds calligraphy:.]

Some people very much dislike the good, old singing and find it low and despi-
cable; when they hear it, they twist the corner of their mouths and say, | “This
is the grinding of an iron comb.” May God have mercy upon Adam and Abu
Qabis,! but these are the legends of old times.

Ahmad b. al-Tayyib said that the people of that era? took it upon themselves
to ornament (tahrik) the plain (musmat)? melodies, | to add shudhur (tashd-
hir)* to them, to make them more beautiful (tahsin) as a way to lead the soul to
the strong melodies; but as a result, they took away their essence.’ The truth of

1 Shiloah thinks that it is likely to be Aba Qubays, a legendary figure who died or disappeared
in a mountain near Mecca without leaving a trace; because of this legend, the mountain
bears his name (Sh. 57 n. 1). Khashaba thinks Abt Qabis refers to Qabis b. al-Mundhir (d.
ca. 42/582) one of the kings of al-Hira in pre-Islamic times (Kh. 29 n. 1; al-Zirikli, al-A%am v,
170).

2 As the paragraph unfolds, one realizes that it was the era of Ibrahim b. al-Mahdi, who gave
himself the freedom to alter the older repertoire.

3 Tahrik also means moving, stirring, making alive; but in fact they altered it negatively. Mus-
mat literally means “one whose hair has been removed” (Lane, An Arabic-English lexicon iv,
1426); i.e., plain; the word has no diacritical marks but the context clearly points to musmat.
Shiloah edited it as musammat and related it to a prosodic term that means a new form of
poetry with multiple rhymes. Thus, he concluded that we are dealing with new poetry and
new music, but this does not fit the context of altering older pre-composed songs (Sh. 57
n. 3). Khashaba interpreted the word as a slow song arranged according to the fundamental
rhythmic mode (Kh. 29 n. 2).

4 ZakariyyaYusuf wrongly edited it to tashdid (make stronger, more tense, higher pitch) (zy114).

5 Infact, they removed many notes and lightened the melodies to what suited them, as is evi-
denced in x4 x, 69—70; Sawa, Musical and socio-cultural anecdotes 258—260.
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the matter is that they were incapable of performing the older repertoire prop-
erly, as it was composed. By doing so [making these changes] they spoiled it
for the student who wants to learn such melodies; by ornamenting them they
made them hard to learn since the same melody | has been ornamented in var-
ious ways by various musicians; each time a person heard a version, he would
forget the preceding one and not remember all of them; in addition, every musi-
cian claims to have the correct version, further adding to the confusion.®

Despite his leading role and superiority, Ishaq said: “Just let us perform what
we have learned the way it was taught to us.”” This is Ishaq, so imagine what
others would say.

Those adhering to a new style of composition content themselves | with
using pretension, ornamentation, and novelty. The latter [novelty] is akin to
fruit that is perishable and does not last long. Then they produce other songs
and keep doing so each year, with the result that each year they give up the
songs of the preceding year. We shall not mention their songs or attribute them
to their composers. Their actions of composing songs and giving them up a year
later are akin to the story of the monkey and the locusts: it was said that a Per-
sian fable recounted a [story of a] monkey that exerted itself in hunting for
locusts; every time it caught one, it sat on it patiently for an hour; when it saw
anotherlocust, it jumped to catch it, but the first one flew away. This went on for
a long time, at the end it only had the last locust caught. This is the same with
their songs: the songs of the year they live in are what they have | but the songs
of the preceding years are lost for good. However, there are songs that people
strove to conserve; | they are [set to] poems composed about kings of the time,
and they do not pass into oblivion. As for other [songs of lesser quality], they
are few and insignificant.

This manner of “moving” songs makes the original composer almost unable
to recognize his own songs; they become like strangers to him. Every time he
hears a song, he disapproves of it because of the many changes wrought to it; he

6 This is amply corroborated in x4 x, 69—70; clearly the change was caused by the new genera-
tion’s laziness and unwillingness to spend the time necessary to master the artful repertoire
and its inability to learn it because of its difficulty. Al-Isfahani then brilliantly commented on
the process of change: succeeding generations, one by one, alter the repertoire and it is then
transmitted in its altered form; when this process goes through five or more generations, the
final product is far from the original (Sawa, Musical and socio-cultural anecdotes 258—260).
About the difficulty the student finds when the songs are constantly altered, see x4 xi, 334;
Sawa, Musical and socio-cultural anecdotes 178—180.

7 For the long anecdote in which Ishaq was challenged by ‘Allaya (d. 236/850) for not orna-
menting his performance, see k4 v, 287—288; Sawa, Musical and socio-cultural anecdotes 263.
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would say this is not the way I composed it; there remains [something missing],
and the musician who altered the song is between the door and the house.®

The older singing is such that it is repeated in our ears all the time. Singers
sing it from the time it was composed for its aesthetic purpose without the souls
becoming tired of it, without the ears rejecting it, and without the days wearing
it out; each day it gains in beauty and freshness. The modern singing that strays
from the path of the old is not beautiful and is not liked.

[Hartn] al-Rashid asked Ibrahim b. Maymiim al-Mawsili to speak about the
old and the new singing. He said: “The old singing | is like the old garment with
multicolored ornamentation and embroidery (washy); its superiority is known,
its beauty becomes more apparent when one looks at it time after time and con-
templates it; the more you contemplate it, the more its beauty appears to you.
Modern singing is like a new garment with multicolored ornamentation and
embroidery; its sight will delight you, but every time you contemplate it you
find its shortcoming, and its beauty diminishes.”

8 Le., he does not entirely fit in.
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CHAPTER 6

The Superiority of Older Poetry
[fols. 46—47; Kh. 31; Sh. 59—60; ZY 115]

[Ibn al-Tahhan's chapter 10, “Favoring Older Singing over the Modern” (Hawt
fols. 12b—13a; Sawa, Encompasser 29—30) is similar to this one.]

Many people, when hearing Arabic poems—composed about dwellings,
traces, vestiges, meadows, places, homelands, journeys, camels, steppes, water,
wild animals, desolate regions, battles, intertribal hostilities, hatred, revenge—
find them unappealing and reject them, | as they do not bring them tarab. They
make fun of them, especially when they are made up of only one verse; they do
not know the context in which the verse was composed, or do not understand
its meaning. They only like poems about love, flirtation and eroticism, gardens,
wine, | singing slave girls, gatherings (majalis), and the like, because they under-
stand them easily.

The musician who is genuinely interested in the art of composition needs to
become familiar with and study these older poems, know their states over the
ages, and strive to clarify every aspect of them to understand their meanings
and aims. Composers have used these poems because they are famous for their
language and [for their evocation of] the past. They are [prosodically] propor-
tionate, masterly, famous, and contain the history of the Arabs, unrestrained
intertribal hostilities, exquisite events, biographies, ways of life, behavior, char-
acter, and morals. They were known among the composers and told to one
another. They are pleasant, but only to those who know and understand them;
enumerating each type is well established and known.
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CHAPTER 7

The Superiority of Music
[fols. 47—53; Kh. 32—34; Sh. 61-65; ZY 115-116]

[This chapter deals with the superiority of the science of music over other sci-
ences; the superiority of theory over practice; and the effect of singing to clear
the mind and act as emotional therapy. It has an anecdote about Alexander the
Great, who elevated musicians to the highest level in society and sought their
help to clarify his thoughts.]

Ahmadb. al-Tayyib said: “This art—if one investigates it fully and follows up on
every unknown aspect | [of it] until it becomes completely known—is ahead of
all other sciences in eminence and nobility, according to the philosophers. They
considered arithmetic, geometry, and astronomy as inferior to music in emi-
nence and nobility,! except when the lowly people attached their name to this
art, and debased its meaning; they claimed what they have not perfected and
earned income from ignorant people who do not understand it. The enlight-
ened ones do not regard these faults as coming from good musicians or these
imperfections as coming from connoisseurs. They have given this art its proper
due, have known its value, and have examined its science with [the intention
of] glorifying and honoring [it], and consider the practising musicians with rev-
erence and beneficence.”

It was related that Alexander the Great, also called by the epithet the “two-
horned” (dhit [-garnayn), got up | from his seat and offered it to a musician
(musigar). When the dignitaries | disapproved of this, he said to them: “I did
not honor him except for the musician[ship] (musigar)? in him.” He elevated
the practitioners of this art | above all other arts because of its eminence and
nobility. He used to say: “I did not elevate them but it is their art which did
[that].” He made their ranks such that they were seated in the front in his gath-
erings. Whenever a matter became serious, he would gather the musicians and
tap the rhythm [to their music] with a wand (gadib), he would reflect on the

1 Here Shiloah clearly remarks that for al-Katib music was in first place among the four sci-
ences that made up the medieval quadrivium,; for the Platonic and Pythagorean influence in
this passage, see Sh. 61n. 1.

2 Shiloah and Zakariyya Yasuf edited it to misiqi (music) (Sh. 62 n. 1; zy 116 ); Khashaba edited
it to musical art masigariyya (Kh. 32).
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matter until the right opinion came to his mind, at which point he would let go
of the wand, which was a sign for the musicians to leave. He used to say: “I have
never met an enemy but knew from the measure of my soul and the harmony
of its numbers if I would be victorious or vanquished,? in this manner, I take
the necessary precautions before worrying events occur, and I am sure of the
matter.”

The caliph Musa, nicknamed al-Hadi [ca. 145-170/763-786], gave permis-
sion to Ibrahim al-Mawsili to go to the treasury; he took one hundred bags [of
money| despite al-Had1’s power and pride.* There are also many similar stories.

One of the philosophers said: “Singing clears the mind by mingling with
the sweetness of the notes and its shudhir, the excellence of natural talent, |
the soundness of the rhythmic division and the poetic feet, [it] helps guide
the musician’s natural disposition (nahiza),’ scrutinizing the correct from the
faulty, the sound knowledge of the rhythmic and melodic modes.”

Another one said: “Only the one with the correct natural disposition, the
subtle knowledge of this art, and a well-balanced frame of mind can unlock
the particularities of this art, know the special meaning of singing, the dura-
tions of its notes, the size of its poetic feet, and how they fit with the rhythmic
divisions.”

He also said: “Singing makes one remember sadness patiently [to reduce its
pain], diverts one from sadness, accompanies the bewildered and lonely, brings
happiness to the lonely and yearning person, cools down the burning fire of the
broken heart, and seeks to win over the union of the beloved.”

As for knowing which of the two arts [theoretical and practical] is more
noble, I shall mention the sayings of the ones we can trust and rely on.

Al-Kindi Ya‘qub® said that theory and practice are the first superior qualities.
Each is divided into three | sections. The theoretical one is made up of physics,

3 For the Platonic and Pythagorean influence in this passage, see Sh. 62 n. 3.

4 In KA v, 185, it is a more detailed and colorful story. When moved by Ibrahim’s singing, al-
Hadi asked him what he wanted as a reward; Ibrahim said the fountain of Marwan. Al-Hadi
became livid, called him the son of a smelly uncircumcised woman, and said he wanted to
ruin his reputation so that people say you caused me to be in a state of tarab and as a reward
I gave you this fountain! He then ordered that the musician be taken to the treasury and that
he could take whatever he wanted. The fountain in question was a public treasure in Medina;
it was commissioned by the caliph Mu‘awiya b. Abi Sufyan (20—-60/ 603—680), and later built
by Marwan b. al-Hakam (2-65/623—685) and bore his name.

5 Khashaba misread it as tamyiz (differentiation) (Kh. 33); Zakariyya Yasuf misread it as khibra
(experience) (ZY 116).

6 This is a strange inversion of his name; it is usually Ya‘qaib b. Ishaq al-Kindi and his full name
is Abt Yasuf Ya‘qab b. Ishaq al-Kindi.



THE SUPERIORITY OF MUSIC 29

mathematics, and theology; the practical one is made up of the administration
of the soul (siyasat al-nafs), the administration of the house (siyasat al-bayt),
and the administration of the city (al-siyasa al-madaniyya);” and some deter-
mine others.8

Nicomachus said in his book on harmonics (ta’lif )° that no one should think
that much research!® in music is not needed by those who have recourse to the
real philosophy.!! [They] need [research in music] more than the practical art,
the one done by the hands [of the musicians]. This is because the superiority
of one of the arts over the other is not negligible in nobility, rank, or the truth
of the science, which is the highest aim of happiness and the perfection of true
philosophy. The practical art done manually is but one section | of craftsman-
ship; if it is measured against the science of music (al-im al-mutribr),'? the
latter will hold the same position as the chief carpenter who gives orders to the
workers who are his servants; the scientific and theoretical art of music holds
the same position as the king who commands | and prohibits.

Those who, in their studies, follow the way of analogical deduction (giyas)
and strive to acquire knowledge about the things that we have mentioned
above are the real masters of music. Everything related to | understanding
music should be attributed to them and [not] to the practicing musicians, in the
same way that a beautiful building is attributable to the master [architect] and
not to his servants [the masons].!? In general, analogical deduction and under-
standing is more noble than the practical art; this is so because the theoretical
comes before the practical,'* and the practical needs the theoretical as the body
needs the soul, and as perception needs the brain. Socrates and Plato testified

7 Hitti (History 371) translated al-siyasa al-madaniyya as political regime.

8 These are discussed in detail in al-Khuwarizmi, Mafatih 132—134. Shiloah traced also them
to peripateticism in Cassiodorus. The theoretical arts are physics, mathematics, and theol-
ogy; the practical arts are individual morality, domestic or familial morality, and public or
civic morality (Sh. 63 n. 3). The three practical arts are translated by Shiloah as psychology,
economics, and politics (Sh. 63).

9 This is the Enchiridion; for details about Nicomachus and his Enchiridion, see Barker, Greek
musical writings 11, 245-269.

10  Here the copyist added a sentence from fol. 50 but then mentioned that it was added.

11 Le., one should know that much research in music is needed by those who have recourse
to real philosophy.

12 Lit, “the science or theory of the art of musical tarab.”

13 The metaphors of the chief carpenter versus his workers and the architect versus the
masons are taken from al-Farabi (kMK 61; MA i, 12); in the latter, however, it is composition
versus performance and not theory versus practice as in al-Katib.

14  Thisis a false statement common among theorists; the aim of theory is to explain already
existing and established practice, so practice comes first, not theory.
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to this. As for Archytas [ca. 440-360BCE],!’®> he wrote a book devoted to the
musician [53]; in it he said one must not call masters of music (ashab misiqt)
those who devote themselves to the practical art, those who strive for dexter-
ity to play instruments but do not try to understand the reasons, causes, and
do not apply analogical deduction to musical matters. They should be called
artisans (sunna¢ sing. sani‘) and we should attribute to each what he performs.
The theoreticians are the ones who should be called masters of music; they do
not need to practice the art, their skills are noble and should not be ignored.!
Thus, we have narrated what was said.

15  The text transcribes the name as Arkhiitas; he was a mathematician and a Pythagorean
philosopher (Sh. 65 n. 2); he was also a friend of Plato.

16 The text is ambiguous, as it is not clear if the skills are those of the theoreticians or the
practicing musicians. Shiloah interpreted it as the musicians (Sh. 65). Ibn al-Tahhan is
more nuanced as he stressed the importance of having both theoretical and practical
knowledge and adds that theoretical knowledge can be helpful; if the singer stumbles, he
will know how to return to the right track (Hawr fol. 65a; Sawa, Encompasser 171-172). It is
indeed regrettable that ancient Greece and the medieval world considered practical arts
inferior to theoretical arts; theorists who do not practice music miss many subtle aspects
of it (see Ibn al-Tahhan, Hawr). In addition, theorists often make their living and base
their theories on the efforts and productions of practicing musicians, whether the latter
are composers or performers. This state of affairs continues today in Arabic societies, as
for instance at music conferences where historians and theorists are housed in expensive
hotels and performing musicians are housed in second-rate ones. In my opinion, this is
due to the social status of musicians in the Arab world and to centuries of writings that
consider them below music theorists.



CHAPTER 8

The Characteristics of Melodies
[fols. 53—58; Kh. 35—37; Sh. 65-68; ZY 116-117]

[This chapter deals with how melodies bring pleasure to the listener, but more
importantly, how they affect his soul; it also deals with music and emotions,
the tetrachords, how music benefits poetry, and how vocal ornaments embel-
lish singing. Some paragraphs in this chapter are borrowed from al-Farabi, kM
63—64, 1071, 1171-1172, 1178-1181; MA i, 14-15; MA i, 89—91, 93—95. ]

Abu Nasr [al-Farabi] said:!

Melodies are of two types: one that pleases only the senses without pro-
ducing other effects in the soul; [the other type is composed to benefit
the soul, in addition to pleasure],? with other aspects such as images and
emotions that correspond to other aspects. The first type is less useful;
the second is the useful one | and constitutes the complete and perfect
melodies that are also the ones set to measured language, I mean poetry. |
The perfect melodies are of three types: strengthening, softening, and
moderating. The latter [moderating melodies] are also called settling or
stable (istigrart) as they cause the soul to gain stability and calm;3 they are
also called the keeper (hafiz) as they keep the soul in a state of modera-
tion and guard it from inclining to another state. As for how each type
is composed, it was mentioned in its proper place in the books of the
philosophers; here we shall mention what comes to our mind.

Abu Nasr [al-Farabi] said:

Melodies help in perfecting the meaning of poetry not only with the
sound composition of high (skadid) and low (thagil) notes; there should

1 This paragraph is a shorter version of al-Farabi’s (from kMK 1179-1181; M4 ii, 94-95). For a
translation of al-Farabi’s text, see Madian, Language-music relationships 349—351.

2 The square brackets are from xmk 1180; MA ii, 9495 fill a lacuna in the Ms (fol. 53), and in
Shiloah (Sh. 65).

3 Ibn al-Tahhan talks about istigrart as a stable tetrachord and not a stable melodyj; it calms the
soul into moderation (Hawi fol. 16a; Sawa, Encompasser 38—39; see also pp. 78-79, fol. 118).
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be other states of the notes with which the melodies become more per-
fect and more superior, and thus more able to help reach the aim | [of
the poetry]* in pleasure and benefit. These states of the notes are four.
One gives the listener pleasure and elegance, and increases the melody’s |
beauty and ornamentation. Another creates imaginings in the soul in the
same manner as the ones that occur in the craft of making poetry. Another
causes passions in the soul, such as satisfaction, indignation, anger, com-
passion, cruelty, sadness, regrets, and the like. The fourth increases a per-
son’s understanding of the meanings of the poetry whose letters are set
to musical notes;>

that is, poems set to music and chanting [the Qur’an], and the like. When these
come together, each is attributed to the most particular aspects that the soul
attempts to reproduce through them.

Notes that stir emotions are of three types. | Some increase the soul’s
strong passions and are attributed to strength, such as power, cruelty,
anger, aversion, and the like. | Some increase the soul’'s weakness, such
as fear, compassion, anxiety, cowardice, and the like. Some increase the
soul’s mixture of the last two [groups], which are in opposition to each
other.

[This last one] is the middle, which guards the moderation of the present state
and it is called the keeper (hafiz).6

As for differentiae of the notes, they are their manners of being, which
are particular to each one of them. They increase the soul’s passions; let
us derive their names from their types of passion.” What causes sadness is
called sad or sadness-causing; what causes regret is called regretful; what
causes affection is called affectionate; what causes hatred is called hat-
ing; what causes compassion is called compassionate; what causes fear is
called fearsome.

4 The square brackets are added after al-Farabr’s text (kMK 1171; MA ii, 89; Sh. 66 n. 3).

5 Here ends the borrowing from al-Farabi (kamk 1171; MA ii, 89; Sh. 66 n. 5). For a translation of
al-FarabT’s text, see Madian, Language-music relationships 339—340.

6 The sentence “which guards the moderation of the present state and is called the keeper” is
an addition to al-Farabi’s passage (KMK 1179; MA ii, 94).

7 The passage from al-Farabi mentions that they do not have names, they derive their names
from their types of passion (kMK 1178; MA ii, 93).
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Passions are the changes (istihala) affecting the soul [and are] caused by melo-
dies of various types. For this reason, there must be a similarity between the
soul and the melodies, as was mentioned [by philosophers]; we shall relate
some of them, God willing.8

The states of being of these notes that cause emotions is better imagined
when associated with fitting poems. What is understood by way of the notes
can also be understood by means of the word; this is so because each type of
word has a type of sound particular to it. If it is sounded, then it is understood,
whether the situation is | farab, or fear, or safety. We always see this in birds
and animals; we understand the meaning of their sounds whether they are in
a state of tarab, or safety, or fear.

What make the melodies more pleasing to the sense of hearing are man-
ifold: the vocal and instrumental notes should be pure and not mud-
dled (shafith);® long notes should be broken (munkasira) and shaken
(mahzuza); short (gisar)'° notes should be humid; some notes should be
sung with complete nasality (zamm, singing an unvoweled m) and half
nasality (ghunna, singing an unvoweled n);!! | some are slightly acceler-
ated (tukhabbab)'? in the middle or end of the song; some are made ample
by means of chest notes, and by expanding the air passage.'

He explains some of it in the next chapter (Sh. 67 n. 7).

Lit., “disheveled, unkempt, disarranged,” the term is defined in Ibn al-Tahhan as a sound
that is sometimes clear, disarranged at other times, with an unfinished sound (Hawi
fol. 27b; Sawa, Encompasser 71).

10 This word is added in the margin. The original passage in al-Farabi has mumattata (pro-
tracted, stretched, long) (kMK 1172; M4 ii, 90), so it seems redundant given the sentence
that precedes it; it is likely that al-Katib noted this redundancy as a mistake and corrected
it. Al-Katib also defined the related word tamatti as long and stretching, as it is the com-
pletion of the song with the breath taken to its limit (fol. 133; Kh. 82; Sh. 127). In k4 the
related words mattata and matmat mean using many notes to ornament the melody in
a melismatic way (K4 i, 41; KA xxiii, 183). Shiloah used the ornamentation issue from the
related expression tamattata fi (to ornate a story) to justify his use of “ornate” instead of
“short,” then added that usually ornamented notes are short and thus al-Katib is justified
in using “short”; however, it is the long notes that utilize ornaments more than the short
ones.

11 For their definitions, see fol. 128; Kh. 79; Sh. 124.

12 Theword is missing some dots; Shiloah and Zakariyya Yasuf edited it as tujannab, meaning
the note is played half a tone lower. However, the original passage of al-Farabi clearly has
tukhabbab and the related word mukhabbaba (kMK 1071, 1172; MA ii, 58, 90). Lane defines
it as slightly accelerated, in the manner of a trotting horse (Lane, An Arabic-English lexi-
con ii, 692). Al-Farabi further clarifies it as being similar to the speech of a sleepy person,
as opposed to that of one awake (KMK 1071, 1172; MA ii, 58, 9o; Sawa, Music performance
100).
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We can add to these | other techniques that help (munatan)!* the melodies;
we shall mention them in a later chapter.’> When we contemplate these tech-
niques in older songs and modern ones that follow their path we are able to
appreciate each type and know the strength of its effect on our soul. Anything
we come across we will know what it is used for and we will use each type for
what fits it and what is worthy of it. When the listener and the singer know this
they benefit from it greatly.

13 See also the definition in fol. 128, Kh. 80; Sh. 124; 2y 132. Here ends the quote from al-Farabi
(kMK 1172; MA ii, 90).

14  Shiloah read it as mu‘ayyanatan (determined) but the ms does not have a doubling over
the letter y.

15  This he does in chapters 23-25.



CHAPTER 9

The Resemblance between the Soul, the Melodies,
and the Celestial Sphere
[fols. 58—64; Kh. 38—40; Sh. 69—74; zY 117-119]

[This chapter contains many speculations about music; these make for a nice
elegant theory about the relation of music (notes, intervals, consonances, and
dissonances) to the soul and the celestial sphere. But regrettably this theory is
of no use because it is unrelated to musical practices. Al-Katib based this chap-
ter on the opinions of al-Kindi and other Greek theoreticians.]

We shall mention here a short exposition of this art; a longer one would take
too long, and much has been written about it in the past. The following is what
al-Kind1 and others have said about the resemblance [between] the actions of
the soul and the divisions of the groups of consonant intervals (al-jumi‘ al-
mushtarakat li-l-aswat)! that make up the melodies; explaining them will take
place in the appropriate chapter.2

He said simple consonances are three; here simple means that the extrem-
ities are similar® and in noble ratios.* They are | the fourth, fifth, and octave.
The origin of the | soul is also tripartite: rational, sensible, and natural.® The
similarity between the musical groups and the origins of the soul are in the fol-
lowing manner. The rational is identified with the octave, which is the perfect
consonance. Whenever the rational exists, then the sensible and natural will
also exist; by rational we mean the capability of differentiating. In the same
manner, whenever the octave occurs, then the fourth and fifth are present in
it.” The sensible is similar to the fifth because it is closer to the rational; the
natural is similar to the fourth.

1 In this chapter, al-Katib means the octave, double octave, the fifth, and the fourth.
See chapter 16.
He means consonant with each other and when sounded together they appear as one: the
octave, fifth, and fourth. See later in this chapter, pp. 37-38, fol. 63, regarding notes an octave
apart.

4 Thatis %%, %5, and %.

Lit., “group of four, group of five, and the group that encompass all the notes,” i.e., the octave.

6 Shiloah mentions that the source of this division goes back to Aristotle, and its identification
with the music interval goes back to Pythagoras (Sh. 70 n. 1). Furthermore, al-KindT’s tripar-
tite origin of the soul, “rational, sensible, and natural” is a paraphrase of Ptolemy “intellectual,

(31

perceptive and animating” (Barker, Greek musical writings 11, 375).
7 Lit, “The fourth and the fifth exist because of the octave” means that they are contained in
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As for the rational, | they are seven, and are equivalent to the seven types of
octaves: comprehension, intelligence, memory, deliberation, estimation, ana-
logical deduction, and knowledge.® | Concerning comprehension, it is what
the senses bring to the soul. Intelligence is the formation of concepts in the
soul brought about by images received by the senses. | Memory is the retention
in the soul of images received by the soul. Deliberation is the state in which
the soul compares things from their exterior forms. Analogical deduction is the
state in which the soul establishes a comparison by advancing a correct argu-
ment, I mean, deducing conclusions from true premises. Knowledge is the soul
attaining the truth.

The sensible soul is quadripartite like the [four] types of fifths: ear, eye, taste,
and smell.%

The natural soul is tripartite like the [three] types of fourths: the beginning
of growth, the end of growth, and diminished growth.!° This is how each type
responds to what is equivalent to it.

The superior qualities | of the notes are their consonances (i’tilaf’)—called
amalas—and their dissonances, which are the opposite—called amalas"—
since the soul likewise has superior and dislikable qualities [corresponding to
the notes]. The harmony | in the notes is the consonance, and the dissonance
is its opposite; similarly, the superior qualities of the soul are its moderation
and the harmony of its parts. Thus, it is clear that music leads the soul to var-
ious elements to indicate that it is similar to it, music is in harmony with the
soul if well arranged, but not in harmony with the soul if the music is not well
arranged. It could lead it to desire and joy, or to a lack of desire and depression,
or to tranquility and the elimination of sensation (that is sleep), or to anger and

the octave. Al-Kindr’s rational “comprehension, intelligence, memory, deliberation, esti-
mation, analogical deduction, and knowledge” are a loose paraphrase of Ptolemy’s “imagi-
nation, intellect, reflection, thought, opinion, reason, and knowledge” (Barker, Greek musi-
cal writings I1, 375-376).

8 The seven types of octaves are explained in al-Farabi as G to G; A to A; B to B; C to C; D to
D; E to E; and F to F (kMK 956; MA ii, 22—23; Sawa, Music performance 55-56).

9 The four types of fifths are Tone Tone Semitone Tone, TSTT, STTT, TTTS (KMK 956; MA

oG

ii, 22—23; Sawa, Music performance 55-56). Al-Kind1's “ear, eye, taste, and smell” are from
Ptolemy’s “sight, hearing, smell, and taste” (Barker, Greek musical writings 11, 375).

10 The three types of fourths are TTs, TST, STT (KMK 956; MA ii, 22—23; Sawa, Music perfor-
mance 55-56). Al-Kindr’s “beginning of growth, end of growth, and diminished growth”
are from Ptolemy’s “growth, maturity, and decline” (Barker, Greek musical writings 11, 375).

11 Shiloah interestingly suggests that the word amalas should be malas, which is closer to
melos and hence consonant; the second word he read as amalas (and not amalas) and
suggested that the a at the beginning is a privative, meaning non-consonance. Zakariyya

Yasuf read amalas as famalas (zy n8).
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indignation, or to silence and immobility, or to motion and jumping, | or to joy,
or to sadness, or to safety, or to fear.

Dionysius mentioned notes (nagham)'? that he had made equivalent to the
superior qualities of the soul: justice is equivalent to the index finger of the
second string [D1], comprehension to the open third string [F1], virtue to the
middle finger of the second string [E flat 1], intelligence to the index finger of
the third string [ G2], care to the open fourth string [B flat 2], rage to the middle
finger of the third string [A flat 2], patience to the index finger of the fourth
string [C2], and virility to the middle finger of the fourth string [D flat 2]. The
ancients have much to say about this issue but we do not need it here.

As for the resemblance between music and the celestial spheres | in their
position and movements, this relates to both nature and position.!® As for the
nature of each sphere, its movement has no beginning that affects its position.
As for its position, one can situate its beginning in every case and in different
locations; that is, whichever position can be used as its beginning, | because
the line of the noon divides the sphere of the zodiac in two halves everywhere
according to two opposing signs; each can be used as the extremity of the
diameter of the sphere of the zodiac. The complete system, called the double
octave (bis diapason)'* contains the largest musical (sawtiyya)' interval twice,
the largest interval being the octave. The extremities of the first octave are the
mafruda (proslambanoménos) [G1] and the wusta (mese)'® [Gz]; [the extrem-
ities of the second octave are the wusta (mése)] and haddat al-haddat (néte
hyperboléon) [G3].1” By mafruda we mean the open first string [G1], by wusta
we mean the index finger fret of the third string [G2], and the last one is the
ring finger fret (binsir)'® of the fifth string [G3]. The notes in the double octave

12 The word can also mean melodic modes, and this is how Shiloah translated it. The prob-
lem with this translation is that the definitions of the melodic modes in medieval Arabic
music were based on the third string in its open position and its frets, and not on other

strings.
13 Shiloah correctly noted that this passage is obscure at best.
14  Sh.73.

15  The ms (fol. 63) has daw’yya (optical), a copyist error; Khashaba, Shiloah, and Zakariyya
Yasuf correctly edited it as sawtiyya (Kh. 40; Sh. 73 n. 3; 2y 119).

16 Here wustd should not be confused with the middle finger fret.

17 The Ms (fol. 63) has ifrat al-haddat, a copyist error; Zakariyya Yasuf read it as awsat al-
haddat, which makes no sense (zy 118). The Greek and Arabic terms are from Ptolemy
(Barker, Greek musicalwritings 11, 327) and al-Farabi (kMK 340; MA i, 122). It is worth noting
that this double octave, or complete system of ancient Greece, survived over 2 millennia
in modern Arabic music theory: yakah [Gi]—nawa [G2]—sahm [G3], even though the
Arabic ganin (psaltery) has a range of three octaves and one-fifth.

18  The Ms (fol. 63) has nabd, a copyist error.
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have the same quality: when played together, each two [e.g., A1 and Az2] will
sound as one.!® Thus, the double octave is potentially a circle, as its ends join
its beginning [ G1 to G3].2° The sphere of the zodiac is divided into twelve parts;
they are the houses of the zodiac. | We think that it has been divided this way
because [the number twelve] can be divided into halves, thirds, or quarters.
These are the same divisions | we find in the complete system: the last note in
the octave is half of the first [G2 to G1, or G3 to G2]; the fifth is one and one-
half [D2 to G1]; the fourth is one and one-third [C2 to G1]. The excess of the first
note of the fourth to its last note, and with the octave [sic] resembles the ratios
of the sphere of the zodiac and the complete system; this will be studied in the
appropriate chapter.?!

19 This is from al-Farabi (kMK 223—224; MA i, 86).

20  Here Shiloah notes the influence of the Pythagorean concept which assigns the highest
perfection to circular shapes and movements (Sh. 73 n. 7).

21 Shiloah noticed the obscurity of this sentence and suggested a Platonic origin of this the-

ory (Sh. 74 n.1).



CHAPTER 10

The State of the Notes
[fols. 64—66; Kh. 41; Sh. 74-75; ZY 119]

[This chapter deals with the physics of sound production, timbre, pitch, and
duration. It borrows from al-Farabi (kMK 215, 1066, 1069-1071, 1164-1166, 1172—
173; MA i, 81-82; MA ii, 5458, 81-82, 86, 90) and is similar, almost word for
word, to Ibn al-Tahhan’s part 2, chapter 7: “The States of the Notes, Their Qual-
ities, Quantities, Number, and Placements on the Strings of the Lute,” save for
the latter extra sentence on the number of notes on the lute (Hawrt fols. g2a—
93a; Sawa, Encompasser 226—227).]

The notes coming from the strings (watar, pl. awtar) when they vibrate (tu-
hazz)! occur because of the waving (tamawwuy)? of the air around it. If the air
waves when the string vibrates [the motion continues from the edges of the
string for a certain time, spreads to its parts one by one, even if the one pluck-
ing it left it, ... the note occurs from it because the remaining motion of the
string pushes the air away; as a result, there occurs a continuous striking of the
air that continues as long as the motion of the string remains, when it stops
vibrating, the sound stops. Or the sound occurs when one slides (zahafa)3 on
the struck body with continuous striking, as in the case of the rebec (rabab),
and as a result the air bounces off it. As for the case in which the air flows bit
by bit with powerful force in a concave body, the air strikes the sides of the
inner body, or the air strikes itself continuously for a certain time, then a note
occurs, as is the case with the woodwind],# it has concavity as well as holes [on
the body of the instrument] as well as a hole [at the top] which leads the air

Lit., “shaken, set in motion, stirred, perturbed.”

2 It also means “vibration, swaying, motion.” In Ibn al-Tahhan, it is tamazzuj (mixing) (Hawt
fols. 92a—93a; Sawa, Encompasser 226), that is, the motion of the string mixing with the air
around it.

3 Lit., “creep, crawl”

4 Thesquare brackets are added from al-Farabi’s passage (KMK 215; M4 i, 81-82) which both Ibn
al-Tahhan and al-Katib quoted but from a secondary source with a lacuna that makes the text
incomprehensible. Shiloah correctly mentions the possibility of a lacuna that causes the text
to jump from a string instrument to a wind instrument (Sh. 74 n. 4). In my translation of this
passage from Ibn al-Tahhan, I commented on the fallacy of a theory of strings having cavities
within them and passageways leading to the cavities (Sawa, Encompasser 226).
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to its concavity, | as a result, the air contained in it causes a sound. | The ear
(sama‘) cannot distinguish the note from the sound before they combine and
[the ear hears it as] the same sound.® If the sound is followed by another one
[that is] in harmony (mulayim) with it, then it will be consonant (muttafiq); if
it is not harmonious, then it will be dissonant.

The musical notes are those whose locations are determined by frets; we
shall mention them in their chapter.®

Abt Nasr [al-Farabi] said:

The states of the notes are of two types: their quantity and quality. Their
qualities are what we attribute to them: pleasure, dislike, clarity, muddi-
ness, solidity, flexibility, softness, hardness.” Their quantities relate to the
high and low notes. Their amounts and causes in the voices are similar to
those heard from wind instruments; this is because the voices are natu-
ral wind instruments, | and the latter [wind instruments] are man-made
throats.® A note is a single sound lingering [for a period of time],°

such as the notes of the first string (bamm) or the third string, or its index finger,
or others. A sound comes before a note and the former is the genus to the lat-
ter; there cannot be notes without sounds, and [there cannot be] sounds with
a plucking or beating (gar). There are no harmonious sounds unless [there are
harmonious and consonant] notes.!?

5 This is an obscure statement.

6 See chapter13.
7 This is a very short summary of a masterly passage in which al-Farabi classifies the tim-

bral ornaments of the voice into sensations peculiar to the senses other than the sense of
hearing, such as those peculiar to sight and touch; to some which draw their names from
words describing human passions; to some which are technical terms; and finally, to some
without names at all (kMK 1069-1071, 11641166, 1172—1173; MA ii, 5758, 86, 90; Sawa, Music
performance 99-101).
This is similar to al-Farab1’s passage (kMK 1066; MA ii, 55).
This sentence is verbatim from al-Farabi (kmk 214; MA i, 81).

10  Shiloah traced this sentence to Boethius, Nicomachus, and Euclid (Sh. 74 n. 2 and 75 n. 5).



CHAPTER 11

[The Causes or Mechanics of | Sound Production
(Taswit)
[fols. 66—72; Kh. 42—44; Sh. 76—78; Y 119-120]

[This chapter, in large part, is a borrowing from al-Farabi (kMK 212—214, 1066—
1069; MA i, 80—81; MA ii, 55-57) about the physics of sound production in gen-
eral and the voice in particular; the propagation of sound as well as the way high
and low notes are produced by the voice and wind instruments. Ibn al-Tahhan’s
chapter 7: “The Definition of the Voice and Its Production” (Hawr fols. na—b;
Sawa, Encompasser 24) is different (shorter but more detailed with regard to
vocal sound), as it concentrates on vocal sound production, taking into account
the lungs, larynx, pharynx, tongue, palate, teeth, nose and lips, and it delineates
two types of voices.]

Sound occurs because of a strike (gar); the strike is the contact of a solid body
with another solid body hitting (muzahim)! it as the result of a motion. The
sound occurs when the air rebounds from the striking and the struck objects
in a compacted way and the molecules of the air are connected to one another.
The more the rebounding (rnabi)? air is compacted, the clearer and better the
sound will be; this happens when the objects are solid, hard, compacted, and
polished, such as [objects] of copper, iron, and the like. If the struck object is
rough and its molecules are loose, | then the sound will be less possible. In short,
whenever any struck object resists the striking one, a sound occurs; whenever it
lets it pass through (inkharaqa)?® and does not resist it, then no sound will occur
at all. In general, this is how sound is produced. But how does the sound reach
the ear? The air that rebounds from the struck object is the one that carries the
sound; with its motion, it moves the section that is next to it, which receives
the sound and passes it on to the third, which receives it and passes it on to the
fourth; in this manner the sound is transmitted from one section to the next
until it reaches the ear of the listener; and it is the last section that ultimately
touches the ear and makes the listener hear the sound.

1 Lit, “pushing, pressing.”

2 A copyist error (fol. 66) has thani (second).
zy edited it incorrectly as inharafa (deviate) (zY 119); kMK, from which this passage is sum-
marized, clearly has inkharaqa (kMK 214).
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The vocal sounds come into being when the air moves in the throat and
strikes its concave (muqa“arat) parts as well as the parts of other organs which
it traverses, such as parts of the mouth | and nose.# | This air is what the singer
breathes into his lungs® from the air around him, to fan the heart (liyurawwiha
bihi al-qalba),® then exhales it when warmed up [by the heart]. If he exhales
his breath at once, and in a gentle way, then no sound will be heard. But if he
holds back this air in his lungs and in what | surrounds them up to the bottom
of the throat, and lets it out little by little (sarraba),” consecutively pressing
against the concave parts of the throat and striking its various parts; in that
way a sound is produced. The same occurs in the woodwinds (mazamir, sing.
mizmar) when the air passes through them; | [as for higher or lower pitches
in the voice, and similarly in the wind instruments] if the conduit of the air
is narrow, the note will be higher; if it is wide, the note will be lower. In addi-
tion, if the traversing air, or some of it, strikes a part of the throat that is close
to the pushing force, then the sound will be higher, if further away, the sound
will be lower. In addition, if the pushing force is stronger or weaker, the sound |
will follow [as higher or lower]. Similarly, if the air passes through the solid
or rough, soft or polished concave parts of the throat, then the sound will be
higher with the solid, and lower with the soft. The concave parts of the throat
that (allati)® are close to the pushing force share the position of frets that are
close to the [right] hand of the player plucking the strings of the lute or pan-
dore, that is, the frets that are close to the lower bridge (musht), the closest
being the little finger fret® and those after it [those that produce higher pitches
than the little finger and performed without frets below the little finger]. [The
concave parts of the throat closer to the pushing force] also share the position
of the holes of the woodwinds that are closer to the mouth of the player. The

4 This long paragraph is almost verbatim from al-Farabi (kmk 1066-1069; MA ii, 55-57); for a
translation, see Madian, Language-music relationships 265—269. This part is far more detailed
in Ibn al-Tahhan (Hawt fols. na—b; Sawa, Encompasser 24); see the information in the square
brackets at the beginning of this chapter.

5 The text has the redundant expression: “and into his chest.”

6 The text has liyurawwiha bihi ‘an al-galbi (fan from the heart or relax the heart) as does the
Egyptian edition (kMK 1066) but kmk Kopriiliizade Ms does not have the added ‘an. This
may mean that the air that is fanning the heart is being warmed by the heart. This is how
D’Erlanger interpreted it: “[the singer] ... having brought the air near the heart where it got
warmed up” (MA ii, 55). Shiloah overlooks this sentence and adds in square brackets an ill-
fitting interpretation: “to recover his breath” (Sh. 77).

7 A copyist’s error (fol. 68) has sarrata.

8 A copyist’s error has ala (instrument) instead of allati (which); Khashaba corrected it (Kh.
43) but Zakariyya Yusuf (zy 120) does not.

9 Shiloah mistranslated khinsir (little finger) as ring finger.
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parts of the throat that are further away share the same position as the frets
that are further away from the [right] hand of the player of the lute and pan-
dore; the furthest is the anterior [to the index finger] fret, and then the frets
that are below it. The concave parts that are further away also share the same
position as the holes of the woodwinds that are further away from the mouth
of the player; indeed, the air moving through the pipes of the woodwinds pro-
duces lower notes when it hits | places further from the mouth of the player. It is
not possible to determine the places where the air coming out of the chest hits
the throat, or to measure | how far or near they are from each other. Similarly,
it is not possible to measure the amount (i.e., how much) the throat widens
or narrows. Similarly, it is not possible to measure the vocal notes unless [they
are] measured against the notes coming out of stringed instruments, where one
finds the location of the notes precisely determined and measured by means of
the frets of the lute and pandore and rebec.!° | Many people imagine that the
sound is sometimes higher and sometimes lower, and under the delusion of this
imagining, they think that the higher and lower sounds are because the sound
comes from the head sometimes, and the chest and other organs in between at
other times; they are wrong [in this]. The reason for the high and low sounds
is what we have explained above, and because of too much or too little air, and
because of the slowness and the speed. | These all cause the sound to be power-
ful and thick, penetrating, remaining (dhahib), [or] small and weak, [or] thick
and high-pitched.

This air moves in circular motions!! until it reaches the ear. This is similar to
what happens to a body of still water when an object is thrown into it; it causes
waves to start at the location of the thrown object, that is, a motion that starts
from the center. The waves [in the water] move in a circular motion like the air
that moves in a circular motion in ever expanding circles until it reaches the
ear; it is the same with the waves in the water until they reach the edge, if they
are strong enough to reach it; if they weaken before reaching the edge, then
they will return to their previous calm state. The same obtains with regard to
the circles of air; if their motion slows down before reaching the ear,'? and if
their strength exceeds its bounds and returns to where | it started, it would be
heard again, as happens to echoes that answer their own sound.!3

10  Thisis an odd statement because the rebec was most often used without frets, according
to al-Farabi (kMK 801; MA i, 277).

11 More correctly, it moves in spherical motions.

12 This sentence is missing in Kh. 44.

13 Of course, this is an acoustical impossibility, as the dying sound does not return; for an
echo to occur, the sound must be strong and must hit a wall or something solid.
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CHAPTER 12

[The Meaning of the] Word Music
[fols. 72—77; Kh. 45—47; Sh. 79-82; Y 120-121]

[Ibn al-Tahhan’s part 2, chapter 1: “The Meaning of the Word Music” only shares
the first two paragraphs of this chapter; he devotes the rest to Greek mythology
(Hawt fols. 83a—b; Sawa, Encompasser 201—202). In this chapter al-Katib relies
on al-Kind1 and al-Farabi for the definition of melodies and relies heavily on
the latter for the definitions of melismatic, syllabic, and extra-syllabic compo-
sitions.]

The word “music” means melodies; a melody consists of notes composed in a
determined manner (ta’lif mahdud)? attached to syllables that make up words
measured in the usual manner? to indicate meanings.*

It was also said that music has been named after the name of the highest

because of the eminence of this [celestial] sphere and the corresponding emi-
nence of the art of music over all other arts.%

Al-Kindi Ya‘qab said:” “The melody is the composition of a song of high
(ahadd)® and low notes arranged in a delightful way.”

According to the ancients, a perfect melody (al-lahn al-tamm al-musigart)
is tripartite, made of poetry, notes (ta’lif ),° and rhythm.!°

Lit., “The name music.”

That is, with respect to the tone system, melodic modes, durations, and rhythmic modes.

That is, poetry.

This is a shorter version of al-Farab’s definition (kMK 47; MA i, 5-6).

Eckhard Neubauer kindly suggested this English translation during the course of my trans-

lation of Ibn al-Tahhan’s Hawi. He also added that in Arabic astronomy it was the eighth

sphere, and was held by the fixed stars (Sawa, Encompasser 201 1. 4).

6 Shiloah remarked that al-Katib confused two theories: the etymological link between
music and the Muses, and the music of the spheres (Sh. 79 n. 2).

7 This is a strange inversion of his name; it is usually Ya‘qab b. Ishaq al-Kindi and his full
name is Aba Yasuf Ya‘qab b. Ishaq al-Kind1.

8 The Ms has a copyist’s error, akhir (other) instead of ahadd (high).

9 Later (fol. 120) it is referred to by the more complete expression ta’lif talhin, lit., “musical
composition.” Shiloah mistranslated it as harmony (Sh. 79 and also 118). This tripartite is
later called harami (fol. 120; Kh. 76; Sh. 118; 2y 130).

10 By ancients, al-Katib probably meant al-Kindi, whose following definition closely resem-

g bW M
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Abu Nagr [al-Farabi] describes it (rasama) | also, as follows: “A melody is
a group of many notes of determined [number], all or almost all consonant
with one another, arranged in a determined way, in a known melodic mode
that uses a particular tetrachord, with determined melodic intervals, specific
tonality, and with defined melodic movements and rhythmic modes.”!

The notes are set to measured letters, I mean words [in a poem], [as follows:]
whenever the letters in the verse are more than the notes (that is, the notes that
fill the letters are spread over them to build a melody, with one, two, three, four
or more letters per note), the notes cover'? all the letters. | The letters that are
combined with the notes are either set at the extremities of the notes—these
are the beginnings (bidayat, sing. bidaya)' of the notes [melismatic]—or they
[fully] fill what is between the extremities of the notes [extra syllabic] | such
that the notes | are not prolonged, as there are letters set at the beginning and
end of each note. The first type is called “empty” [or rather semi-filled with let-
ters, i.e., melismatic] ( farigh) and the second “full” [syllabic and extra syllabic]
(mumtali’).}*

Whenever a melody is made up of notes full of letters, then it is easy to
understand the poem; however, the melody is less pleasant and less brilliant.
Whenever a melody is made up of “empty” notes [of letters], then it becomes
difficult to understand the poem; however, the melody is more brilliant and
more pleasant. The melody should thus be a mix of both, to enjoy hearing it
and to understand the poem.

One must set vowels at the extremities of the notes with “empty” letters,
when such vowels are hidden, they do not spoil the meaning of the poem and

bles that of the above-mentioned ancients, including the little used term masigari: “As
for the completion of the musical art (musigariyya), it occurs when a [musical] composi-
tion is set to properly proportional poetry that is free of metrical defects, in durations of
equal cyclical amounts and similar inner proportions (i.e., rhythm)” (Risala fi khubr ta‘lif
al-alhan [Epistle on the knowledge concerning the composition of melodies], al-Kindi,
Muallafat, ed. Yasuf 64; Sawa, Rhythmic theories 79).

11 This is almost verbatim from al-Farabi (kMx 487—488; MA i, 160).

12 The Ms has yustab‘ad (to regard as unlikely) and both Khashaba (Kh. 45) and Zakariyya
Yasuf (zY 120) correctly edited it to tustanfadh (to exhaust); Shiloah translated it well as
“englober” (comprise) (Sh. 80).

13 The Ms has maddat (prolongations) but al-Farabi’s bidayat is clearer in the context of the
passage; Shiloah edited it to bidayat after the text of al-Farabi (kmk 1096; M4 ii, 66; Sh. 8o
n. 2).

14  Al-Farabi refers to a melody with too many notes as a melody with empty notes (a con-
fusing denomination in which he means notes empty of letters, or with few letters, i.e.,
melismatic), a melody with few notes as a melody with filled notes (he means empty of
notes and filled with letters, i.e., extra syllabic) (kMK 1096-1097; M4 ii, 66).
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they do not hide much of the poem. Such letters do not add much to the poem
or remove much of it except for their role in sound prolongations and tarni-
mat15 [It is important to note this because] understanding the poem affects
the soul in a way | that notes alone cannot.

The letters are set to the notes according to certain ratios: if the notes are
more than the letters or equal to them, then the melody cannot be “full” of let-
ters; if the letters are double the number of notes or more, then the melody can
be considered “full.” If a person considers an [already]| composed and arranged
(muallafa murattaba) melody [without words]'6 with which to compose a song
[to a pre-existing poem] he should examine the ratio of notes to the letters of
the poem. If they are equal or the number of notes is greater'” than the num-
ber of letters, then he knows that it is not possible to have a song with “full”
letters. If the number of letters is double or more the number of notes, then
the song will have notes with “full” letters. If the number of notes is more than
the number of letters, then it is only possible to make a song with “empty” let-
ters; or a song that is a mix of “empty” and “full” letters. If the number of notes
and letters | is equal, then the beginning of each note will accompany a let-
ter until all the letters are set musically [syllabic].!® | If the number of notes is
double, triple the number of letters, or more, then the notes can be set to the
letters equally or unequally. When it is done equally, the notes of the melody are
divided into groups of equal numbers. [When it is] done unequally, it means
that the melody is divided into unequal parts so that some will have one note,
some three notes, or four notes or more; they can follow a certain order from
one to more, or not, such that many notes will come before the lesser ones or
vice versa.!? [If there remain notes without letters,]2° and this is a possibility,
then these notes will be set to other letters than those in the poem, in such a
way that they do not spoil the meaning of the poem as has | been mentioned.2!

15  This term has many meanings: vibrato; vocalizations in the sense of textless singing or
textless chanting; lyrics sung to long durations; melismas. In this passage it refers to the
last two.

16  Shiloah translated it as a series of notes, but looking at the original passage in al-Farabi it
is clear that it is an already existing melody without words (kMK 1105; MA ii, 69).

17 The Ms fol. 75, Kh. 46, Sh. 81, and zy 121 all have “less” which is wrong; the original passage
in al-Farabi has “more” (kMK 1101; MA ii, 68).

18 This is almost verbatim from al-Farabi (kmk 1110; M4 ii, 70).

19  Thisis a summary of a long passage in al-Farabi (kMk 1109-1132; MA ii, 70-76).

20  The square brackets are from Khashaba who clarified a rather incoherent sentence (Kh.
47).

21 See pp. 45—46, re. fol. 74.



[THE MEANING OF THE] WORD MUSIC 47

Such letters are the glottal stop (hamza), nabra,?? light h (ha’); the nabra is
close to the hamza; these are always associated with unvoweled letters when
needed.23

22 For the definitions of nabra and hamza, see pp. 86 and g6, re. fols. 127, 138.

23 This is summarized from a longer passage in al-Farabi (kMK 1m7-1119; MA ii, 71-72); al-
Farabi explains that adding voweled letters to make up for the missing letters would be
difficult to pronounce, so one has to have recourse to unvoweled ones to be the begin-
nings of voweled ones (kMK 1117; MA ii, 71; Madian, Language-music relationships 303).
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CHAPTER 13

The Delimitations of the Notes
[fols. 77-85; Kh. 48—53; Sh. 82—88; zY 121-123]

[This is a very detailed exposition of the tone system in the author’s era, with
nine fret placements, and string ratios; it is close to the one explained by al-
Farabi, though it has fewer frets and some have different names. Ibn al-Tahhan
mentions six frets, and interestingly, they do not include the Zalzal fret; further-
more, he gives no measurements, claiming that measurements pose difficulties
for students, rather he advises them to copy their placements with a divider. Al-
Katib’s present chapter is thus a useful addition to Ibn al-Tahhan’s part 2, chap-
ter 4: “The Frets, Their Names, Placements, Tying Them on the Finger Board,
and Their Functions” (Hawt fols. 88b—89b; Sawa, Encompasser 214—216).]

[Notes are determined by] the frets dividing the strings. Some people think
that the notes coming out of the lute vary in number because of disagreements
about the number of frets; each person thinks that he is right to the exclusion of
others. We shall mention that which needs no more additions and omit those
who made mistakes.

We know that the frets determine the notes and their positions [on the
neck] of the lute, which includes too many of them, too little of them, | or in
between. Some are used, though not needed [in the basic melody] except for
multiplications (fakthirat, sing. takthir),! arrangements (tartibat, sing. tartib)?

1 Lit, “making many,” and this means using more than seven notes in the melodic mode as
well as accidental notes (kMK 1059-1061; MA ii, 50-51; Sawa, Music performance 91—95). For
musical examples illustrating this technique and the next two, see Sawa, Music performance
91-107.

2 Zakariyya Yusuf misread it as tarnimat (vocalizations, melismas) (zy 121). Al-Farabi explains
that the arrangement is a way to add to the melodic modes, notes that do not have a partic-
ular fret to produce their sound. Some are located between the frets, some below the little
finger fret, and some above the index finger fret; the goal is to enrich the melody (kMK 516;
MA i,174). Here it is important to note that al-Farabi made a distinction between added notes
that are produced by frets that he called mujawirat (neighboring or adjacent notes) and notes
between the frets that he called mugaribat (approximating notes) and which are sharper or
flatter than the notes of the chosen melodic mode (kMK 1059-1060; MA ii, 50-51). It is also
possible that it is a copyist’s error for tazyinat (ornamentations) as occurs in al-Farabi (kmMx
1060; MA ii, 51).
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and supports (mu‘@wanat, sing. muawana).3 We also learned that the number
of notes is similar and taken from the number of frets; some cannot be omit-
ted because they are the essential ones, and each fret corresponds to notes on
the strings. The essential frets are | four and they are related to the four fingers
(isba’, pl. asabi), | as people realized, | became accustomed to, and related the
notes to them. The ancients considered them the natural ones. Natural things
in general are those whose other sides are not taken and one feels relaxed with
them; thus spoke Plato.*

To these four frets, one can add one and up to five,® but one can take a middle
road and limit them to six and omit the rest. These six frets are the index finger
fret, | the ancients called it the key (mifiah);® the Persian middle finger; Zalzal
[middle finger] fret; the ring finger fret; the little finger fret; and the anterior to
the index finger fret.

To the six, one can also add the anterior to the middle finger fret; the second
anterior to the index finger fret; and a strange fret | that al-Farabi mentioned
which occurs between the Zalzal middle finger fret and the ring finger fret
[sic].” In this manner, | including the open string, we have ten notes. If we drop
from the count the open strings [except for the first string] because their lit-
tle fingers are in unison with the open strings, then the first string gives us ten
notes, the rest nine notes. The total number of notes | from the four strings is
thirty-seven,® and if one adds a fifth string, their number increases by nine [and
the total number is forty-six].

The essential ones | used by people in their melodies are twenty-six from
five frets and five strings [plus the open first string].% I shall mention their divi-

3 This may mean going beyond the range of the melody and using notes that are an octave, or
a fifth, or a fourth higher or lower, or achieving harmonic notes by playing a note together
with its octave, fifth, or fourth (kMK 516-517; 1060-1061; MA i, 174; MA ii, 51-52; Sawa, Music
performance 81, 95-97).

4 This is a very unclear sentence, as Shiloah stated. He interprets it as follows: “Natural things
are those that present only outward aspects to which one is exposed, and with which one
feels at ease” (Sh. 84 n.1). He also doubted that it can be traced to Plato. For natural notes, see
al-FarabT's passage (KMK 113—142; MA i, 41-52).

5 This makes a total of nine frets, and if one adds the open string, there are ten. In al-Farabi
there are twelve plus the open string (see lute charts, pp. 204—205).

6 It is unclear why the ancients called it the key, unless they mean that it opens the way to
the remaining frets. In a similar vein, Ibn al-Munajjim called the third string (mathna) the
pillar or support (‘amid) because musicians rely on it for the sound level and tuning (Ibn
al-Munajjim, Risala 17; Sawa, Musical and socio-cultural anecdotes 60—61).

7 This is definitely a mistake, as there are no frets in al-Farabi’s system between the Zalzal fret
(354 cents) and the ring finger (408).

8 The Mms (fol. 79) and Zakariyya Yusuf (zy 122) wrongly have forty-nine.

9 These are the open first string plus the five index finger frets, five Persian middle fingers, five
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sions; | each note has a related and consonant replica at the octave, in the ratio
of two to one. These notes are low-pitched and high-pitched; each low one [is
produced by a string] which is double in length that of the high one provided
they are octave consonants. The register of the low-pitched notes corresponds
to the first and second strings; the register of the high-pitched notes corre-
sponds to the third and the fourth strings. The point of separation from the
low to the high is the little finger of the second string (mathlath) [F1]; the point
of separation from the high to the low is the open third string [the same one,
F1, but on a different string].1° The high notes are at the higher octave (siyah)
of the lower notes (sijak), and each high note is just a replica of each low note.

The frets are set on the length of the strings; they divide the strings from
the lower bridge (musht) to the end of the neck (anf) of the lute and similar
instruments;! the strings and their divisions | give the various sounds (tanin).1?

The index finger fret is set at the ninth of the string [from the neck, 8/9]; the
ring finger fret is set | at the ninth of the string and the ninth of what remains
[81/64]; the ancient middle finger is set at one-ninth of the string and half of
what remains [68/81]; the little finger fret is set at the fourth of the string [3/4].

The strings can also be divided from this latter fret into eight parts; if one
adds one of them it becomes the ancient middle finger related to the Persians
[27/32]; or it would be set at the eighth and one-quarter of the eighth of the
string [68/81] [i.e., the ancient middle finger]. Between the two divisions [27/32
and 68/81] | there is little perceptible difference.!3 After I examined it, I found
it to be a portion of a portion of many portions! The one we have chosen is the
second one, even though the first is also possible.1

Zalzal middle fingers, five ring and five little fingers, Shiloah wrongly adds the anterior to
the index finger; this makes the total thirty-one and not twenty-six (Sh. 85 n. 2).

10  Shiloah makes an interesting point when he suggests that the point of separation is not F1,
but more correctly G2; it correctly divides the first octave G1 to G2 from the second octave
G2 to G3 (Sh. 86 n. 2).

11 The anf is the higher bridge of the lute at the intersection of the neck and peg holder.

12 Lit., “tones.”

13 Thatis, 27/32 equals 294 cents whereas 68/81 equals 302 cents. The difference is 8 cents,
less than half a comma; it may seem that there is a little difference, except that in the
Syrian ganins with full levers, there is a marked nuance of approximately half a comma
between the first which is a flat, and the second which is a raised flat. The flat lever is used
when playing the kurd tetrachord (D E flat F G); the raised flat lever is used when playing
the hijaz tetrachord (D E flat raised by half a comma F sharp lowered by half a comma G);
to the uninitiated it may seem a small difference but to performers and connoisseurs the
difference is not small.

14  Al-Katib contradicts himself as he considers the Persian middle finger to be the middle
finger, see fols. 9495, p. 60.
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The anterior to the middle finger is between the index finger | and the Per-
sian middle finger; it is set at approximately one-ninth [sic] of the string.!>

The Zalzal middle finger fret (wusta Zalzal), known also as the middle fin-
ger fret of the Arabs (wusta al-Arab) and also known as al-muhaddab,' is
set at one-sixth and one-sixth of its ninth [22/27]. It is easier to divide it by
dividing the second anterior to the index finger which is set at half of one-
sixth of the string, that is, dividing the string into twelve and setting the sec-
ond anterior to the [index] finger fret!” [at the twelfth division, 11/12, i.e., 150
cents, three-quarter tone],'® then we drop one-ninth of what remains of the
strings and set this position to obtain the Zalzal middle finger [22/27, i.e.,, 354
cents].’¥ [The location of the first anterior] is easy to determine by finding
the lower octave of the ancient middle finger?° on the third string [A 2 flat,
at 98 cents from the open third string] on the first string [A 1 flat, at 98 cents
from the open first string].2! It is found behind the frets and at a position of a
finger from the neck; | we proceed in the same manner to get the second ante-
rior.22

There are no frets to be added to the ones above, but one can use fewer as
mentioned above.?3

15  This is clearly a mistake because the ninth is the index finger fret. Shiloah and Zakariyya
Yasuf did not notice this (Sh. 87; zy 122). Khashaba suggested a seventh (Kh. 51 n. 7). This
anterior to the middle finger fret is as the author mentions, between the index and the Per-
sian frets, that is, between 204 and 294 cents; thus, it is at approximately 250 cents from
the open string, that is, a tone and a quarter. Later however (on fols. 94, 179, pp. 60, 135) he
identifies it with the Persian middle finger [E flat at 294 cents] which happens to be also
al- FarabT's anterior to the middle finger, this coincidence may have caused the confusion
we witness in al-Katib.

16 Shiloah (Sh. 87) and Zakariyya Yusuf (zy122) both edited it as mujannab (anterior) but the
Ms (fol. 82) clearly has muhaddab, which literally means convex. Khashaba suggests that
it means going sharper than the Persian fret (294 cents) or the ancient fret (302 cents),
and it is indeed sharper at 354 cents (Kh. 52 n. 1).

17 The ms (fol. 82) has “first anterior to the index finger” and Shiloah correctly edited it to
“second” (Sh. 87 n. 3). It is the second at 150 cents that is higher than the 98 cents that
makes up the other anterior to the index finger; hence, it is the first.

18 In al-Farabi’s lute chart, it is close to the anterior to the index finger, Persian type, at 145
cents.

19  The ms (fol. 82) wrongly says first anterior.

20  The ms (fol. 82) wrongly says Persian middle finger.

21 Inal-Farabi’s lute chart, it is the anterior to the index finger placed at half a tone from the
index finger, at 98 cents from the open first string.

22 This is then followed by an obscure sentence: “One can reverse the process until all loca-
tions are correct.”

23 See pp. 48—49, re. fols. 78—79.
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One can also facilitate the divisions by measuring the distance between the
higher and lower bridges with a piece of twine or a string and dividing it by four;
one then sets one of its ends at the higher bridge and the other end will be the
location of the little finger.2* Then one sets a distance the size of a meaty finger
above the little finger fret to obtain the location of the ring finger fret. Then one
sets a distance the size of a finger above the ring finger to obtain the location of
Persian middle finger fret. | Then one sets a distance the size of a finger above
the Persian middle finger?5 to obtain the location of the index finger. Then one
sets a distance the size of a finger above the index finger to obtain the location
of the second anterior to the index finger.26 Then one sets a distance the size
of a finger above the second anterior to obtain the location of the first anterior
finger.27

The interval between the Persian middle finger and the index finger [98
cents] is [almost] equivalent to the interval between the ring and the little fin-
ger [go cents]; the interval between | the ring finger and the Zalzal middle finger
[54 cents] is equivalent to the interval between the [second] anterior to the
index finger and the index finger [54 cents]. If we replace the Persian middle
finger [294 cents] by the anterior to the middle finger [between 204 and 294,
average 250 cents], then this anterior will be moved a bit below [higher than]
the index finger.28

To be correct and to examine the locations of the frets, one should make sure
that the note coming out of the ring finger of the third string [A2] is the same as
the index of the first string [A1]; that the ring finger of the fourth string [D2] is
the same as the index finger of the second string [D1]; that the Persian middle
finger of the first string [Ba flat] is the same as the open fourth string | or little
finger of the third string [B2 flat]. If all these frets are in tune, then the lute is in
tune. Likewise, one should examine the Zalzal middle finger on the third string
[A2 Zalzal, 150 cents from Gz2] with the second?® anterior to the index finger on
the first string [A1 Zalzal, 150 cents]; similarly, the interval between the index
and the ring fingers [204 cents] should be equivalent to the interval | between

24  What follows is a very imprecise system to locate the frets.

25  Thissentence “to obtain the location of Persian middle finger fret. Then one sets a distance
the size of a finger above the Persian middle finger” is missing in Shiloah (Sh. 88).

26  The Ms (fol. 83) wrongly has first anterior.

27  The Ms (fol. 83) wrongly has second anterior.

28  The terms Persian middle finger and anterior to the middle finger as used by al-Katib dif-
fer from their use by al-Farabi: al-Katib’s Persian (294 cents) is al-Farabi’s anterior to the
middle finger; al-Katib’s anterior to the middle finger (approx. 250 cents) is different from
al-FarabT’s anterior (294 cents) that in al-Katib is nothing but the Persian middle finger!

29  Ms fol. 83, Kh. 53, and zy 123 all have first instead of the correct second.



THE DELIMITATIONS OF THE NOTES 53

the Persian and the little fingers [204 cents]; similarly, the interval between the
Zalzal middle finger and the second anterior to the index finger [204 cents]
should be [almost] equivalent to the interval between the Persian middle fin-
ger and the first anterior to the index finger [196 cents].30

These are the only frets used in the melodies. As to why such divisions are
used, it is a matter that requires much explanation; this we have shown in
our book al-Mugni* ft [-nagham wa-l-iga‘ (The convincing book about notes,
melodic modes, and rhythmic modes),3! God willing, I shall explain some of
them.

30  Ms fol. 83, Kh. 53, and zY 123 all have first instead of second, and second instead of first.

31 Unfortunately, this book has not survived; it would have been a treasure to enable us to
discover more rhythmic variations and possibly new rhythmic modes practiced in the
fifth/eleventh century.
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CHAPTER 14

The Divisions of the Frets of the Pandore
[fols. 85-86; Kh. 54; Sh. 89—91; 2Y 123 ]

[This is an extremely short summary of the frets of the funbur as it appears in
al-Farabi (kMK 663-670; MA i, 227—229).]

The frets of the Arabic pandore—known as the baghdadi—are such that our
people do notknow theirlocations or divisions except by sense, guess, or habit.!
They [our people] only set two or three frets when their number had reached
ten with the ancients. One can add more but one should use the fret system of
the lute to obtain more notes than is usual | in the pandore.

The divisions of the ten frets | occur in the quarter of the string, that is, when
dividing | its length—from the lower to the upper bridge at the intersection of
the neck and peg holder—into four sections. Then one divides this quarter into
ten and sets a fret at each section. One often needs only seven, from the little
finger to the seventh toward the upper bridge. The frets lead to equal inter-
vals, but they can also be unequal, though the inequality is not sensed much.?
I have explained this matter comprehensively in my first book.2 One can also
add more frets.

1 Al-Farabi mentioned two types: the baghdadi and the khurasani, the first used in Baghdad
and the second in Khurasan (kMK 629-631; MA i, 217—-218).

2 Al-Farabi mentioned that the pandore had two and rarely three strings. It had only one fret
for the index finger; the other three fingers played on the unfretted neck. Four imaginary frets
were above the index finger fret and were only used in the pre-Islamic era; three imaginary
frets were below the index fret and their would-be location was used by the other three fin-
gers. The placement of the fingers followed an equidistant division of the neck into forty equal
or unequal parts (kMK 663—670; MA i, 227—229; Sawa, Music performance 81-83).

3 This is likely his al-Mugni‘ (Convincing book) mentioned above.
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CHAPTER 15

Melodic Modes (Ajnas al-nagham)
[fols. 86—88; Kh. 55-58; Sh. 91—93; ZY 123-124]

[Al-Katib delineates three modes that differ from one another by the use of the
ring finger or two types of middle fingers, Zalzal and Persian.! He also mentions
the difficulty of using the ring and middle fingers in a melody:.]

There are three melodic modes (ajnds, sing. jins) on which melodies are built
and which are extracted from the essential frets | and from the frets popular
among people; each mode has seven notes.

The first melodic mode is made up | of the note of the first open string; it is
used to tune the general register of the lute (yushadd)? because it is the first
string and its note is the lowest; then after [this note] comes the index finger,
the ring finger, the little finger, the index finger of the second string, its ring,
and little fingers [G1 A1 B1 C1 D2 E2 F2].

The second melodic mode is made up of the open first string, then its index
finger, the middle Zalzal finger, the little finger, the index finger of the second
string, its Zalzal middle finger, and its little finger [ G1 A1B Zalzal 1 C1 D2 E Zalzal
2 Fa].

The third melodic mode is made up of the open first string, then its middle
finger of the ancients [Persian], little finger, [index finger of the second string,
its finger of the ancients, and its little finger]3 [G1 A1 B flat 1 C1 D2 E flat 2 F2].

1 Usually, the word ajnas (sing. jins) refers to tetrachords and not modes. Here it seems that the
author is stretching the meaning to include melodic modes. Al-Katib borrows this passage
from al-Farabi except that the latter does not use the word jins but the word mutajanisat,
meaning notes belonging to the same genus (kMK 133-135; MA i, 49-51; Sh. g1 n. 3).

2 The word is undotted in the Ms and Shiloah correctly suggests yushadd (to pull, to tune).
Khashaba edited it as nusadd (we close up) (Kh. 55); Zakariyya Yasuf edited it as yabda’ bihi
(one starts with) (zy 123). The sentence on tuning does not come from al-Farabi but more
likely from al-Kindi, who suggested tuning the first string to the lowest note that comes out of
the singer’s throat, and that would be his utmost bass note (al-Kindi, Risalat al-Kindi i -luhin
15). This tuning differs from that of Ishaq al-Mawsili, who advocated the use of the third string
to start tuning the lute; this string is called the pillar or support (imad) because musicians
rely on it for the sound level of their voice and for tuning the lute (Ibn al-Munajjim, Risala
17).

3 The content of the square bracket is from al-Farabi except that his Persian fret is different
from al-Katib’s (kMK 135; MA i, 51).
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Each of these melodic modes has notes that are most consonant with one
another. | Other modes can be constructed and have consonant notes but to a
lesser degree than the above; some are mixed;* some are built from bottom to
top; some are built in the same way as the above three but using the third and
fourth strings.

In a given melody, the middle finger is not consonant with the ring finger
in a melody. Ishaq [al-Mawsili] mentioned that one can compose [a melody]
using both of them |; it is possible but requires a subtle trick or it will sound
dissonant.b It was related that in this song:

O the one [who,] because of a neglectful heart,
has let youth [deal with] its power.”

The melody shares the middle and the ring fingers on the third string and they
contend with one another over it (tandza‘a). I shall mention how this is possi-
ble in the appropriate place and clarify it. This can happen on the third string
or other strings, but I mention the third string because it occurs in Ishaq’s nar-
ration.

The notes in the third and fourth strings are replicas at the higher octaves
of the notes in the first and second strings. Each one of the seven notes can be
used as the beginning of a melody.

4 The author means mixing middle frets, as he shows in the next sentences.

5 Shiloah thought that Ishaq combined them in his compositions, but the text states that Ishaq
only mentioned the possibility of combining them. The one who composed the song that fol-
lows and who combined them is Ibn Muhriz; he set the poem to music gathering eight notes
in it (K4 ix, 344—345). For other composers who used more than seven notes in a song, see
Sawa, Musical and socio-cultural anecdotes 22—28.

6 Al-Isfahani mentions two ways of mixing the middle and the ring finger. One way is to have
them in succession but they will lack beauty. The other way is to disperse them: the song will
be beautiful but hard to compose because of the mutually exclusive nature of the middle
and the ring finger frets; to remedy this, special care must be taken to separate them in the
composition (k4 viii, 373-375; Sawa, Musical and socio-cultural anecdotes 23—26).

7 The poem is by Musafir b. Abi ‘Amr (d. ca.10/613), an eminent pre-Islamic poet who belonged
to the house of Umayya (al-Zirikli, al-Alam vii, 213).



CHAPTER 16

The Fundamentals of Melodies
[fols. 88—96; Kh. 59—62; Sh. 93—99; ZY 123—124]

[The Arabic word mabani in the title, mabani al-alhan, is a translation of the
Greek word systema and is equivalent to the Latin term constitutio.! Much of
this chapter is based on al-Farabi (kmMk 113115, 126, 223—239, 269—272, 959—
966; MA i, 4142, 47, 86—89, 100—-101; MA ii, 18-19). It delineates various intervals:
octave, fifth, fourth, their multiples, including notes in them, and how to find
them on the lute; it also includes smaller intervals such as the tone, half-tone,
three-quarter tone, and even a tone and one-quarter. A clever way to look at
the lute player to figure out the melodic modes and the range of the melody is
of interest. ]

[The fundamentals of melodies] are the essential groups on which melodies are
built. The ancient [ Greek theorists] called one of them | “the group that encom-
passes all”: by all, they meant all the notes [the octave].2 It contains seven notes,
the first note is the open first string [ G1] as we have described before, following
the same order and arrangement of the notes until we reach the last one, the
open third string [F1]. They called another one “the group that encompasses
five”; by five, they meant five notes beginning with the first open string [G1]
and ending with the index finger of the second string [D1].3 This occurs [not
only] with the first and second strings, but also with the second and third, and
the third and fourth. | They called another one “the group that encompasses
four”; by four, they meant the four notes beginning | with the first open string
[G1] and ending with its little finger [C1];* in general, this applies to any string
beginning with the open string and ending with the little finger.

1 Sh.g93n.6.

2 The Arabic expression is al-jam* alladht bi-l-kull; it is a literal translation of the Greek word
dia pason (through all [the strings, i.e., notes]) (Barker, Greek musical writings 11,140 n. 84; Sh.
941n.1).

3 The Arabic expression is al-jam‘ alladht bi-l-khams; it is a literal translation of the Greek word
dia pente (through five [strings, i.e., notes]) (Barker, Greek musical writings 11,140 n. 84; Sh. 94
n.1).

4 The Arabic expression is al-jam* alladhi bi-l-arba; it is a literal translation of the Greek word
dia tessaron (through four [strings, i.e., notes]) (Barker, Greek musical writings 11,140 n. 84; Sh.
941n.1).
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They called another one “the group that encompasses all plus four” [octave
plus fourth]; it contains eleven notes beginning with the first open string [G1]
and ending with the index of the fourth string [C2]. They called another one
“the group that encompasses all plus five” [octave plus fifth]; it contains twelve
notes beginning with the first open string [G1] and ending with the ring of the
fourth string [D2].5 They called another one “the group that encompasses dou-
ble the four three times”; it contains thirteen notes beginning with the open
first string [ G1] and ending with the index of the fifth string [F2].6 | They called
“the group that encompasses all [notes] twice” the complete group (al-jam‘al-
tamm) which contains fourteen notes beginning with the first open string [G1]
and ending with the ring finger of the fifth string [G3].”

All these follow the above-mentioned arrangements on all five strings: index
to ring to little fingers; or index to ancient middle [Persian] to little fingers; or
index to Arab middle [Zalzal] to little finger. || It is not necessary here to take
into account all the numbers of notes [of the various groups], as they are equiv-
alent to one another.

Every group consists of notes and intervals; each interval contains two notes
at its ends, so all intervals are one number less than the notes.8

If we want to know the notes in a group arranged [in one of the above
aspects] in a melody, we watch the fingers of the lutenist, the frets, and the
highest and lowest notes in the melody [i.e., the range of the group], and in
between the highest and lowest notes we look for the type of middle fingers or
the ring finger used and figure them out. A group could be mixed with another
group but the result will lack [melodic] harmony.®

5 The ms fol. 9o and zY 124 have “middle finger, whichever middle it is”; this is wrong because
it gives a D flat or half flat, thus not a perfect octave plus fifth. Both Khashaba and Shiloah
corrected it (Kh. 59 n. 2; Sh. 95 n. 2).

6 This sentence is full of mistakes. Doubling the four three times means multiplying it by
twelve and this takes it well beyond the range of the lute. Furthermore, beginning with G1
and ending with F2 results in fourteen and not thirteen notes; it is more likely to be the
open fifth string E flat 2. This is how Khashaba interprets it, and it also fits perfectly with
Khashaba and Shiloah’s suggestion that al-Katib meant four conjoined fourths, that is, the
end of each fourth is the same as the beginning of the next fourth (Kh. 59 n. 4; Sh. 95
n.3).

7 More correctly it should be F2 to make fourteen notes, but maybe al-Katib thought that the
G3 was not counted.

8 This is followed by an ill-fitting sentence: ‘I shall mention the fifth string in its appropriate
place.”

9 The lack of melodic harmony is due to the poor use of mixing the middle fingers and the ring
fingers, see p. 56, re. fol. 88.
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As for the anterior [to the index finger] type, it uses the anterior instead of
the index and replaces it |, but it is not possible to go from one to the other in
succession except to replace the index by its anterior.1

We are not able to truly (bi-l-hagiqa)! figure out the notes of the various
groups except by using fretted string instruments.

It has been apparent from what transpired above, and we shall mention it
again, that the group in a melody cannot exceed seven notes; if the eighth does
occuy, it is only a repeated note [at the octave], I mean the eighth is the index
of the third string [ G2]; it is similar to the first note, that is, the open first string
[G1].

The second group, which is the double octave, consists of all the notes of the
first octave repeated an octave higher.12

Let us now mention the rest of the intervals.!3 The ancients called the notes
coming out of the frets the intervals, meaning the distance from one sound
to another, and one note to another. | Each interval encompasses two notes,
one lower than the other or higher than the other. | Some intervals are large,
containing many notes; these are the groups [i.e., octaves]; some are medium,
which are less than the large; some are small. The large ones are those that
encompass all,  mean all the notes where the first in the group is similar to the
last; this relation [between first and last] is called the greatest consonance (al-
ittifaq al-azam). The first is the interval from the first open string [G1] to the
index of the third string [G2] mentioned above; the second interval is from the
index of the first string [A1] to the ring finger of the third string [A2]; the third
interval is between the Persian middle finger of the first string [B1 Persian = B1
flat] to the little finger of the third string [B2 flat] which is also the open fourth
string; the fourth interval is between the ring finger of the first string [C1],14
which is also the open second string, and the index of the fourth string [C2];
the fifth interval is between the index finger of the second string [D1] and the

10 Inthis musical example from the Ottoman era, a note is replaced by its anterior:

Last bar of the refrain of Sama‘ Kiirdeyli Hijazkar of Tatyos Efendi (1858-1913).

11 A copyist’s error (fol. 92) has bi-l-khafifa (with the light).

12 This is from al-Farabi (kMK 126; M4 i, 47).

13 This paragraph is a short summary from al-Farabi (kmk 13115, 223—239, 269—272; MA i,
41-42, 86-89, 100-101).

14 A copyist’s error (fol. 93) has “third string.”
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ring finger of the fourth string [D2]; the sixth interval is between the anterior |
to the middle finger of the second string [E1 flat] and the little finger of the
fourth string [E2 flat at 792 cents];!5 etc.

The same goes for the other intervals of fifths, fourths [medium intervals],
and others [smaller intervals]. | In the interval of the fifth, the first note equals
one and one-half the last note [in string length, 3/2]; in the interval of the
fourth, the first note equals one and one-third the last note [in string length
4/3]; this ratio is also between consecutive strings [as they are tuned in fourths].

Of the smaller intervals, there is the tone (tanini): the first is between the
open first string and its index finger [G A]; then between the index and the
ring finger [A B]; then between the anterior to the middle finger [sic],'¢ that
is, the Persian middle finger and the little finger [B flat C]; this also applies to
all other strings, and is called the interval of a tone (bud taninz). All the above
intervals are consonant and used in melodies a great deal, and the composer
moves from one to another.

As for the [even] smaller ones, such as between | the ring and little fingers
[B-C] |, and between the middle and the index [B flat A], they are called half
tones (nisf tanini)!” and they are also called limma (bagiyya). In truth it is not
a half tone, but, in the manner of a metaphor (majaz), as when one says half
wet and sprinkled (nadh)'® or half a sound; it can also be called a half tone (nisf
madda), and the tanini is [also] called madda.'®

As for the interval between the index finger and the Arab middle finger
[Zalzal], it is a three-quarter tone.?? The interval of a tone can be augmented by
a quarter tone in the following manner: one replaces the index finger with the
second anterior to the index finger and goes up to the ring finger;?! the result-

15  This sentence and another on fol. 94 go a long way to clarify the nature of the anterior to
the middle finger; it is not between the index and the Persian as the author claims on p. 51,
fol. 82; but is the Persian fret itself.

16  This is incorrect because al-Katib’s anterior to the middle finger is at approximately 250
cents from the open string, unless he meant al-Farab?’s anterior to the middle finger that
is at approximately 294 cents from the open string, and thus is equal to the Persian middle
finger at 294 cents.

17 A copyist’s error (fol. 95) has fatin or gatin.

18  Itcan also mean oozed; Khashaba edited it to nafkh (blowing) probably on account of the
next words “half a sound” (Kh. 62).

19  Shiloah translated it as mudda (duration); it is clearly madda as it appears in al-Farabi
(kMK 144; kMK Kopriiliizade fol. 76; M4 i, 54).

20 A copyist’s error (fol. 95) has three-half tone.

21 When one goes from the second anterior to the index finger—not the first anterior as
appears in the Ms—one goes from 150 cents from the open string and reaches the ring fin-
ger at 408 cents, this results in 408 —150 =258 cents; this is precisely a quarter tone above
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ing sound is loose and not pleasant. The anterior is seldom used in the whole
melody except | for some parts of the melody, but using it in the whole melody
is unpleasant and inharmonious.

If a note is prolonged more than | we have mentioned, the ear will not accept
it, will not figure out [the length of its duration], and it will be void of rhythm.22

Each interval is bound by two notes in the same way that a duration is bound
by two attacks. The interval is similar to the duration, so if the interval is divided
into more23 than four, then it will lead to an interval smaller than a quarter
tone, it will not have an effect on the ear, and will not be differentiated. I have
explained this fully in the first book.

the full tone (208 + 50). The sentence is preceded by an obscure one that says: “The interval
of a tone is the one in which it is not possible to add to it the distance between two notes
in one duration in the melody.”

22 The longest duration is 5/2, see p. 116, fol. 159.

23 A copyist’s error (fol. 96) has “less” instead of “more.”
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CHAPTER 17

Voiced Letters
[fols. 96—101; Kh. 63—65; Sh. 99—102; ZY 125-126]

[Much of this chapter is based on al-Farabi's kMk 1072—1075; MA ii, 58-60.! In
Ibn al-Tahhan it is much shorter and does not have the quotation of Ishaq al-
Mawsili or Ahmad b. al-Tayyib al-Sarakhsi; this is fortunate because both are
obscure.]

Some letters can be prolonged and some cannot. Of the prolonged ones, some
are ugly to hear, and some are not. Those that are not ugly are the necessary
ones; there are three of these: the lam ({), mim (m), and nan (n).2 | The vow-
els are divided into three: alif (a), waw (u), and ya’ (i). The Arabs call them
letters of prolongation (madd) and softness (lin). | They are the long vowels
that always occur at the ends of words and are prolonged in melodies. The
alif (a) is high (musta'lin), the ya’ (y) is low (munkhafid), and the waw (u)
is medium (mutawassit) between the high and the low. Each one is further
divided into three mixed letters: alif (a) and ya’ (y), ya’ (y) and waw (u), and
waw (u) and alif (a), like the uttering of: wa, ya, wi, and ay. All of these can be
easily prolonged and thus the mixed vowels are nine.* When we add to them
the nasalized letters which are prolonged with the notes—Ilam (), mim (m),
and nan (n)—[we get twelve letters; then we add the vowels a, u, (], we get fif-
teen letters; these are the letters that are set to the notes and accompany one
another; the notes cannot be without these and the latter facilitate their use
and are not disagreeable. They are of utmost importance for the melodies.
Ishaq | al-Mawsili erred when he said that the inflection (naghma)® is the
“motion” of the vowel; the motion is what is called the desinential inflection

1 For an English translation of this passage, see Madian, Language-music relationships 271-276.
Ibn al-Tahhan wrongly said that they are ugly (Hawi fol. 24b; Sawa Encompasser 62).

3 The Ms (fol. 97) wrongly has ya’(y), as does Ibn al-Tahhan (Hawi fol. 25a; Sawa, Encompasser
62); al-Farabi has the correct waw (u) (kMK 1073; MA ii, 59).

4 Al-Farabi clarifies the number nine by stating that each of these three combinations inclines
toward one of the two extremities, or can be in between and not inclining; when inclining,
it is toward one or the other (kMK 1072-1074; MA ii, 58-59). For more details, see Madian,
Language-music relationships 274—275.

5 It usually means a musical note, but in the context of this passage it is an inflection in the
language. Shiloah translated it as the equivalent “phonetic modulation” (Sh. 100).
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(harakat al-i'rab) in Arabic grammar: damma (u), fatha (a), and kasra (£).% This
is so because he said | that the three inflections, when prolonged (that is, the
desinential inflections) are thus: the damma (u) becomes a silent waw (i), the
fatha (a) becomes a silent alif (a), and the kasra (i) becomes a silent ya’ (i).”
In this manner | the desinential inflections are the vowels in the voweled let-
ters, and it follows that the silent letters (harf sakin) should not be among the
alif (a), waw (u), and ya@’ (y).2 He also said that the number of inflections is
twelve, meaning the letters and their combinations. Then he said that in the
silent [attack]® there is no motion and no sound; the desinential inflections are
the vowels in the voweled letters and when prolonged they become the silent
alif (a), orwaw (u), or ya’ (y).

[Ahmad] b. al-Tayyib [al-Sarakhsi] [d. 286/899] said that the unvoweled let-
ters must be other than alif (a), or waw (u), or ya’ (y) or their combinations. If
it were so, then the melody would be disordered with gaps filled by letters that
have no sound. In fact, not all letters in a verse are voweled, and the voweled
ones are not necessarily prolonged. Among the unvoweled letters, there are the
lam (l), mim (m), and nun (n) that allow for prolongations. If a person says that
they do not carry sound, then the lute will prove them wrong, because each one
of them has a location on the frets, and thus a sound; this also occurs with the
other unvoweled letters [sic]. | He mentioned that the alif (a), waw (u), and ya’
(y) combine to three mixed sounds and become six differing in shortness and
length, thus giving twelve sounds.!° The length and shortness correspond to the
length and shortness of the sound and not to the prolongation or shortening of

Respectively, these are the case endings for the nominative, accusative, and genitive cases.
Al-Katib Probably means “silent” in the sense that they are not immediately followed by
another letter.

8 In Arabic grammar, the haraka refers to a short vowel added to a consonant which is then
called harf mutaharrik (moving letter); the sukin (silence) is an unvoweled consonant
(harf sakin). The dichotomy of moving (mutaharrik) and silence (sakin) was used by al-
Kindi to define the rhythmic modes with the moving attack meaning an attack followed
by another one and the silence meaning a rest: he defined the first heavy as made up of
three consecutive attacks, then a silent attack, then the rhythmic mode returns as it began
(4/2|421%¥]); he defined the second heavy as made up of three consecutive attacks, then
assilent attack, then a moving attack, then the rhythmic mode returns as it began (5/2 | J J
JrrJ]) (al-Kindi, Risala i ajza’ khubriyya fi [-musiqi, ed. Yasuf 97; Sawa, Rhythmic theories
86). Shiloah suggests a very interesting explanation here: the vowels give life to the still
consonants as the attacks give life to the silences (Sh. 100 n. 4).

9 It cannot be a silent letter because a silent letter is an unvoweled consonant and has a
sound, unless he means that the unvoweled letter cannot carry a sound. But this is also
wrong since the unvoweled /, m, and n carry a sound.

10 No further details were given; this makes the sentence quite obscure (Sh. 102 n. 1).
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something that makes one go from a sound to another. | If it were so, then we
would have more than twelve sounds, that is another twelve to correspond to
the elongation and shortness. Anyone who knows the art of singing will not
doubt that what is composed over two equal parts [verse one and verse two],
is such that the second part is equivalent to the first in its notes; each | note in
the first part occurs in the same place in the second part.!! Poetry is clothed by
means of music, so we find the composer following the motions of the letters;
for example, the location of the alif (a) in the first part is answered by a waw
(u) or ya’ (y) without the musical notes being affected. If the notes [set to] alif
(a), waw (u), and ya’ (y) occur in the first part, they are repeated in the second
part in the same way. These letters are set | to high | and low notes.

A note happens as a held sound. If this is true, then a letter cannot be fol-
lowed by another letter as thought by Ishaq, but it is correct that a note cannot
happen without being set to a vowel or voweled consonant, and where a letter
exists it must be voweled, and when a voweled letter exists it can be set to a
note. A letter is either voweled or unvoweled.

It is not because a quality can be dissociated from what is qualified, or
because the follower can be dissociated from the one that one follows, such
that in the end the follower is the one that one follows, or the quality is what is
qualified. This shows the nature of the note.

11 This clearly describes a song in a strophic form.



CHAPTER 18

Planning and Determining [ Where and How Much
to Breathe]
[fols. 101-103; Kh. 66; Sh. 103-104; ZY 126]

[Al-Katib relates here important advice to singers from Ishaq al-Mawsili about
the importance of having enough breath to sing along passage; to keep a steady
tempo throughout the song; to sing in tune; and to determine the sound level
that fits their voice.! Ibn al-Tahhan has a similar chapter with the same title
(chapter 36: Hawi fols. 41b—42b; Sawa, Encompasser 109-110), and in addition
to suggesting that the singer takes enough air before a long passage, he suggests
taking his breath at the end of a section or at the separator to have enough
breath before a difficult passage, at ornamental repetitions, at high-pitched
notes, at the tajniba, and also at notes too close together.]

Ishaq [al-Mawsili] said that the tempo of a song (qadr al-sawt) is only one of
three cases: held back (mahbus), fast (mahthuth), or medium (mutawassit).?
Each tempo has a grading attributed to it: some fast tempos can be faster than
others, | some held back [tempos] can be held back more than others. If the
singer starts with a particular tempo, he must stick to it for the whole song until
its end.

He also said that breathing (rafas) should be done in a way to allow the
singer to have enough air to sing a passage requiring a long breath; this breath-
ing in occurs at the end of a section (magta‘) preceding the said long passage.

1 The square brackets contain information from the table of contents that are missing here
(fol. 5, p. xv1I).

2 Terms in this statement echo terms in Ishaq’s definition of the rhythmic modes in k11 and
KMK: qadr (tempo) and gadr al-hathth (amount of fastness, i.e., tempo) are found in x11
fols. 79b—80a, N-k11169-170; Sawa, Rhythmic theories 32—33; mahbis is the synonym of mum-
sak (held back) and amsak (more held back); they are found in k11 fols. 8oa, 81a; N-k11 169,
171; Sawa, Rhythmic theories 33, 35; mahthuth (fast) is found in k11 fol. 79b, N-k11 169, Sawa,
Rhythmic theories 32; mutawassit (medium) is found in kMK 1025, Sawa, Rhythmic theories
209. Shiloah translated gadr al-sawt as the force of the vocal emission, and qualified it by
held back, pushed, or medium (Sh. 103). The terms in common clearly indicate that the issue
here is tempo and not vocal emission; in addition, it cannot be the vocal emission but must
be the tempo because the last sentence in the paragraph mentions that it must be constant
until the end of a song.
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In this manner the singer is able to master the passage and succeed in having
enough air to the limit of his capability, then he is able to cajole it and control
it until it is over, thus allowing the singer not to be exhausted and out of breath,
and not to be overcome and in trouble. Also because [he has] enough air, the
singer will be strong [enough] to fill (ishba )3 the notes at the end of the section;
the latter [notes] are neither weak nor veiled. This is what the singer needs the
most.

He also said that the vocal notes must be of the same pitch as those defined
by the | frets of the strings or the woodwinds; they should not be lower or higher,
so they come out as if, in their similarity and correctness, they are from a string
or a woodwind. This is extremely important at the end of the section.

Verily Ishaq was right in his statements above.

One of the philosophers said that some people cannot receive or perceive
the durations of rhythms and are unable to tap or clap anything they hear. And
some whose throats are unable to figure out the pitches cannot sing at all. We
see these phenomena frequently.

What the singer also needs is to determine his tone level (tabaga) so as not
to sing too high and be defeated, nor to sing too low and produce a weak sound.

3 The ms (fol. 102) has imtina“ (forbidding) and so does Kh. 66. Zakariyya Yasuf edited it as
ishba“ which makes more sense; it is also a term found in a similar chapter in Ibn al-Tahhan
(Hawr fol. 42a; Sawa, Encompasser 109). Shiloah uses the sentence in the negative and that
also makes sense: “not to miss the final notes of the passage” (Sh. 103).



CHAPTER 19

The Poetic Meters
[fols. 103—110; Kh. 67—70; Sh. 104—111; ZY 126—128]

[Al-Katib only mentions a few poetic meters, but how they fit with the music
and its rhythms is of great importance. He also mentions that music following
the rhythm of poetry is weak.]

Melodies are always set to poems made up of equal (mutasawiya) or unequal
(mutafadila) rhythmic feet (ajza’, sing. juz’). The equal are the homogeneous
ones; | the unequal are the heterogeneous ones, which are a mix of equal and
unequal feet, the difference is either because of many feet or just | one foot.
The equal and the unequal are musra‘a with separation ( fawasil, sing. fasila)
or masrida (consecutive) without separation.! Each one can be made up of too
few or too many feet; the most is made up of eight feet, the least of two.
The equal rhythmic feet in poetry are like this measure:

faalun fa‘alun fa‘alun faalun || faulun fa@lun faalun faalun
or
mustaf ilun mutaf ilun? throughout the verse;
or
mafd‘ilun mafailun throughout the verse.
The heterogeneous are those with symmetrical patterns (mutakafi'a), such as

Sfaalun mafa‘tlun faulun mafatun || fawlun mafatun faalun mafailun

1 Later (on fol. 105, p. 68) the musra“ is the prosodically sound one with the same pattern in
both hemistiches, and the masrid is the unsound one with the first hemistich being different
in length from the second.

2 Khashaba edited it to muftailun mufta‘ilun (Kh. 67); Shiloah correctly edited it to mustafilun
mustafilun (Sh. 105).
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and like

mustaf ilun fa‘ilun mustaf ilun fa‘ilun || mustafilun fa‘ilun mustaf ilun
Sfailun®

and like

mafa‘iun faulun || mafadun faulun
and like

fa‘ilatun mafa‘ilun failatun || fa‘ilatun mafa‘ilun fa‘ilatun
and the non-symmetrical, like

fa‘ilatun | mafailun failatun || mafa‘ilun fa‘ilan* or maf ulun
and like

mustaf ilun mustafilun failun || mustafilun mustaf ilun fa‘ilan or
fa‘ilatun or maf alun

in both hemistiches or in one only.>

Poetic meters are numerous, but here we will limit ourself to a few as examples.

When the end of the first half of a verse, which is the limit of the hemistich,
occurs correctly [according to the proper prosodic rules] and the last letter in
that limit is similar to the [last] letter of the second part of the verse, then the
verse is called musra“ (hemistich-like).% If the measure of the poetic foot of the

Khashaba and Shiloah edited it to fa‘ilun to fa‘ilun (Kh. 67; Sh. 105).
Shiloah has mafalun? (Sh. 106); Khashaba has it entirely wrong (Kh. 68).
It is unclear what al-Katib means by this sentence.

U~ W

This means that the first and second hemistiches have the same rhyme; however, this is quite
unlikely to be the case as the monorhyme usually occurs at the end of every verse. To add to
this improbability is the definition of the masrid that follows, namely, that in the masrad the
last poetic foot of the first hemistich is different than the one in the second hemistich; thus, it
is very likely that in the musra“case the last two poetic feet in the first and second hemistiches
are the same. It is also interesting that the use of the related word musarra® (hemistich-
like) indicates a nashid (unmeasured prelude) occupying the first hemistich in Ibn al-Tahhan
(Hawt fol. 45b; Sawa, Encompasser 119). It is then followed by a measured melody (basit) in
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first half of the verse is different from that of the poetic foot at the end of the
verse, such as fa‘ilun at the end of the first hemistich and fa‘lan” or the like,
it is in the second hemistich. If the verse is not prosodically correct and not
free [of defects], then the verse is masrud.® If the words are correct | and free
of defects at the end of both hemistiches, then it is possible to take a rest and
stop [briefly] there. If it is not free of defects, then it not possible | to stop there
except to breathe.

Notes can be set to letters in poetic feet in a symmetrical fashion in hetero-
geneous feet,” for example | by setting each syllable of mustafilun mustaf'ilun
into the [Arabic] notesab gd // ab g d'? in this manner:

a b gd / a b g d

C

mus taf 9 lun // mus taf 9 lun

The poetic feet do not change but the notes do, such as one foot having the
notes a, y; k, I; another having the notes a, m, d, h; another having d, w, h, d, and
vice versa.ll It sometimes happens that there are many notes in one poetic foot
or one hemistich and fewer in others; however, equality in both hemistiches is
best. Sometimes notes are repeated many times in one place; [there] may be
one time [notes set to] the last foot of the first hemistich ( fasila, i.e., separator)
can be different from the [notes in the] rest of the hemistich, and this is good;
or the [notes in the] last foot of the second hemistich (magta“) can be like-
wise. I meant | the aspects of the notes, or one [repeated] note; they can also
be equal and homogeneous. Heterogeneity can also occur in a different way, for
example by making some passages in a high octave (siyak) and some in a low
octave (sijah); this heterogeneity is done in one hemistich or part of it, | and
the latter is answered in a part in the following hemistich. Heterogeneity can
also involve some high notes in some parts and some low ones in others; they
can both occur in the same verse or one of them prevails; some verses use high

the second hemistich, then the nashid in the third hemistich, then the measured melody
in the fourth hemistich.

7 Shiloah mistakenly edited fa‘ilan to fa‘ilan, thus making it equal to fa‘ilun and not differ-
ent from it as stipulated in the text.

8 In the mind of al-Katib, not being prosodically correct is akin to unmeasured speech or
recitation. This is not exactly right since much of the verse is measured.
9 It is unclear why al-Katib chose the heterogeneous only.

10  These are not to be confused with the notes of the frets; they are the first of eight words
comprising the letters of the alphabet in the order they were originally disposed (Lane,
An Arabic-English lexicon i, 4).

11 Khashaba edited note d to note z (Kh. 69).
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notes only or low notes only according to the need of the melody; or [verses
can use] a mix of both as mentioned above and as required.

As for the correspondence, or lack thereof, between the rhythmic modes
and the poetic meters,'? and which is better and more complete, [I would say
that] the lack of correspondence is always better [because it makes] the melody
more masterly. Melodies where the rhythmic modes and the poetic meters fit
together lack elegance, might, and pleasantness.!® Perhaps most people who
do not investigate this matter think differently than we do; they believe that
the correspondence of rhythmic modes and poetic meters is more melodically
harmonious that the ones lacking correspondence. But | the matter is not like
this: in fact, the notes in a melody are different [from one another and not just
one single note, their non-correspondence mirrors that of rhythms and met-
rics], even though comparing the two cases is a bit far-fetched. | So if a poem is
set to a rhythm that is like it, then the melody will not be pleasant, such as

O the one who caused suffering to my life
And the pleasantness of living with him turned into unhappiness.'#

If one uses the ramal or the second heavy mumakhkhar [i.e., second light heavy
or al-makhuri] [in this poem] whose measure is the same as the measure of
these two rhythmic modes, then it will not be pleasant. The measure of both
rhythms is _fa@lun fa‘ulun; they occur in every cycle (dawr) and they are almost
similar.!®

12 In other words, it is the contrast between melismatic and syllabic melodies. The melis-
matic has many notes to a syllable whereas the syllabic has one note per syllable.

13 There are, however, examples in the twentieth century in which syllabic songs were beau-
tiful. One is the beginning of Hayyart albi m‘ak composed by Riyad al-Sunbati (1906-1981)
for Umm Kulthiim (1898 or 1908-1975); another one is the jolly Palestinian wedding song
Ya nur.

14  The poem is by al-‘Abbas b. al-Ahnaf (d. 192/808); it was set to music by al-Zubayr b. Dah-
man (fl. end of second/eighth century) in the first heavy rhythmic mode and with the
melodic mode of (the open string) in the course of the middle finger, according to ‘Amr b.
Bana (d. 278/801); it was also set to music by the latter in the makhirt (second light heavy)
rhythmic mode; it was set to music by Sulaym (fl. end of second/eighth century) in the
hazaj rhythmic mode; it was set to music in the second heavy rhythmic mode by Husayn
b. Muhriz (d. ca. 140/757) and ‘Abbas Mingar. The original poem is slightly different in xa:
“O the one, my joy with him is suffering // And the pleasantness of living with him made
me unhappy” (KA xv, 254).

15  Al-Katib uses the modal and not the metric definitions of these two modes. On fols. 136
and 157 he defines the ramal in its metric aspect as 3/2 | JJ /| and the second heavy as 5/2
| 44JJJj; but since he did not define the second light heavy, then one can notate it as half
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Let the one in the second heavy [sic] be slower and its attacks left as single,
and let the other one [the ramal] be shorter in duration and its second attack
doubled in every cycle.16

And like

The one you saw me talking to
This morning is but a messenger.1”

If one sets music to it in a rhythm similar to its poetic meter, that is, the ~azaj in
its basic [metric] form with its paradigm mutafa‘ilun mutafa‘ilun, with its five
attacks, it will not be pleasant.!®

the value, i.e., 5/4 | JJJlJ|. For the modal aspect, al-Farabi’s definition of the ramalis 3/2 | J
J1| and the second light heavy is 5/4 | JJJ| (k11 fols. 65a—b, 74b; N-K11 141, 157; Sawa, Rhyth-
mic theories 344, 382). The second light heavy can be rendered prosodically as faulun: its
pattern of short syllable, long syllable, long syllable equals the musical pattern of short
note, long note, long note; the ramal in its modal definition does not follow this faulun
prosodical pattern, but a variation from g/2 | JJ .| to | JJ .| does follow this pattern, even
though the prosodical paradigm does not distinguish between long and longer. In short,
al-Katib is correct in saying that the two rhythmic modes are almost similar. The follow-
ing examples illustrate the correspondence of the prosodic meter of the poem ( fa%ulun
eight times) with the rhythmic modes of ramal and second light heavy. Here only the first
poetic foot is shown:

Ramal:

J J J
fa U lun
Second light
heavy:

J J J
fa u lun

16 The second heavy with its attacks left single is: 5/2 | J J JJ J|; the ramal is correctly of a
shorter duration and with its second attack doubled it is: 3/2 | JJJJ|. Here al-Katib reverts
to the metrical aspect of the two rhythmic modes and it is not clear what he is after here.

17  The poem is by Abti Nuwas (ca. 140-198/755-813) (https://www.aldiwan.net/poem64970
.html). The original poem is slightly different: “The one I saw talking to me this morning,
is but a messenger.”

18 On fol. 159, p. 16 al-Katib defines it, after al-Farabi, as having five attacks in each cycle;
according to al-Farabi it can be notated as 6/8 | » » J ) J|. The prosodic paradigm
mutafa‘ilun does not fit correctly here, as is the case in most prosodic paradigms when
used to notate rhythms. A more correct paradigm is the curtailed mutafa‘ilun, as follows:

> > > >
mu  ta fa )i lun
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The same applies to all cases when the prosodic meter and the rhythmic
mode correspond to one another. Most professional musicians do not compose
music with this correspondence, I may even say [they] never [do this]. If such a
correspondence is found, it is in the light meters used in the lyres (turq or furug
al-ma‘azif),!® rhythms [used in music for] the shadow-play, shadow dance, and
puppetry (turuq al-khayal),?° | and the like; the purpose is to let the listener
understand what they are saying without using sophisticated melodies.

In general, heterogenous poetic meters are most brilliant and often more
strong (athbat)?! when used in melodies. As for which rhythmic mode agrees
best with which poetic meter, a close study of this subject will take too long and
must be dealt with in a separate treatise, even though no one has dealt with it,
so here we do not find it | necessary to investigate it.

19  Onfol. 160, p. 118, it has the synonym tara’iq al-khayal. Turq, turuq, and tar@’iq (sing. tarq);

ma‘azif (sing. mi‘zafa). In the Ms, turq is left undotted, but on fol. 159 it has a damma (u)
over the ¢ but no vowel marking over the r. Shiloah (Sh. 110 n. 3) has turaq but it is more
likely turg or turug. For the various meanings of tarq and its derivatives, see n. 7, p. 171, re.
fol. 219.

20  Shiloah translated it as an evocation formula (Sh. 110); for details about shadow dances
and puppetry, see al-Tifashi, Mut‘a fols. 166-169; al-Tifashi, Muta, ed. al-Sillami 301-304.

21 The Ms has ashbah (more similar); it is likely a copyist’s error for athbat as edited by
Khashaba (Kh. 70). A previous and similar passage said that such melodies are better and
more masterly (fol. 107; Kh. 69; pp. 69—70), so athbat (strong) is likely the word. zy edited
it to ashha (more desirable, more pleasant) which is also acceptable.



CHAPTER 20

The Structure of the Melody
[fols. 110-118; Kh. 71-74; Sh. 111-116; ZY 128—129]

[The author discusses the main components of songs as words, notes, and
durations; he explains the musical forms (i.e., mainly strophic); the relation
of music in the first and second hemistiches, how music is clothed to poetic
feet, separators, and the end of the verse; their relation to breathing; voweled
and unvoweled letters and the end of rhythmic feet, hemistiches, and verses;
and melodic movements. Some passages are summarized from al-Farabi (kmMx
418-434, 986—987,1061-1062,1079-1085; MA i, 145-149; MA ii, 27, 50—-52, 60—61). ]

A melody is composed of three things: words, consonant notes [used in com-
position] (¢a’lif al-nagham),! and a rhythmic mode.2 The notes of the melody in
the second verse should be similar to those of the first verse in all its aspects,3
unless there is a note at a higher octave.# | The [music set at the] small poetic
separators ( fawasil, sing. fasila) (that is, the ends of the poetic feet (magati’,
sing. magqta‘)) and the large separators (that is, the end of the hemistiches),
should not be different from one verse to another; notes and their durations
should be the same in all verses. The third verse should be like the second, and
all verses that follow the first should be similar to it. Many of the ancients com-
posed a complete gasida (a long monorhyme classical poem) in this manner.

The best place for a high note or notes (sayha) is in the first hemistich of the
second verse to its middle, or from its middle to its end. The high notes can also
be mixed with other notes in the second hemistich [of the second verse], | but
the high notes should not continue until the end of the verse because the end
of the second verse should be similar to that of the first verse.

The end (magqta“) of the melody or sections thereof, the end of the breath,
the pauses when the singer takes a rest, and the end of the prolonged notes [set

Shiloah calls it harmony.
Shiloah traces this definition to Plato’s Republic (iii, 398d) (Sh. m1 n. 3).
Clearly this indicates a strophic form.
Later, on the same page (fol. 110) al-Katib mentions that the best place for the higher octave
is in the first hemistich of the second verse; it seems to be the replacement of a note by its
higher octave, a technique al-Farabi called tabdil (kMK 1060-1061; MA ii, 51; Sawa, Music per-
formance g7).

S S
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to] the fifteen voweled consonants should coincide with the end (magta) and
extremities of the rhythmic feet that divide the verse. This is necessary unless
there is a need to do otherwise, as I shall mention later. All these endings should
be the same from verse to verse.

Abu Nasr al-Farabi said the following about how to embellish a melody and
make it better:®

The melody should be made up of even-numbered sections . The melody
should have small, large, and medium sections: the large ones have the
position of the verses in poetry, each large section [is set] to a verse; the
medium ones have the same position as the hemistiches; the small ones
have the same position as the poetic feet. | The medium sections should
have an equal number of notes and durations, that is, in the rhythmic
mode used; they should be similar in the duration of the separating times,
that is, the pauses;® they should be similar in [rhythmic] arrangements. | It
is best for the small sections to be different in sizes, or they can be equal.”

The notes occurring in the space of a rhythmic mode should all, or
almost all, be consonant with one another, especially when they are close
to one another in time, and the separators are small separators [i.e., poetic
feet]. [As for the ones separated by a large separator (end of verse), there is
no need for them to be consonant with one another].8 As for the ones sep-

5 KMK 1061-1062; MA ii, 50-52.

6 The sentence: “that is, in the rhythmic mode used ... that is, the pauses” is not in al-Farabi. Al-
Katib’s additions in the latter sentence aim to clarify the meaning of rhythmic arrangements.

7 The following Syrian/Ottoman muwashshah example, Ya Ghazalz, illustrates the contents of
the paragraphs very well. The complete melody—that al-Farabi called the large section—is
made up of two bars that are set to one complete verse. The first half of the melody—the
first medium section—is made up of one bar set to the first hemistich; the second half of the
melody—the second medium section—is made up of one bar set to the second hemistich.
The medium sections are set to equal and unequal small parts. In the example below, the
first line shows the first hemistich; the music set to it has three equal sizes (3 plus 3 plus 3)
while the second line shows the second hemistich with unequal sizes (2 plus 2 plus 2 plus 3).
Muwashshah Ya Ghazali:

Ya gha-za - 11 kay-fa < - n-ni ab -<a - dua - k

Shat-ta- ta sha - m-li waha - j- 1 ‘aw-wa - da - k

8 These square brackets and the following ones are from al-Farabi (kMK 1062; M4 ii, 52) to fill
lacunae in the ms.
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arated by medium separators (i.e., hemistiches), they can be consonant,
but if not consonant, then the composition will still not be defective.® [As
for the ones with no separators] they should all be consonant. [If one has
to use dissonant notes (munafarat)], then one should use them mixed
(mamzija) with other notes that are consonant.1°

The melodic movement can be between two notes | that are not consonant, so
if one inserts | a note that is consonant with both, then the movement from
the first to the second note will be consonant and the whole will be heard as
consonant. This is called mixing (¢tamzi) and it is often used.!!

Let us return to the topic of the end of the rhythmic feet. If a voweled letter!2
occurs at the end of the rhythmic foot, its prolongation would sound beautiful
and easy. If a voweled letter occurs just before the end, then one must prolong
this voweled letter so as to reach the end with ease and subtle means. If the
voweled letter occurs before the end of the rhythmic foot by two or three let-
ters, and it is not possible to stop and sing (tanghim) except at the end of the
rhythmic foot, then the [last] letter of the poetic foot should be followed by a
voweled letter and prolonged with the notes.

If a letter, which is not part of the voweled letters, is unvoweled, and if it is
necessary to set it at the beginning of a note, then such a letter must be affixed
with a vowel, thus prolonging it. If we are dealing with one of the three | vow-
eled letters [a, u, {], its prolongation with the notes is easy. If the letter is not
voweled, then a vowel is added to it; this is so because the unvoweled conso-
nant has no sound and cannot follow a letter that has a sound and [cannot] be
understood.!®

A voweled letter (harf mutaharrik) followed by a silent one (sakin) is simi-
lar to a complete attack.!* The voweled letters can remain as they are, or they

9 I have rephrased this sentence with recourse to al-Farabi (kMk 1062; MA i, 52). In al-Katib
the sentence is faulty: “either consonant or not defective” (fol. 112).

10  Al-Farabi's passage is from kMK 1061-1062; MA ii, 51-52. To remedy the problem of the
dissonant notes, namely the middle and ring fingers, al-Isfahani suggests that they be sep-
arated in a melody, see p. 56, re. fol. 88.

11 Thissentence, which does not occur in al-Farabi’s passage, explains the process of mixing.
Al-Katib says that one uses a note consonant with the two dissonant notes; one can guess
that he means the use of the open string or index finger, and set either one between the
middle and ring fingers. It is indeed an interesting addition to the solution of al-Isfahani.

12 The ms (fol. 113) wrongly says quiescent.

13  Compare with Ishaq’s statement about “no sound” (see fol. 98; Kh. 63; Sh. 101; pp. 62—63).

14  Itis a light sabab, notated later by al-Farabi as tan. For the various types of attacks and
their terms according to the practitioners and al-Farabi’s linking them to grammar and
phonology, see kMK 986-987; MA ii, 27; Sawa, Rhythmic theories 166-170.

13
Sh. 114
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can be prolonged by the smallest amount, or by the addition of glottal stops
(hamzat, sing. hamza) or nabarat or alight ha’ (h) to its vowel. If there are many
[voweled] letters ending with a voweled letter, then this voweled letter will be
prolonged by the smallest amount or affixed with a nabra or a light ha’ (h),15
[so it is] similar to a silent attack, and the singing stops at it; this is because
stopping at a vowel is difficult, and similarly it is difficult to move from a silent
to a moving one. | This is also what happens in plucking, it is difficult to move
(intigal) from a silent attack,!6 so the silence is filled by means of a soft attack,
or in vocal melodies, by a light ha@’ (k) | by means of a glottal stop to facilitate
the movement.l” When a voweled letter is added to another in this manner, the
vowel of the first will be inclined toward the vowel of the second, and the first
in turn causes what precedes it to be inclined toward it [i.e., phonetic inclina-
tion].18

The end of the verse is either similar or dissimilar to the end of the hemistich;
the dissimilar is better.

The amount of breath at the pause at the end of all poetic feet should be the
same. The size of the durations of the notes (garani [sic] al-nagham) varies in
averse. The location of the high and low notes also varies in a verse, except that
it is better to arrange them from low to high or from high to low; they should be
ordered such that the first note is low, the next higher, until we reach the last
one, which is the top and least low-pitched [i.e., highest]; the same obtains if we
start from the high-pitched notes | and follow the order mentioned above about
the melodic modes and the tetrachords.2% All of these techniques are found in
the old melodies.?! In addition, one can choose high-pitched notes all the way
through, or low-pitched [notes] all the way, as mentioned before; compositions
should not stray from this arrangement.

Let us add the topic of melodic movements (intigal) to this chapter and men-
tion those that are more accessible. In general, the movement can be from note

15 A copyist’s error has ~iuma (the two of them).

16 Asilent attack is followed by a pause.

17  This passage is a summary of a longer passage in al-Farabi (kM 1079-1085; M4 ii, 60—61).

18  For the vowels’ inclinations, see pp. 62, 91, re. fols. 97, 131.

19  The sentence is obscure. Khashaba read it as igtiran (association) (Kh. 77); Shiloah has
maintenance, or association (Sh. 115); Zakariyya Yasuf has naqgarat (attacks) (zy 129).
Khashaba suggests the high and low pitch. I think it is more likely to be the durations.

20  See chapters1sand 16.

21 In k4 there is indeed a composition fitting this description: “When Ishaq composed his
song A-Mawiyya inna al-mala ghadin in the ramal rhythmic mode, he came up with a
very rare ramal. He starts it on a very high note (siyah) then it gradually descends until
it reaches a cadence (gata@) on a low note (sajha)” (kA v, 366—367; Sawa, Musical and
socio-cultural anecdotes 103).
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to note, interval to interval, tetrachord to tetrachord, [melodic mode to melodic
mode, tonality to tonality (tamdid)].22 The movement from note to note can be
direct and rectilinear or curving. The rectilinear is, for example, like going | from
the open string to its index and the series of notes mentioned before [making
up the tetrachord and the melodic mode] that are used to compose a melody.
The curving returns the note on which one begins [i.e.,, CF ED C], or [returns
it] to | another note that occurred between the beginning note and after the
note on which the curve occurred?? [i.e., C F E]J; in both cases, the curve | is
either after one note [i.e., CF C, CF E] or after more than one note [CFED C,
CFED].

The rectilinear can be consecutive (i.e., stepwise), or not (i.e., it skips). The
consecutive is the one in which no note in the middle is left out; the non-
consecutive is the one in which one or more notes are skipped. In both rec-
tilinear and curving motions one can stay on one note, that is, repeat it many
times.

The best melodic movement is the one between consonant notes inter-
spersed with dissonant ones in such a way that one does not feel they are
dissonant. If one starts with a note, then one must move to another consonant
with it, and from the second one to another one consonant, etc.

Each note belonging to the double octave can be used as a beginning note
for a melody. [For the beginning notes, it is better to use]?* the middle notes
which are equidistant from both the highest note and the lowest note; this way
we can move | to both as well as to the notes in the higher and lower octave.

22 Here al-Katib only deals with the movement from note to note, usually known as melodic
movement. The square brackets are added after al-Farabi’s passage, which al-Katib sum-
marized (KMK 418—434; MA 1,145-149; for a study comparing al-Farabi’s theory with Kolin-
ski’s, see Sawa, Bridging one millenium).

23 ThewMs(fol.116) and Zakariyya Yusuf (zY129) have a copyist’s error which makes the phrase
incomprehensible: “between the beginning note and another note between the two pro-
longations from which there is a curving.” Khashaba (Kh. 74) and Shiloah (Sh. 116) edited
it correctly with recourse to al-Farabi’s passage (KMK 420; MA i,145).

24  The Ms (fol. 117), has a lacuna which both Khashba (Kh. 74) and Shiloah (Sh. 116) filled
from al-Farabr's passage (KMK 422; MA i, 146).
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CHAPTER 21

The Qualification of Melodies
[fols. 118—121; Kh. 75-76; Sh. 116-119; ZY 129—-130]

[Al-Katib delineates three types of tetrachords based on the writings of al-
Kindi, al-Farabi, and al-Khuwarizmi; he mentions the basic constituents of
notes in the melodies; namely, the basic and the ornamental notes based
on al-Farabi; he closes the chapter with types of melodies: measured and
unmeasured vocal music, measured and unmeasured instrumental music, and
a type of music that occurs when tuning instruments. The chapter shares much
material with Ibn al-Tahhan’s chapter 12: “The Character, Effects, and Types of
Melodies” (Hawr fols. 16a—17a; Sawa, Encompasser 37-41)].

Ancient and modern people have unanimously agreed that the melodies are
built on three different tetrachords ( jins):!

the diatonic (gawr),? which is the perfect and complete (kamil), it is also
called the strengthening one (al-mugawwi);® and the strong one (gawr);

the chromatic (mulawwan)* which is less than the first in strength, it
may also be | called lawf (curved);®

1 Of the three tetrachords, only the first one was used in Arabic music; the other two go back to
ancient Greece but they are mentioned nonetheless. These three tetrachords are mentioned
in al-KindT'’s Risala fi khubr ta’lif al-alhan, ed. Yasuf 59; al-Khuwarizmi, Mafatih 243—244. Al-
Farabi divides the tetrachords into two main groups: the gawt (strong) and the layyin (soft).
The latter is further subdivided into two groups: the extremely soft is called rasim and nazim
(organizer), and the mutawassit (moderate) is called mulawwan (chromatic). Al-Farabi then
adds that some ancients called the strong “manly” and the soft “womanly” (kMK 161-163; MA
i, 60—61). Al-Khuwarizmi has a tripartite division: “The first (strong) is the most outstanding
because it stirs the soul toward help, much enjoyment, and farab, and it is called the manly;
the second has the soul between much enjoyment and depression, and it stirs the soul toward
generosity, freedom, and courage and it is called the effeminate (khunthawr); the third cre-
ates a touching mood, sadness, and depression and it is called womanly” (al-Khuwarizmy,
Mafatih 243—-244). For an overview of tetrachords from al-Kindi to al-Ladhiqi, see al-Faruqj,
An annotated glossary 125-127.

Lit., “strong.”
In addition to gawi and mugawwi, al-Khuwarizmi also calls it al-tanini (lit., “having intervals
of a tone”) and defines its intervallic structure as tone, tone, and half tone (Mafatih 243-244).
4 Lit., “colored.”
5 Al-Khuwarizmi also calls it mulawwan and lawi, and defines its intervallic structure as half
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the enharmonic (nazim)® which is the softest and the least adequate
[in terms of harmony] (mul@ama). It was called nazim (arranger, orga-
nizer) because it resembles a drawing of a shape then organizes its parts.

The chromatic is called colored because it resembles a drawing that has been
made, then colored, and thus it comes to light. The diatonic is the most com-
plete; it resembles a drawing that has been made, embellished, brought to
perfection, and become beautiful. The enharmonic is sometimes called the
composed (ta’lifi).”

Melodies that have many notes, shadharat, and embellishments (tahsin) are
complete (kamil) and perfect (mutqinuha); they are beautiful and pleasant.
Melodies | that have notes at the extremities of the poetic feet (ajza’) [and
not in other parts of the cycles], are inferior (din) to the first; they are half
melodies. [What are inferior to the latter are those with {poor} detailed pre-
sentation (sard)® of the melody, and that neglect the separators; such melodies
are worth (tagdir) one-quarter of the first].9 [Finally,] some have notes that are

tone, half tone, and three half tones (Mafatih 243—244). Khashaba and Shiloah edited it as
lawni (colored) (Kh. 75; Sh. 117).

6 Lit., “arranger, organizer.” In addition to nazgim, al-Khuwarizmi also calls it ta’lifi (composed)
and rasim (drawer, sketcher) and defines its intervallic structure as quarter tone, quarter tone,
and two tones (Mafatih 243—244). Al-Katib, a few lines later, also calls it ta’lifi (fol. 18; Kh. 75;
Sh. 117).

7 This sentence is a bit more detailed in al-Farabi: “The extremely soft (rasim [drawer, sketcher]
and nagim [organizer]) have a weak influence on the soul. They are comparable to an
artist’s first drawing of a shape and organizing it, then coloring it but without embellish-
ments (it thus becomes colored. i.e., chromatic), and then completing it (with embellish-
ments, it thus becomes complete and strong, i.e., diatonic)” (kMK 161; MA i, 60). In Ibn
al-Tahhan it is called basti (causing cheer and delight); it is then followed by the gabdr
tetrachord which causes anxiety and depression, then the istigrari (stable) which calms the
soul in to moderation (Hawi fol. 16a; Sawa, Encompasser 38—39). Ibn al-Tahhan likely bor-
rowed the term istigrari from al-Farabi (kMk 180-1181; M4 ii, 95) when discussing types of
melodies.

8 Lit, “unraveling, uninterrupted succession of the notes” Detailed presentation here
means perfect melodies with regard to the rhythm, rhythmic modes, melodic movements,
and embellishments. Shiloah has a different take, namely, rhythm of the words, but it does
not fit the context of the sentence (Sh. 117 n. 5).

9 The content in the square brackets is from Ibn al-Tahhan (Hawr fol. 16a; Sawa, Encompasser
39); it follows the context of the paragraph that goes from perfect, to half perfect, to a quar-
ter of perfect melodies, as opposed to the obscure one in al-Katib that reverts back to the
perfect. His sentence says: “A melody that has notes, shadharat, and arrangements in the sep-
arator and end of the verse yet the rest is detailed presentation, is a melody” (fol. 119; Kh. 75;
Sh. u7; Kh. 75 correctly added “a quarter of the perfect melody”).
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inserted (madkhul)!© into their melody after the end of the verse; they resem-
ble things that calm people but do not benefit or harm them, they are just not
melodies.

Al-Farabi likened melodies [to architecture and textiles] when he said:

We find that each melody consists of two types of notes. The first is like
the warp and woof in a cloth, the mud brick and wood in buildings. The
second type is equivalent | to the carving, engraving, facilities, and exte-
riors in buildings, and the dyes, smoothing, ornaments, and fringes in the
cloth. The first type is called the basis and fundamental (usi/) of melodies,
while the second type is called the additions and embellishments (tazyi-
dat) to melodies. Then we find additions that are pleasant and elegant, |
and some that are not, and because of this they are detrimental to the
melody and they spoil it. Some additions and embellishments beautify
and bring completion to the melody, and some do not.!

This is very apparent to one who contemplates the melodies after much re-
search; as a result, the listener will know the strong from the medium from the
soft melodies, the masterful from the weak, the complete from the incomplete.

Melodies are of three types: the ancients call them harami,'? basti, and khattt.

The harami is made up of three components: poetry, notes (ta’lif talhin),'3
and rhythm. It is the complete tripartite melody that contains all musical ele-
ments.

The basti is made up of two components: notes and poetry, or notes and
rhythm. As for poetry and musical rhythms, they do not mix because the musi-
cal rhythm is the domain of the movement of the melodies; this is the saying of
al-Kind1."* The one made up of notes and poetry is like the music | of the cara-

10 Madkhul can also mean weak; Shiloah translates it as foreign (Sh. 117).

11 This paragraph is very similar to the original one from al-Farabi (kMK 110-111; MA i,
39; Sawa, Music performance 72). Ibn al-Tahhan has a shorter, faulty version of it (Hawi
fols. 16a—b; Sawa, Encompasser 40).

12 Shiloah read it as ~azmi but in the ms it is clearly harami and it appears likewise in Ibn
al-Tahhan (Hawr fol. 16b; Sawa, Encompasser 40).

13 Lit, “musical composition.” Shiloah mistranslated it as harmony (Sh. 118).

14  This is also because the rhythm of poetry is different from musical meters, and if the
rhythm of the melody is made to follow that of the poetry, the result will be unpleasant, as
discussed above (fol. 107; pp. 69—70). As for al-Kindi’s reference to the word bast, it occurs
in his Risala fi khubr ta’lif al-alhan (The epistle on knowledge concerning the composition
of melodies) as part of three ethological types of musical composition in which the basti
causes cheerfulness and delight; the other two are the one causing anxiety and depres-
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van song and similar types that are unmeasured yet have a melody, or the ones
used in recitations of the Qur’an, [intoned] storytelling, and the Christian chant
(tagsts).’® | The one made up of notes and rhythm is the one coming from the
complete plucking (al-agra‘al-tamma)'® of string instruments, or from blowing
in rhythm (al-zamir al-muwagqa‘);'" these are made up of notes and rhythms.

The khatti is made up of one component with regard to the subject of music,
namely, [unmeasured instrumental] notes. It is divided into two types. One
[type] exists in all perceptible sounds, such as when strings are tuned in accor-
dance to the correct degree of tightening (shadd) or loosening (irkha’), or as in
[unmeasured] instrumental introductions (mabady’, sing. mabda’) which the
ancients called a prelude (mugaddima) to the vocal parts. The other exists in
wind instruments (nafasiyyat), such as the mizmars when the player blows to
adjust and check the tuning (rafkh al-taswiya). We have covered everything
necessary in this topic.

sion (qabdr) and the moderate one (mu‘tadil); all three can be traced to Quintilianus’ De
Musica, Book 1 (Barker, Greek musical writings 11, 445). Basti does not relate specifically to
the domain of melodic movements, but to composed measured songs. Al-Katib may have
been referring to al-Kindr's definition of rhythm as it appears in the above treatise: “As for
the completion of the musical art, it occurs when a musical composition is set to prop-
erly proportioned poetry that is free of metrical defects, in a duration of equal cyclical
amounts and similar inner proportions. People habitually give the name rhythmic mode
(fga“) to such types of organized durations” (al-Kindi, Risala fi khubr ta’lif al-alhan, ed.
Yuasuf 64-65; Sawa, Rhythmic theories 79-80, 502—503). In Ibn al-Tahhan it is caused by
the enharmonic tetrachord (Hawi fol. 16a; Sawa, Encompasser 38).

15  Khashaba edited it to tagsis (Kh. 76).

16 According to al-Farabi, the complete attack is the loud, strong, resounding one (kM 987;
MaA ii, 27; Sawa, Rhythmic theories 168).

17 Khashaba edited it as zamr (Kh. 76); Zakariyya Yasuf edited it as tazmir (zy 130).
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CHAPTER 22

Composing Melodies That Suit the Poems
[fols. 122—123; Kh. 77; Sh. 119—120; ZY 130]

[The title is a misnomer, as only the first sentence fits the title; the rest of the
chapter consists of a quote from Ishaq al-Mawsili about the effect of singing
on the listener, namely, it brings him joy or sadness; it also contains al-Katib’s
advice to the singer to read his audience carefully so as to please it and achieve
sought-after rewards. This is a shorter version than Ibn al-Tahhan’s chapter 5
with the same title (Hawi fols. gb—11a; Sawa, Encompasser 20—22.)]

The composer must take care to set the poems to music that suits them; if he
ignores this, he will not be considered superior in this art. Ishaq al-Mawsili said
that singing is of many types. | Some singing touches the heart, softens it, makes
it more tender, and makes people cry, [these include] songs about flirtation,
about crying over the passing of youth, longing for one’s country, elegies, des-
tiny, and the mention of death. Some singing brings joy, and stirs and incites
toward generosity, such as panegyrics, [songs about] battles, intertribal hostil-
ities, and glorious deeds.
This is a comprehensive statement. But I say:

The singer, knowing the above situations, also needs to know the charac-
ter of his audience and what went on in his [own] mind in the past | as
well as what goes on in the present time. For example, a person may listen
to the twittering (taghrid) of a bird and feel joy; he may feel sad because
of something that occurred to his mind and caused him to become sad;
he may listen to the descriptions and qualities of the majalis and drink-
ing parties, then it occurs to his mind that one day he will lose everything
and be separated from it, as a result he becomes sad; he may listen to the
mention of asceticism, death, and Judgment Day, so it comes to his mind
to repent and turn to God and be forgiven. In this manner, he would be
rewarded by both situations, win them over, and become joyful, happy,
and delighted.! What I have said here is too subtle [and difficult] for a

1 Itis unclear what al-Katib meant by both situations; it could be the enjoyment of sin and the
relief of not being punished. Shiloah also questioned the two situations and suggested either
penitence and pardon, or the enjoyment of life on earth and that of the afterlife (Sh. 120 n. 3).
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thorough examination and should not be considered a law. The musician
should look at his listener and closely follow his looks, movements, and
the way he is affected by tarab; he should fulfill his listener’s requests for
specific songs, should choose songs that fit his emotional state and any
type of melodies and poems that please him and bring him into a state of
tarab; in this manner he will succeed in getting what he wants [in terms
of rewards].
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CHAPTER 23

Specific Places in Melodies [to Beautify with
Specific Techniques]
[fols. 123—139; Kh. 78—84; Sh. 121-131]

[This is truly one of the most informative chapters in the treatise; it is about
ornaments in both composition and performance. It deals with high and low
pitches, their use as ornaments for relaxation; long and short notes and their
ornamentations; ornamented repetitions; chest voice; vocal timbre and dy-
namics; modulations; accidentals; cadences; gradation; sounds and emotions;
phonetic alterations; vowels, voweled and unvoweled consonants, and their
relationship to the notes and vocal ornaments; types of nasal sounds and the
role of the mouth in producing them; types of vowels and notes emanating
from a wide open mouth; the replacements of notes and letters; preludes, inter-
ludes, and postludes; aesthetics of lute accompaniment to the voice. Ibn al-
Tahhan’s chapter 26: “Beautiful Vocal Music, Techniques, and Qualities” (Hawi
fols. 28a—31b; Sawa, Encompasser 74-86) deals with the same topics but has
more entries (75 as opposed to 47); sometimes there are synonyms, and some-
times similar words have different meanings, and some words occur in another
chapter. The beginning of the chapter lists 47 technical terms, one of which (al-
nahrat) is not defined in the body of the text, and one of which (tanahhud) is
not mentioned in the list but defined later in the text; the total of the defined
terms is 47 with the word inshad in the list defined later by its synonym nashid. |

The older and excellent melodies have specific places [to beautify with spe-
cial techniques]. Some have technical names affixed to them and are well
known; some do not, but names could be derived for them from their meanings
and would fit accordingly. The techniques are al-siyah, al-sijah,' al-nabarat, al-
shadharat, al-sarkhat, al-nahrat? al-dajrat, al-zajarat, al-tadryj, al-zamma, al-
ghunna, al-ta‘liqa, al-tafkhim,3 al-taawwuh, al-nawh, al-tarjt, al-tarjih, al-karra,

1 The Ms has sajah on fols. 124 and 126; Sh. 121 and 122 is similar. I chose the original spelling of
sijah as it appears in the original Ms of al-Farabi (kmk Kopriiliizade fol. 61).

2 Unfortunately, this term is left out in the definitions in this chapter; Khashaba has nahdat
(Kh. 78), Shiloah has nazhat (Sh. 121), Zakariyya Yasuf has hazzat (zy131).

3 A copyist’s error has tajim (lit., “making Persian, making foreign”).
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al-tashyr'a,* al-ibdal, al-istihlal, al-inshad, al-istighatha, al-nar,® al-qahqaha,
al-hazza, al-itba’, al-intiza’, al-tafkik, al-tafaghur, | al-shahaqat, al-imala, al-
tamatti, al-tawtiya, al-muhahat, al-maqta’, al-radda, al-sila, al-istihala,’ al-tath-
wib, al-sahil, al-madda, al-hamza, al-tajniba,” al-zahma,? al-takahun,® al-gham-
za.

If these techniques are known and understood by the audience, they would
ask the singer to repeat them at the right place and time. The singer would
then apply himself to perfect them and perfect similar things that might per-
haps (‘as@h)'° come up unexpectedly,! as for example the calligrapher, who on
purpose perfects the choicest calligraphy and treats some letters (such as the
letters ‘ayn-s, sad-s, ha*s, ta*-s, and nun-s) with more care than | others.1?

Those cognizant of the art of singing are well aware of and familiar with
these techniques, such that they will recognize them when they occur unex-
pectedly in modern songs. The souls are fond of what they know and what they
are accustomed to, and for this reason, the tarab becomes stronger.

It is possible to derive other names | for other techniques or even for the
above techniques,'® but we will not choose words, such as shahagat (inhaling,
sighing, and sobbing) or tafaghur, even though some people use them [for this
purpose].1#

The sayha is the highest note in the melody. | The [string that produces
the] sijah is double | [the one that produces the] siyak; the sound level of the
sifah on the lute pertains to the first and second strings [going from siyah to
sijah means] going from high to low pitch with the [string] ratios of 2 to 1.
In singing, the sijah has two functions: one is embellishment and improve-
ment; the other is rest, diversion, and relaxation for the throat.'® The sija |

4 Khashaba (Kh. 8o, 82), and Zakariyya Yusuf (zy 131) wrongly edited it to tashbi‘a (filling).

5 Zakariyya Yusuf (zy 131) has tabir (expression).

6 Zakariyya Yasuf (zy 131) has istimala (bending).

7 Zakariyya Yusuf (zy 131) has tahnina (tenderness).

8 Khashaba (Kh. 78, 84) and Zakariyya Yasuf (zY 131) have zakhma (plectrum).

9 Shiloah edited it to takahhun (Sh. 121, 131).

10  Zakariyya Yasuf read it as ghannah (sang it), though the word is clearly ‘asah (zy131).

11 This very likely means that out of creativity the singer adds these techniques in places
where they do not belong, thereby beautifying his performance further.

12 For calligraphy as an important, very developed, and beautiful art, see Sh. 122 n. 1.

13 The clause “or even for the above techniques” is missing in Zakariyya Yasuf (zy 131).

14  This is an obscure sentence, odd at best, since he is using these two terms (fols. 131, 134;
PP- 91, 93-94)-

15  The singer may want to take a break from the demanding high register and sing an entire
passage, not just one note, at an octave lower. This technique is still used in secular singing
and sacred chanting. Al-Farabi also mentions going from higher to lower octaves and vice
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notes!® on the two strings at the top, that is, the first and second strings!? are
clearer than those at the bottom; the sijah notes are distinct (fasiha), soft
(layyina), loud ( jahira), and ample ( fakhima).!'® If the [sijah notes] accom-
pany high-pitched notes emanating from the throat, then the vocal notes will
be more evident and the notes from the strings will appear [as clearly con-
trasting with the voice]. This enables the singer to hear himself better, to be
in better control of his voice, and [ensures that] none of his notes will be
drowned out, concealed, or overwhelmed. This is because accompanying the
high-pitched vocal notes | with similar high-pitched notes from the strings will
mute the voice.!® Indeed, the high pitch of the sounds [of the strings]?° dis-
tracts his attention from hearing his own voice and startles him so that he
cannot hear himself well and distinguish the notes he is singing, especially if
his voice is weak. If his voice is powerful, then he can do what he wants; how-
ever, he should not abuse its potential (rifg)?! and treat it exhaustively (istifa’)?2
since voice injuries often come from being constrained to singing high-pitched
notes.

The nabarat (sing. nabra) are short letters starting with a glottal stop (ham-
za); they always occur in vowels (al-hurif al-musawwata).

versa as part of the ornamental replacement (tabdil) technique (kMK 1060-1061; MA4 ii, 51;
Sawa, Music performance 97).

16 The Mms (fol. 126), Shiloah (Sh. 122), and Zakariyya Yasuf (zy 131) have siyah, which is a
copyist’s error; Khashaba corrected it to sijah (Kh. 79).

17  Thelute is strung so the low frequency strings are at the top and the higher frequency ones
are at the bottom.

18  Instead of soft and loud Shiloah has “plaintive and biting” (Sh. 123).

19  Thesame technique obtains today in the Middle East. The accompanying instruments are
always an octave lower than the voice in order to support it. Only a novice, an unexperi-
enced accompanist, would play in the same register as the singer.

20  Shiloah considered the voice of the singer and not the strings, but his translation differs
from the context of the paragraph (Sh. 123).

21 Lit, “niceness, friendliness.” Khashaba (Kh. 79) misread it as taragquq (softness).

22 Theword is partially dotted; Zakariyya Yasuf (zy131) has istibqa’; this renders the sentence
“think it will last forever” and this reading does not fit the context. Shiloah skipped this
subphrase (Sh. 123).

23 Shiloah mistranslated it as melodious letters (Sh. 123). Al-Farabi defines the nabarat dif-
ferently: they consist of short notes and not short letters; these short notes are sung with
a soft glottal stop before or after a vowel, and for which the time value should not exceed
awatad, i.e., a 3/8 duration. Nabras are added in the middle of a song as embellishments
(kMK 1077-1078, 1173; MA ii, 60, 90; Sawa, Music performance 102—104). When a nabra (or
soft hamza) is added to a voweled consonant the result is a light sabab with a value of 2/8;
anabra (or soft hamza) is also added when the end of a section, or the end of a song, lands
on a voweled consonant, thus facilitating the difficult cut-off (kMK 1084-1085, 173; MA ii,
61). The nabra (or soft hamza) is also added at the beginning of a long note and long vowel
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The shadharat (sing. shadhra) are short, soft letters starting with an imala;?*
some people call them randaha?> and combine the two words [and think they
mean the same thing].26

The sarkha (scream) is a continuous and single high-pitched sound that is
not followed by another similar sound; it may occur at the end of the melody
after its cut off; it can also happen in the middle.

The dajara resembles the sound of sorrow and worry (dajr); it is also the
nazafa (exhaustion).?

The zajara (holding back) is close to the dajara, | though it may escape the
one listening to it.28

The tadrij (gradation) goes from low-pitched notes to high-pitched ones and
vice versa; this occurs a lot.29

The zamma (complete nasality) occurs in the unvoweled letter mim (m),
such that all the air flows from the nose while the lips are closed. It is very much
liked in singing. One should not follow it immediately by another [zamma], nor

to facilitate its performance (kMK 1117; MA ii, 71). See also Sawa, Musical and socio-cultural
anecdotes 34—35.

24  The Ms (fol. 127), and Khashaba (Kh. 79) have malala (weariness, boredom, impatience);
Zakariyya Yusuf (zY 131) has tasalsul (in succession); for the definition of imala, see
p- 9L

25  Itisa type of vocalization that consists of emitting a light sound without words (https://
www.alawda-pal.net/index.php?s=52&id=2001). In the Greek Orthodox church in Egypt,
it is a type of responsorial singing between the two male choirs as a prelude to the mass.

26  The shadharat (lit., “tiny pieces”) are defined differently in al-Farabi, where they con-
sist of short notes, not letters, starting with a smooth voice and sung to low long vow-
els such as 7 and imalat, that is, the phonetic phenomenon in which the long a tends
toward long 7 and the short vowel a tends toward the short vowel i, such that it sounds
like an é. The shadharat are added between the notes of a melody, i.e., halfway between
two adjacent notes, or immediately after a note. They should be used in moderation in
the course of a melody and should not exceed two or three in one section. They are
also used in vocal preludes (kMK 1173-1174; MA ii, 9o—91; Sawa, Music performance 102,
104).

27  The ms (fol. 127) and Zakariyya Yusuf (zy 131) have nazaqa (haste, recklessness), which
makes no sense; Shiloah read it as nazha (sigh, or gasp of flight, soupir d’élan); Khashaba
correctly edited it to nazafa (Kh. 79). Ibn al-Tahhan has the same definition (Hawi 31a;
Sawa, Encompasser 82).

28  Al-Katib did not clarify why, so maybe it is a faint sound of sorrow that escapes the lis-
tener’s ear.

29  Ibnal-Tahhan has the same definition (Hawi fol. 31b; Sawa, Encompasser 86). In kA there
is a vivid example of this technique: “When Ishaq composed his song A-Mawiyya ... in the
ramal rhythmic mode, he came up with a very rare ramal. This is so because he starts it on
a very high note then gradually (‘ala tadrij) descends until it reaches a cadence on a low
note” (KA v, 366—-367).
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overuse it in a melody, rather one should use it in a measured way. This condi-
tion applies to all the techniques in this chapter.30

The ghunna (half nasality) occurs in the unvoweled letter nin (n) so that
some of the air passes through the nose and some from between the lips.3!

The taliga occurs in the unvoweled letter lam (1) when [the tongue] is moved
(tunqal)3? and stuck to the palate, and held that way for a certain time and pro-
longed.

The tafkhim (enrichment, abundance) is strengthening the note with what
is similar to it;33 in general, it expands the air passages in the lungs (sadr)3* and
makes the notes heavier.3°

The ta'awwuh (moaning) resembles the sound of a person moaning in pain;
amelody can be built on all or some of it, producing a nice and soft melody.36

The nawh (lamentation) occurs in soft | and sad melodies, and it is known
to everyone.3”

30  Inmodern Middle Eastern music this is what one calls over-ornamenting. It is in bad taste;
in short, the less the better. The definition is similar to that of al-Farabi, who adds that the
zamm applies to both short and long notes (kMK 1070, 1172; MA ii, 57, 9o; Sawa, Music
performance 101).

31 The original text is obscure; it says that “the air is divided in a letter and breathing.” The
definition above is from al-Farabi, who also adds that the ghunna applies to both short
and long notes, and that it is used in vocal preludes (kM x 1070, n172-1173; MA ii, 57, 90—91;
Sawa, Music performance 101, 104).

32 The word is partially dotted; Khashaba (Kh. 80) edited it as tuthqal (heavied) which is a
possibility.

33 In al-Farabi it is very detailed. It consists of obtaining notes between the frets of the
lute; singing two or three notes in quick succession; sounding the notes of the voice with
lute accompaniment in unison (this is very likely what al-Katib meant), or at a higher
or lower octave, higher or lower fourths and fifths, at a higher or lower octave plus a
fourth or octave plus a fifth (kMk 1059-1060; MA ii, 50-51; Sawa, Music performance 95—
97).

34  Thewms (fol. 128), Khashaba (Kh. 80), and Zakariyya Yasuf (zy 132) have masadir (sources)
which likely means the source of the air, that is, the lungs; in fol. 57, it is clearly sadr. The
sentence is then followed by an enigmatic addition ma hiya (whatever it is); Khashaba
(Kh. 80) edited it to al-tanahi (to a high degree).

35 Inal-Farabiitis the ample sound coming out of the chest; however, expanding the air pas-
sage is called murajjah and the verbal noun is tarjih (kMK 1172-1173; MA ii, 9o; Sawa, Music
performance 101). In Ibn al-Tahhan, it is making the notes more ample, emphatic, richer,
and grander (Hawi fol. 28b; Sawa, Encompasser 75).

36  Itis different in Ibn al-Tahhan: it causes tarab and resembles the sound of its name, and
is used by Baghdadi singers (Hawi fol. 31b; Sawa, Encompasser 85).

37  Lit, “itis not hiding” (lan yakhfa); this is how it was read by Zakariyya Yusuf (zy 132) and
Shiloah (Sh. 124), although the ms (fol. 129) has “it is hiding” (an yakhfa), and Khashaba
(Kh. 80) has “if it is hiding” (in yakhfa).
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The tarji* (ornamented repetition) consists of many long notes repeated one
or more times from their beginning to their end and from their end to their
beginning.38

The tarjih®® (preference) resembles the tarj; it also consists of long repeated
notes that one brings from their beginning to their end and from their end to
their beginning.4°

The karra (recurrence) may be called radda;* it is the repetition of one note
or technique (mawdi)*? in the melody.

The tashyia*® (postlude, lit., “sending oft”) occurs after the end of the melo-
dy; to a certain degree it is different in nature from what preceded it. In general,
it is a passage (mawdi)** that is different than the build-up of the song proper.
We shall explain it later in another passage In most cases, it appears more
clearly when played by string instruments.

The ibdal is the replacement of a vowel with another, in one breath or at the
same time;*5 it also occurs in music when moving from one letter to the next
in the melody,*¢ as in saying, ya-wa, wa-ya, wa-na.*’ It may be replaced with

38  Shiloah correctly notes the obscurity of this definition. The answer is to be found in Ibn
al-Tahhan who devoted a short chapter to it. He defined it as repeating the notes with
sweetness and grace, beauty, causing tarab, and with rhythmic variations and ornaments;
it is derived from the word revision (muraja‘a). He also adds that some singers use it at
the ends of sections, and in this way, it is most beautiful and is best at causing tarab. In
essence, the singer repeats a section (this is probably what al-Katib meant by repeating
from beginning to end and from end to beginning), and revises it by developing it with
further embellishments and glosses (Hawi fols. 44b—45a; Sawa, Encompasser 117-18), but
it is not a refrain as Shiloah suggested (Sh. 124 n. 6).

39  The ms (fol. 129) wrongly has taryi

40  Al-Katib likely made a mistake here by equating the tarjih with the tarji. A more likely
and correct meaning is found in Ibn al-Tahhan, who defines it as making the notes incline
(murajjah) between the melodic mode starting with the index finger (mazmim) and the
melodic mode starting with the open string (mutlaq) (Hawt fol. 31b; Sawa, Encompasser
85). As mentioned also on p. 88, n. 35 expanding the air passage is called tarjih and mura-
jjah (kMK 1172—1173; MA ii, 90; Sawa, Music performance 101).

41 Theraddaisactually different, it is specifically returning to the words—not notes—of the
first verse, or another verse, or the last verse of the poem after finishing the last word. See
more details about it on fol. 131, pp. 91—-92.

42 Itcan also mean a passage in the melody.

43  The word is partially dotted in the ms; Khashaba (Kh. 80) and Zakariyya Yasuf (zy 132)

edited it as tashbra.
44  Shiloah translated it as formula, i.e., specific technique (Sh. 125).
45  “One breath” and “at the same time” must be synonymous.

46 In al-Farabi, the ibdal is the replacement at the octave, fifth, fourth, or neighboring notes,
and occurs in the middle of the song; it is also called tabdil (kMK 1060-1061, 173-1174; MA
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the ha’, such as saying, wa-ha, ya-ha, | wa-ha,*® and wa-hiya,*° as, for example,
when it occurs in this verse:

The affectionate one is blamed, so I said, warning him
Give up a bit, so that you will not be affected by what I am experiencing
(ma biya).>°

All of these replacements add beauty to the melody and allow the singer to
be at ease and rest because they are easy to produce; indeed, it is disliked and
troublesome to follow a vowel that has a long duration in a letter by another
one, and it also | lacks beauty. These replacements are a remedy to this prob-
lem. They are often found in the melodies of Ma‘bad and others of the same old
generation.?! These techniques occur a lot in the melodies known in our time,
such as

The affectionate one is blamed ...
and

Give this (dha) up, and go back to talking about ( f7) old age.
And

Neither the birds praising me (tathnini) nor
The omen from their flight when chased by arrow throwers [will change
my mind].

ii, 51, 9o; Sawa, Music performance 97). In Ibn al-Tahhan it is different: it means replacing
the index finger note with that of the open string (Hawi 31a; Sawa, Encompasser 83).

47  Khashaba (Kh. 80) wrongly has a-ya, a-na for the last two. The examples given here and
in the next sentence are samples only, not an exhaustive list.

48  The expression wa-ha seems to be a repetition; Khashaba (Kh. 80) read it as wa-aha
although the sign over the alif not clearly a glottal stop; Shiloah transcribed it wrongly
as wa-wa-ha (Sh. 125).

49  Shiloah mistranscribed it as wa-ha-ya (Sh. 125).

50 Lit, “what is in me.” In the context of letter replacement, the ya in ma biya is replaced
by ha. Shiloah misinterpreted it and said that biya was originally b7, then altered to biya,
but this does not fit the definition in which ya is replaced by A4, as in the second set of
examples (ya-ha).

51 This is an odd statement, as none of these melodies had survived to the time of al-Katib.
See p. 173, 1. 3, re. KA X, 70.
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And

Did you know of remants about the beautiful one to refer to (muhilan)?
And

She did not conceal her face with her veil (ma’zariha).>?

And others.

The istighdatha (cry for help) consists of a soft, high-pitched cry; it resem-
bles the sound of a person crying for help; it has humidity and a musical
sound.

The tafkik (taking apart, unfastening) occurs in the letters t@’ (t) and ya’ (y).53

The tafaghur (opening the mouth widely) occurs in letters accompanied by
the short vowel a ( fatha).>* The Baghdadi musicians have a particular style
related to it. They also have the naghanigh5® and maghamiz (winks), but we
shall not use or relate them.

The imala> is a technique known and named in the melodies. It is possible
in all the letters except those pronounced in the higher part of the mouth such
asthe ta@’, gaf, ‘ayn, ba’, ta’, alif, and kaf.>” These are the letters that are produced
in the palate and its proximity. The imala consists of inclining the vowel in a
letter to the one that follows.58

The radda is the return, after the end of the song, to the same verse or oth-
ers, such as the radda in saqgata al-nasifu ... (the veil fell ...) [which is the last
verse]; it is then followed by the first verse of the poem A-mina Ali Mayya ...
([Are you going to or leaving] | the tribe of Mayya ...).5° | In general, it is the

52 The replacements occur in the words in italics, the last one would probably have the 4a
of ma’zariha replaced in reverse, that is ya.

53  Unfortunately, al-Katib does not give us more information about this technique; it may
mean the repetition of the letter t or the repetition of the lettery.

54  From the meaning of tafaghur, the technique may mean opening the mouth widely when
singing a consonant set to the short vowel a, thus giving it more strength.

55  InSteingass, itis the partition between the alimentary canal and the windpipe (A learner’s
134). In Lane, it is certain portions of flesh by the uvula (An Arabic-English lexicon viii,
3036). Shiloah translated it as a guttural sound (Sh. 126 n. 3).

56 See definition above, fol. 127; p. 87, n. 26 (re. shadharat).

57 These are the letters ¢, g, b, t, a, and k. Shiloah rightly corrected these letters to sad, dad,
ta@’, 2@, ghayn, qaf, and kha’, that is, the letters s, d, t, 2, gh, g, kh (Sh. 126 n. 5).

58 For detail, see Fleisch, Imala, E12

59  The poem is by al-Nabigha al-Dhubyani (fl. end of sixth century); for the context of the
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exact repetition of one of the verses after the end of the song [but with new
melodic material].60

The itba“ (following) is making nasal letters follow their like, once or more,
such as following the nan with a nan (n with an n), the mim with a mim (m
with an m), lam with a lam (1 with an 1);8! it is very much liked and is best when
used with | these three letters only. This happens when one letter meets itself,
or it is made heavier, or prolonged, so that one letter follows itself to become
one, or the sound of the letter is prolonged until the end of the note to which
it is sung. Especially in the case of the lam (1), it is called taliga (suspension)
when it is prolonged and suspended in the mouth, with the tongue stuck to the
palate.

The na‘r (shouting)®? is what the drunken man emits, it is long and can be
broken, though it is in one breath®3 such as the one in “Would contentment
make her anger go away?”

The gahqgaha (laughter) resembles loud and broken laughter; it is often used
in the singing of Baghdadi singers,%4 then it became common.

The hazza (shaking) means shaking the notes; [in general] some notes are
shaken, and some are plain and stable (garra),5 that is, steady and straight

poem, see KA xi, 8-11. The poem was set to music by various early composers whose ver-
sions did not reach al-Katib; in all likelihood, he is talking about a contemporary musical
composition set to the poem and which exhibited the radda technique.

60  Ibn al-Tahhan has the same definition (Hawi fol. 31a; Sawa, Encompasser 83). Al-Farabi
has a more detailed explanation of the radda and its reasons. He restricts the verse for
the radda to the first verse only, or part of it. This first verse is repeated but to a different
melody; according to him, this phenomenon is due to the use of the first line of the poem,
or a part of it, as a measured or unmeasured vocal prelude. As a result, there is a shortage
in the lyrics that is remedied by using the lyrics of the first line (kMk 1162-1163; M4 ii, 85;
see also Ibn al-Tahhan, Hawr fol. 31a; Sawa, Encompasser 83). A good example from the
nineteenth century is a song by Sayyid Darwish (1892-1923) Sibini ya Nas, in which the
word Sibuni that starts the verse also ends it.

61 In Ibn al-Tahhan it has a different meaning, namely, one song following another in the
same rhythmic and melodic modes (Hawr fol. 30b; Sawa, Encompasser 80).

62  Zakariyya Yuasuf (zY 132) wrongly edited it to tabir (expression).

63  InIbn al-Tahhan it is limited to shouting (Hawi fol. 31b; Sawa, Encompasser 86).

64 It is similar in Ibn al-Tahhan (Hawi fol. 31a; Sawa, Encompasser 81). Shiloah has “musi-
cians” instead of “Baghdadi singers” (Sh. 127). In the dictionaries it is defined as repeated
and extended laughter, and laughter accompanied by the word gah; when repeated it
becomes gahqah. kA reports that Ibn Surayj sang in a laughing manner (k4 i, 293; Sawa,
Arabic musical and socio-cultural glossary 425; Sawa, Musical and socio-cultural anecdotes
208).

65  Ibn al-Tahhan has the same definition up to this point (Hawi fol. 31b; Sawa, Encompasser
84).
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(mugima); some are imagined by the listener (sami‘) as being circular (mus-
tadira), and some are imagined as being sent in the back of the throat; the latter
occurs at the end of the notes when the voice stops.56

The tamatti (stretching)$” is the completion of the song with the breath
taken | to its limit [on the last note] as if an innovation was brought about.8

The intiza“ (extraction) holds the same position as the exit from the nasib
(erotic introduction) to the madih (panegyric, praising a person or tribe) in
poetry, but we shall not call it exit in relation to melodies, rather, we shall call
it separation motif (infisal) because it is more befitting. It comes in various
degrees of excellence, and some are better than others; it occurs in the mid-
dle of the verse if it is of two hemistiches, or at its end, | or in the second verse.
It can be intense or mild, good or not good, for this reason it should be made
more beautiful and strengthened.59

The tawtiya (introduction) is beginning the song with a high-pitched note
or notes, or with a tarannum,”® or composed notes [different from those of the
song] and then begin the song.”!

The muhahat are like the shahagat (inhaling, sighing, and sobbing); they
occur in the letter ha’ (h) as in saying ha ha, hahahd, hahahd. When too many
h-s are used and repeated they called them muhahat.”

66  Al-Farabi mentions that along, shaken note that occurs at the end of the melody and that
is imagined as wavy when sent back in the throat is called sharga (choking) by Arabic-
speaking people because it gives the impression that something is stuck in a person’s
throat. For his exposition of shaken, stable, circular, and which is the source of al-Katib’s,
see KMK 1069-1071, 11641166, 1172; MA ii, 58, 86, 9o; Sawa, Music performance 99-100. Al-
Tifashi adds a very interesting piece of historical information: he heard an Andalusian
singer perform seventy-four shaken notes in one line of a poem composed by the poet
Abt Tammam (ca. 189—232/805-845) (al-Tifashi, Mut@ fols. 30—-31; al-Tifashi, Muta, ed.
al-Sillami 104).

67  Lit, “walking with a swinging gait and stretching one’s arms.”

68  Itcanalso meanvoiding one’s excrement or passing wind (Lane, An Arabic-English lexicon
ii, 528, Sh. 128 n. 1).

69  InIbn al-Tahhan the intiza“ has a different meaning, that is, extracting the melody of a
song and setting it to another poem (Hawi fol. 3ob; Sawa, Encompasser 80).

70 This is a melody or chant without text, or a vocalization with long notes, or ornamented
repetitions that are sung softly, or a melisma (kMK 5657, 990, 1099, 1160; M4 i, 10; MA ii,
29, 67, 84; Sawa, Music performance 103; Sawa, Rhythmic theories 577, 636; Sawa, Arabic
musical and socio-cultural glossary 180-183).

71 In Ibn al-Tahhan it has a different meaning, namely, the preparation of the high note
before its occurrence (Hawi fol. 30a; Sawa, Encompasser 78).

72 Ibn al-Tahhan has a shorter definition, namely, the repetition of the letter 4@’ in vocal
melodies (Hawi fol. 31b; Sawa, Encompasser 86).
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[The shahagat] are called shahagat when there are fewer £-s and [they are]
not repeated as in saying £a ha.”® But if [the a-s are] prolonged further, /4a
ha,” then we are dealing with the lamentations (nadb) and the caravan chant
(hadw).7

The istihlal (vocal prelude) occurs in a section or a poetic foot (juz’) of a
line of poetry; it is unmeasured (ghayr munaghgham) and chanted (murta-
lan).”8 As for the sayings of al-Kindi and | [Ahmad] b. al-Tayyib [al-Sarakhsi]
[d. 286/899] and others, they said that the nashid (vocal prelude) is what starts
at the beginning of lines of poetry, or some sections of speech if it is not | poetry,
with unmeasured notes; the istiflal is what starts at its beginning with a word
set to unmeasured notes.”” | The nashid (vocal prelude) consists of one line
of poetry if the poem is made up of two lines; two lines if the poem is made
up of four lines where the two lines of the nashid can be in succession or not.
More than two lines of nashid are only used by the singers of the gasida (along
monorhyme poem). As for the nashid of five lines and more, it is called nisf”®
by the pandore players. Abu I-Faraj al-Isfahani said that it is only mentioned in
relation to the pandore.”

73 The ms wrongly inverts the 4 and a to ah ah; Khashaba (Kh. 82), Shiloah (Sh. 128), and
Zakariyya Yusuf (zy133) did not correct the mistake.

74 Inthe Ms there is a madda sign (vowel extension) over the 4; Khashaba (Kh. 82), wrongly
altered it by placing it over the a.

75  Here, Shiloah adds an interesting remark, that Chailley used this passage in his article
“Elmuahim et Elmuarifa” (Sh. 128 n. 5).

76  The word is undotted; both Khashaba (Kh. 82) and Zakariyya Yasuf (zy 133) read it as mur-
salan (easy and plain), but this does not make sense in the context of the sentence. In
addition, it cannot be mursalan because it does have the letter sin (s); it is always written
in the naskh form with its 3 teeth, here it is written as a long dash.

77  Al-Farabi clearly defined them as follows: the istihlal is a vocal prelude that varies in length
from a word to less than a hemistich and is unmeasured like speech; the nashid consists
of a hemistich or more, a verse, two verses or more, and it is also unmeasured (kMK 1160—
162; MA ii, 84—85; Sawa, Music performance 103). Ibn al-Tahhan takes both of them to a new
level, which includes not only preludes but also interludes and postludes; he also explains
their rich forms in detail (Hawr fols. 45a—46a; Sawa, Encompasser 119—121). Shiloah, with-
out giving his source, claims that the nashid is close to musical recitation, but the istihlal
is a highly ornate vocal improvisation; the extant texts do not support his thesis (Sh. 129
n.1).

78  Nisf literally means “half,” but as Shiloah points out, half of what is not clear (Sh. 129 n. 2).
Khashaba (Kh. 83) and Zakariyya Yasuf (zy133) edited it to nasb, which is a type of singing
that follows the style of recitation, but with a bit of tarab and a bit of ornamented repeti-
tions and the raising of the voice; it is more refined than the caravan song. In the context
of unmeasured nashid, nasb may be the correct term (Sawa, Musical and socio-cultural
anecdotes 453).

79  Ifitis true that al-Isfahani said it, then it must be from a different book than k4; it is likely
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The tanahhud (sighing) occurs after a note or notes followed by high breath-
ing;80 it occurs most often in notes that depict longing (muhannana).8!

The magta“ (cadence, end of section, end of melody) can be high or low
pitch, long or short. The high pitch consists of short notes ending with a high-
pitched note. The low pitch consists of a low-pitched note at its end. The long
consists of a prolonged note at its end. The short ends on a letter that is not
prolonged or a short note. Whenever a non-voweled letter occurs at the end of
a verse, then it is better | for the melody to end on a short and high-pitched
note. Among the magqati‘ (sing. magta°) there is one called the “resuming one”
(musta’naf), it is the one which starts after (ba‘d)3? a magta“ preceding it; thus,
it appears as if it is separated from it. These are examples of the “resuming”
magqati

I have fallen in love with a young woman ...
And
The women’s anklets wander about ...

and other similar ones. The end of both consists of long and low-pitched notes.
The sila (link) connects a verse to a verse, or a hemistich to a hemistich (if the
verse is made up [two] of hemistiches) without cut-off (magta‘) or breathing.83

from al-Isfahant’s book entitled Kitab Akhbar Jahza al-Barmaki (Book of stories of Jahza
al-Barmaki); Jahza wrote a book about the pandore players (Farmer, A history 133; Farmer,
The sources 32).

80  Ibnal-Tahhan adds that it means sighing and occurs during separation, longing, and desire
(Hawr fol. 31b; Sawa, Encompasser 85).

81  Except for the second-to-last letter, which is a niain (n), the word is undotted. Zakariyya
Yasuf (zy 133) read it as muhannana (longing) with the second-to-last being an n as in
the Ms; it may be the correct reading because it not only follows the Ms partially but it
also fits the context of longing. Shiloah (Sh. 83) edited the second-to-last letter n as b as
mujannaba (notes anterior to the index finger); he may be correct for two reasons: (1) the
same word occurs with the same spelling on fol. 138 with regard to the definition of the
related word tajniba, and (2) playing a half note lower gives the feelings of sadness and
sighing. Khashaba (Kh. 83) incorrectly read it as mukhabbaba (slightly accelerated) read-
ing the second letter n as a b and adding dots in the wrong places.

82  The Ms fol. 136, and zy 133 have “without” (bi-ghayr), Sh. 129 also translated it as without.
Kh. 83 edited it to ba'd (after) which makes more sense in the sentence.

83  Ibnal-Tahhan adds an amusing definition to the context of the sila, namely, that when the
cup is still in the mouth of the patron and the verse is finished, then the singer links it to
another verse (Hawt fol. 31a; Sawa, Encompasser 83).
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The tathwib (enriching, repeating)8* is a long, stretched, and broken note,
akin to the sound of the call to prayer.

The istihala is the change of a song from a melodic mode (raw*) to another
in one verse, as for example, if it is in the mazmum mode and then some of it
goes to the mahsiur mode or mahmul mode, as occurs in “O House of Mayya”
and other similar instances. The origin of the istihala is the move from one state
to another, as well as going from a higher to a lower pitch, and vice versa |. The
largest change is the one in the ratio of one to two (i.e., going from the high to
the low pitch, or from the low to the high pitch). It is like going from the ring
finger of the fourth string (zir) [D2] to the index finger of the second string [D1],
or the reverse; | or going from the Zalzal middle finger [of the fourth string] [D2
Z 648 cents] to the second anterior to the index finger [ of the second string] [D1
Z 648 cents], and the reverse; or going from the little finger of the fourth string
[E flat 2] to the middle finger of the ancients [related to the Persians] of the
second string [E flat 1] [then the reverse]; the same obtains with respect to the
first and third strings. Knowing this facilitates the changes and will benefit the
musician.

The sahil (neighing) consists of gradual notes that resemble the neighing of
a horse; they are shaken and resemble the nabarat; we could dispense with the
term sahil and use nabarat instead.

The madda (elongation) is a sound that takes up a certain time exiting from
one place from the mouth; in general, it is a long note.

The hamza (glottal stop) | is a powerful and abundant sound that comes from
the chest; it resembles a sigh or a moan (zafra).8°

The tajniba consists of softening and lowering the note of the index finger
[by half a tone] on whatever string, and replacing it with the anterior note
(mujannaba)®® that occurs before it.

I heard about the zahma (crowding)87 that resembles the hamza.

84  Lane, An Arabic-English lexicon i, 361. On fols. 203204, p. 158 al-Katib adds more detail to
the meaning of tathwib: a note broken equidistantly as in the gradation (tadrij) and akin
to a pigeon flying upward and flapping its wings in a temporally equidistant manner.

85  Ibn al-Tahhan defines it as a glottal stop used in some notes in a song, making it very
agreeable (Hawr fol. 31a; Sawa, Encompasser 81). In al-Farabi the hamza is used to fill the
beginning of a note (kMK 1117; MA ii, 71; Sawa, Musical and socio-cultural anecdotes 34). It
is also used in the nabras (see pp. 47, 76, 86).

86  zyi3gread it as muhannana (longing).

87  The word is undotted; Khashaba (Kh. 84) and Zakariyya Yusuf (zy 133) read it as zakhma
which means thrusting or plectrum; the former makes sense in the above definition, but
not the latter. It is more likely zafma, with the meaning of crowding, since in its defini-
tion it resembles the ~amza, which is a glottal stop and a moan, causing a tightening of
the throat.
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This state of affairs that is, [in which there are] many terms that happen alot
and spread from those who wish to multiply them and also vary among people
and among locales when naming techniques and applying them, but we do not
need to add more than we have mentioned above.

The takahun (monk-like) technique makes the voice reverberate powerfully
(dawi)88 in the throat as if it is coming from the high fourth string; it resembles
the speech of the monks and resembles the growl (hamhama) of a person with
a harsh throat sound [lit., “thick throat”].

The ghamza (lit., wink) is a high-pitched note that is sung furtively (tukhta-
las) at the end of a section after lower pitched notes that preceded it.8?

88 It also means a ring, clang, roar.

89  Thisdefinition is more detailed than the one in Ibn al-Tahhan, where the ghamza occurs at
the end of melodies or sections thereof (Hawi fol. 31a; Sawa, Encompasser 82). Later, when
al-Katib is discussing rhythmic ornaments, it has the meaning of a soft or weak attack
(fol. 140; pp. 99-100).
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CHAPTER 24

Specific Places in the Playing of Instruments [to
Beautify with Specific Techniques]
[fols. 138—143; Kh. 85-87; Sh. 131-134; Y 134]

[The eighteen terms mentioned in this chapter relate to rhythmic variation
techniques for string instruments, except for tajnib (replacing the index note
by its anterior), tasrij (the compositional style of Ibn Surayj), cadences, pre-
ludes and postludes. Except for the words tajnib and jarrat, all the terms are
in Ibn al-Tahhan. It is Ibn al-Tahhan who replaces the term khabb (fast tempo)
by its synonym hathth. Ibn al-Tahhan has forty-seven terms but these are listed,
not defined; one can find their definitions by referring to al-Farabi and al-Katib,
or to medieval dictionaries; the meaning of some terms can only be guessed at.
The techniques from al-Katib and Ibn al-Tahhan are an important addition to
al-Farabi’s sixteen rhythmic techniques.]

al-daghdagha, al-mabadr} al-tafsil, al-idraj, al-tartil, al-khabb, al-tad'if, al-taw-
sil, al-tayy, al-tajnib,? al-tasryj, al-tagni‘at,® al-nafadat, al-ikhtilasat, al-ba‘tha-
rat,* al-mungsarafat, al-tashbi‘at,’ al-jarrat.

The daghdagha (lit., “tickling, crushing”) is the continuous touching ( jass)
of the strings with the fingers.®

1 Itis spelled as mabadr in the Ms (fol. 139), as well as in Ibn al-Tahhan (Hawi fol. 9gb; Sawa,
Encompasser 241-243).

2 Zakariyya Yasuf (zY 134) wrongly edited it as takhnith (singing in counter-tenor style, soft-
ness, effeminacy) here and below; about takhnith see kA v, 326—327; Sawa, Musical and socio-
cultural anecdotes 204—205,

3 Itislater written as mugtana‘at (fol. 142); Khashaba (Kh. 85) edited it as tagni‘at without the
long i; he (Kh. 86) and Zakariyya Yasuf (zy 134) edited it as mugna‘at; Shiloah has tagannu‘at
and mugqtana‘at (Sh. 131, 134). Tagni‘at is more likely because the definition says it resembles
the tagni* and because it appears as tagni‘at in Ibn al-Tahhan (Hawr fol. 100a; Sawa, Encom-
passer 245).

4 Itislater written as ta‘thirat (fol. 142); it resembles the partially dotted word in Ibn al-Tahhan
(Hawr fol. 100a; Sawa, Encompasser 254).

5 The author left it undefined, but Ibn al-Tahhan defines it as filling the end of a section with
ornaments (Hawi fol. 31a; Sawa, Encompasser 83).

6 Note that no pick is used, and the plural “fingers” may refer to the fingers of the left hand that
are tapping the strings on the fingerboard, or to the fingers of the right hand that are plucking
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The mabadr” are instrumental preludes (istiftah fi [-darb) in which attacks
are separated by equal durations (¢awsil) for a number of cycles without the
use of a separator. Some notes are mixed (muzija) with others and played
simultaneously.® Different light meters are used, in many types [this may mean
rhythmic variations] at the same time, mixed (mukhtalat), and interlocked
(mutadakhil).®

The tafsil (disjoining) is much liked in instrumental playing,'© especially | in
good, old, and outstanding melodies. It consists of separating the attacks and
the cycles and not filling the separators with anything.!!

The tawsil (joining) is the opposite of the tafsil [above].12

The idraj (gradation) is filling the separators between the cycles and between
the heavy and slow attacks either with light attacks'® or with rubbings

the strings. The latter meaning is taken by al-Khuwarizmi, who clarifies the jass technique
as plucking the strings with the thumb and index finger and not the plectrum. This is a
playing technique, but can also serve to check the tuning as is evidenced in x4 v, 233 (al-
Khuwarizmi, Mafatih 239—240; see also al-KindT's lute exercise in Risalat al-Kindi fi [-luhin
26-31; Sawa, Arabic musical and socio-cultural glossary 60—61). Shiloah adds an interesting
remark, namely that the lute player, before performing the piece, plays some brief tech-
niques to check his instrument (Sh. 131 n. 3).

7 Al-Farabi gives more detail about the nature of instrumental preludes: they may or may
not be thematically related to the song proper; those that are thematically unrelated are
the types that cannot be sung, and are also used as training exercises for the ears and hands
(kMK 68-70; MA i,17; Sawa, Music performance 103-107).

This may mean playing two strings at the same time to produce simple harmonies.
This rather obscure sentence may mean that related meters, such as hazaj and then khafif
(light), or light ramal then first light heavy then second light heavy, follow one another.

10  Shiloah translated it as “rhythmic accompaniment” but the text does not support the
notion of accompaniment (Sh. 132).

11 It is more detailed in al-Farabi who defines the tafsil as: (1) turning a conjunctive into a
disjunctive: | 5 ) ) ) > )| etc. becomes 6/8 | > ) > ) J|; (2) elongating the separator in a dis-
junctive: 3/4 | ) b J| becomes 4/4 | J ) } J|; (3) introducing a separator in a disjunctive in a
location different from the normal place of the separator: 3/4 | J > ) J| becomes 4/4| 1> b ]|
(kMK 1014, 1031-1033; MA ii, 36, 42—43; K1 fol. 161b; N-K1 206; Sawa, Music performance 49;
Sawa, Rhythmic theories 538, 602).

12 Al-Farabidefines itas: (1) shortening the duration of the separator in a disjunctive rhythm,
resulting in metric contraction: 3/4 | J ) ) J| becomes 5/8 | J ) } J|; (2) removing the sep-
arator completely, thereby reducing the duration of the cycle: 3/4 | I ) J| becomes 2/4 |
42 J|; (3) placing an attack of passage, thereby keeping the duration of the cycle intact:
3/4| 40 ) J becomes|J)DDD| (kMK 1013, 1018; MA ii, 36, 38; kI fol. 161b; N-kI 205-206;
Sawa, Music performance 48; Sawa, Rhythmic theories 551, 614—615). Both tafsil and tawsil
are grammatical terms al-Farabi uses to explain musical phenomena.

13 According to al-Farabi, they are attacks separated by short durations, namely, of eighth
note values (Sawa, Rhythmic theories 553, 609).
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(masha),** or winks (ghamza),’® or desires (rawm),'6 or scents (ishmam).””
These additions do not change the [duration of the] melody but change the
shape of the rhythm [by means of rhythmic variations].!®

The tartil is the slow tempo (imsak);"? it is much liked in songs and adds to
the brilliance (baha’) of melodies.

The khabb?0 is speeding up what should be slow.

The tadf is doubling the single attacks in the fundamental form of the
heavy rhythmic cycles (usul al-iga‘at), | especially when a single attack is re-
placed by two, such that the duration is filled with two attacks.?!

14  Al-Farabi mentions that this is the practitioners’ term for what he calls a moderate or weak
attack (Sawa, Rhythmic theories 569, 630).

15  Al-Farabl mentions that it is the practitioners’ term for what he calls a soft or weak attack
(Sawa, Rhythmic theories 580, 639).

16 Lit., “desiring a vowel,” that is, an obscure and slurred vowel sound that is more than the
ishmam (scent of avowel); itis a phonological term used by al-Farabi to describe the sound
quality of a soft attack (Sawa, Rhythmic theories 538, 602).

17 Lit., “scent of a vowel,” that is, a vowel sound that is very feeble and less than the desire;
it is a phonological term used by al-Farabi to describe the sound of a soft or weak attack
(Sawa, Rhythmic theories 569-570, 630). For a detailed discussion of the meaning of rawm,
ishmam, masha, and ghamza, and for al-Farabr’s occasional inconsistencies correlating
them with moderate, weak, and soft attacks, see Sawa, Rhythmic theories 166-169, 350,
471-474.

18 It is more detailed in al-Farabi, who defines the idraj, a practitioners’ term, as consisting
of doubling all attacks, including those of passage and support, resulting in temporally
equidistant attacks in the rhythmic cycle; it leads to complete conjunction and gives a
false impression of speed, yet does not alter the durations of the cycle, as for instance: 3/4
|45 ) becomes | > Db DD D| (kMK 1919-1920; MA ii, 38-39; kI fols. 161b, 165a—b; N-KT 205,
225-226; Sawa, Music performance 41; Sawa, Rhythmic theories 547, 609).

19 Lit.,, “holding back,” the term tartil is borrowed by al-Farabi from the Quranic sciences,
where it means the elaborate and slow chanted recitation of the Qur’an (k1 fol. 162a; N-x1
207; K11 fol. 63a; N-k11 137; Sawa, Music performance 52, 248; Sawa, Rhythmic theories 574,
634).

20  Lit, “jogging, trotting”; the practitioners called it hathth and al-Farabi calls it hadr; he bor-
rowed the term from Quranic sciences, where it means the rapid yet clear recitation of
the Quran (kMK 998, 1019-1020; M4 ii, 31, 38—39; K1 fol. 162a; N-k1 206—207; K11 fols. 63a,
66a—b; N-KI1 137, 143; Sawa, Music performance 51; Sawa, Rhythmic theories 543, 606). For
the related word tukhabbab see fol. 57; p. 33.

21 Inal-Farabi it means doubling as well as multiplying the attacks: (1) In k1 and k11 it con-
sists of inserting an attack between two attacks: 4/2 | JJ | becomes | JJJ.|; (2) In kMK it
is called multiplying, and consists of inserting more than one attack between two attacks:
4/2|JJ.| becomes | J) b DD |; or inserting one attack but not necessarily in the middle of
the two attacks: 4/2 | JJ .| becomes | J .. ) .|; (3) In k1 and k11 the doubling does not alter
the durational length of the cycle (kMK 1018; MA i, 38; kI fol. 162a; N-KI 206; K1I fol. 63a;
N-KII137; Sawa, Music performance 47; Sawa, Rhythmic theories 539-540, 603).
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The tayy (lit., “folding, dropping out”) is of two types: one in which | some
of the doubled attacks are dropped out, thus making the doubled attack a sin-
gle one; the other is when some of the attacks in the fundamental cycle are
dropped out, but indicated with a rubbing or a wink or a desire, but we will
mention them later in their proper chapter.22

The tajnib (lit., “to the side”) is softening and lowering notes in the middle of
the melody and at the end of sections or end of melodies. It consists of replac-
ing the index finger note with its anterior; it is best used in moderation in the
middle of the melody or at the end of the sections or at the end of the melodies.
It is always obtained, not on the frets, but below the little finger fret because it
is doable and possible [there]. Most performers are not clever enough to do it
because of its difficulty. | It is often used in melodies in the mazmum mode as
we shall explain later.23

The tasrij resembles the style of some of Ibn Surayj’s melodies; it is well
known. According to the opinion of the people of our era, it is most often
related to the ring finger [melodic mode]2* in whichever rhythmic mode is
used, we shall explain later.25

The tagni‘at?s occur at the end of sections or at the end of melodies; they
consist of attacks by means of the plectrum (midrab) in a downward motion,
while the hand is moved away from the strings toward the right side. The
motion resembles the raising (taqni) of the head of a beast of burden.

The nafadat?” are close in meaning to the tagni‘at.

22 See fol. 152; p. 1. This latter technique was originally introduced by al-Farabi in k1 and
KII to turn the iga“ from its metric aspect to its rhythmic mode aspect: 6/8 | > > b D D )|
becomes 6/8| )0 ) J| (k1 fol. 162a; N-k1 206; K11 fol. 71b; N-K11152; Sawa, Music performance
48; Sawa, Rhythmic theories 540, 603).

23 He does this in chapter 32 when discussing the mazmiim mode, fols. 178-179; pp. 134-135.

24  Shiloah adds an important note, namely, that it could also be that the ring finger notes
occur frequently in a song (Sh. 134 n. 3). In Ibn al-Tahhan, the tasrij occurs in the chapter
on rhythmic ornaments, then it may refer to a succession of notes rhythmically arranged
in the particular style of the songs of Ibn Surayj (Hawr fol. 100a; Sawa, Encompasser
250).

25  He does this on fol. 182, pp. 137-138, where he mentions that melodies that resemble Ibn
Surayj’s style are often called surayjz, but more correctly should be called musarraj.

26  Seep. 98, n. 3, about the spelling of this word (re. fol. 138).

27  The Ms has nafasat and ba‘asat on fols. 139 and 142; Shiloah has nafasat (Sh. 131, 134);
Khashaba (Kh. 85-86) has the correct nafadat for two reasons: it appears this way in Ibn
al-Tahhan (Hawr fol. 100a; Sawa, Encompasser 246), and because it means shaking, and
that fits with the shaking inherent in its synonym tagni@t, that is, moving the right hand
to the right and away from the strings.
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The ikhtilasat are done with the plectrum when the attack is played in a
quasi-imperceptible way (ikhtilasan); the best place for it is at the end of sec-
tions or melodies.?8

The ta‘thirat?® is the tumbling of the plectrum between two strings to create
quick intermixed attacks that do not alter the rhythm. It comes up beautifully
when used on and off in the performance of a piece.3°

The munsarafat (lit., “leaving, exiting”) make the listener imagine that they
are at the end of a piece, when in fact these are followed by another ending.

The magqta“ (cadence) in instrumental performance is like the vocal one
[cadence]; that is, [it is] long, short, high- or low-pitched. The long is as men-
tioned above.3! The short | comes up suddenly without any warning that it will
occur.32 The ancients have a very good opinion about the cadences and [how
they can] be used beneficially: the cadence should not come to an end with-
out the listener being prepared and alerted to it [by means of the munsarafat]
because a cadence coming suddenly will decrease his tarab.

The jarrat is dragging or pulling the plectrum across the strings so that the
plucked attacks are consecutive (musalsala).33

28  Al-Farabi borrowed this term from phonology; he uses it to refer to the dynamic and tim-
bral quality of the doubled attacks when performed in a quasi-imperceptible way (k11
fol. 66b; N-k1 144; Sawa, Music performance 53; Sawa, Rhythmic theories 575, 627, 635). In
K4, an excellent performance involves singing the nabarat stealthily and imitating them
faithfully in plucking the strings on the accompanying lute (k4 i, 315; Sawa, Musical and
socio-cultural anecdotes 206—207).

29  Khashaba (Kh. 86) edited it as ba tharat (dispersing) following the appearance of this word
on fol. 139.

30  Shiloah translated it as “accompaniment” but the text does not support this meaning (Sh.
134).

31 Seep. 95, fol. 136.

32 Shiloah mistranslated this sentence in the negative; he said that the short cadence cannot
occur suddenly without a warning that precedes it (Sh. 134).

33 This is an obscure definition; Khashaba (Kh. 87) suggested a circular plucking; Shiloah
suggested a zigzag motion causing a tremolo (Sh. 134 n. 5). The verb jarra describes the
pulling or dragging of the bow on the string to produce a sound on the rababa (rebec), and
as such it makes sense for the rebec; transferring it to the lute plucking is problematic.



CHAPTER 25

What It Is Preferable to Highlight in Melodies
[fols. 143-146; Kh. 88—89; Sh. 135-136; ZY 135]

[In this short chapter the author gives advice as to what to highlight in a song;
these may be positive themes, particular letters that bring beauty to the song,
or assimilations that are used to remedy problems. It mentions what to avoid,
such as letter replacements that are negative. More on the subject of ugly letters
and expressions and how to remedy them are explained in the next chapter.]

The things one should highlight (izhar) in a melody are as vast as an ocean
(bahr),! one cannot mention them in one breath. These are themes that in-
crease one’s activity, such as pointing to one’s present or expected state and
reminding one of past states, as in saying: “take the present opportunity,” “go
ahead and enjoy the pleasures,” | “hurry and seize the opportunity,” “do good
deeds,” “decide to [do something],” “I have been highly esteemed and honored,”
“may God take care of you for a long time,” “when I remember,” and the like.

Many singers often assimilate letters (that is, contract a letter into another)
during their singing; this is sometimes acceptable and does not cause much
harm. However, it is not acceptable when it is applied to the above expres-
sions; if the singer wants to do so, then it will not have the required action
on the soul, and will have no effect because it is not understood. In general,
assimilation is disliked and it is a significant shortcoming, unless one must do
so, as we have noted in the chapter on setting notes to letters.? Indeed, if the
number of notes greatly exceeds the number of letters, then the letters will not
be comprehended fully except with much effort and long contemplation, pro-
vided that the meaning (mana)? of the poem is clear. | Assimilation kills the
tarab, reduces the brilliance of the melody, and veils its beauty. Likewise, if the

notes are far fewer than the letters, then the singing will lack brilliance | and

1 Khashaba read it as bi-hayth (such that) (Kh. 88); Zakariyya Yusuf read it bi-hadd (to a limit)
(zY135).

2 Here assimilation means adding vowels, as explained in this sentence: “one must set vowels
at the extremities of the notes with ‘empty’ letters; when such vowels are hidden, they do not
spoil the meaning of the poem and they will not hide much of the poem. Such letters do not
add much to the poem or remove much of it except for their role for sound prolongations”
(fol. 74; pp. 45-46).

3 Khashaba (Kh. 88) edited it wrongly to mughanni (singer).
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sound like a recitation (gawl masrid). The best solution is the one in between.*
What also causes difficulty in understanding the meaning are problems with
speech, such as stammering (tamtama), shabbiness (raththa),’ a thin and high
tone (safir),% and a lack of clarity (kadara).”

In general, one should take care to highlight all the letters but, in particu-
lar, the sibilants (huruf al-safir), such as sin (= s); zay (= z); and sad (= s). If they
are highlighted and emitted clearly, they add much brilliance and beauty to the
sound of the voice and have a likeable and pleasurable feel. The same applies
to the nasalized letters (ghunna).

Some of these defects may be acceptable when used in a song; however, it
would be best, whenever possible, to drop out and go beyond some of them
while singing. One could be on guard about these defects or most of them, espe-
cially in letters where the tongue stumbles and substitutes some of them; this
is done either by prolonging the singing® | or by replacing a letter by another.?
As for the one who replaces a lam (=1) with a nan (= n), a ha’ (= h) with a kha’
(=kh), a sin (= s) with a shin (= sh), he simply should not sing. As for the defec-
tive pronunciation (lathgha),!° even though it is a replacement [brought about
by a shortcoming in pronunciation], it is the least harmful and is nevertheless
considered beautiful and desirable by some listeners.

4 That is, a balance between the words and the notes: too many notes make the meaning
hard to comprehend, too many letters make the singing akin to recitation.

5 Zakariyya Yusuf (zY135) edited it as ranna (ringing).
It can also mean “whistling, hissing.”
Lit., “turbidity.” Ibn al-Tahhan has more detail about good and bad speeches (Hawi fols.
69a—b; Sawa, Encompassser 179).

8 Shiloah comments on it very well, saying that to hide the defect the singer resorts to pro-
longing the voice, that is, pronouncing a difficult letter in a vague way, and drowning it
with singing (Sh. 136 n. 2). See also above p. 104, n. 2.

9 See ibdal above, fols. 129-130, pp. 89—90.

10  Al-Sillami defines it as pronouncing the letter s as th, or r as gh, or [, or y, or when the
tongue is not completely raised, resulting in heaviness, confinement, and speech defect
(al-Tifashi, Mut‘a, ed. al-Sillami 177 n. 4).



CHAPTER 26

What It Is Preferable to Hide in Melodies
[fols. 146—147; Kh. 90; Sh. 137-138; zY 135]

[The author mentions the letters, prolonged syllables, and words to avoid
because they are ugly and offensive; he also offers advice on how to remedy
them. Ibn al-Tahhan’s chapter 47: “Good and Bad Song Themes” is a much larger
chapter on this topic (Hawi fols. 51b—53b; Sawa, Encompasser 132-135). ]

There are [words and letters] in songs that are repulsive, so one must use a trick
to assimilate and incorporate them with other words [or letters] to mask them.
The following are such examples: min asfali (from below), min fawgi (from
above), istirahati (my repose), istthashi (my strangeness), because when the
i (kasra) sound is lengthened (ushbiat), it becomes ugly (gabiha).! So they [the
kasras] must be covered with notes or avoided. Similarly, if two words combine
to create an ugly utterance, then some letters should be moved forward and
some moved backward to hide the ugliness and eliminate it. It was related |
that a singer was singing to Kafur al-Ikhshidi [292—357/905-968]? when the
latter chose to begin the performance with a poem by Abii Nuwas? about a
productive person (khasib):

You are the productive one and this is Egypt.

The singer stopped at the word khasi [by not adding the letter b, it means “You
are the eunuch’] and repeated it and reached a state of farab doing so, until
Kafuar said to him, “So I am the eunuch, I know that, and what comes next?”
The singer was embarrassed and stopped singing.

1 Shiloah misread it as fatha (a sound) (Sh. 137).

2 He was a famous prince and eunuch, originally an Ethiopian slave bought by al-Ikhshidi, the
king of Egypt (d. 312/925), who then freed him, and Kafir affixed Ikhshidi to his name. Kafir
was smart—a good politician and administrator; he ruled Egypt officially for two years (355
357/966—968), though he served the Ikhshidid dynasty longer than this, from 333/945 (Hitti,
History 456—457; al-Zirikli, al-Alam 5, 216).

3 The poem is by the poetess Wallada bt. al-Mustakfl (d. 484/1091) (al-maktaba.org) or by Abu
Nuwas (al-Tifashi, Mut‘a, ed. al-Sillami 170 n. 3).
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It does not make sense to enumerate all the repulsive words; they cannot be
hidden from the one paying attention to them. Some are less ugly when uttered
by men as opposed to being uttered by women.

When prolonged some letters, such as A, ki, niz, are unpleasant* and like sim-
ilar ones they should be incorporated [with other words or letters] or avoided.

Ishaq [al-Mawsili] criticized Ibrahim b. Shakla® [b. al-Mahdi] in his pronun-
ciation [of dhahabtu] in Dhahabtu min al-dunya wa-qad dhababat minni (1left
the world and it left me); [Ishaq] said this pronunciation resembles that of the
Nabateans because he lengthened the u (damma) and stayed there.5

4 Theword is undotted in the ms; Shiloah overlooked it (Sh. 127); Zakariyya Yasuf (zy135) edited
it as ni, which is also how it appears in Ibn al-Tahhan; the latter also included the following:
ha, su, fu, ta, i, qu (Hawr fol. 53b; Sawa, Encompasser 135).

5 Shakla was his mother; her name was also given as Shikla (k4 x, 95 n. 1).

6 The anecdote is more detailed in k4. Ishaq sent a messenger to Ibrahim to tell him: “You know
that in your song, you must say dhahabtii with a waw [the long @ at the end of dhahabti],
because if you say dhahabtu with a short vowel u, and you do not extend it, as in @, then the
poetry and the melody will fall short (inqgata‘a). And if you extend it, then the language will
be ugly (gabuha al-kalam) and will be similar to the Nabatean’s language” (kA v, 288). The
Nabateans were inhabitants of Iraq; they were neither shepherds nor soldiers. Here the term
is applied contemptuously to Aramaic-speaking peasants (Honigman, Nabateans EI%; Sawa,
Music performance 136).



CHAPTER 27

Opening Songs [fols. 149; Kh. 91; Sh. 138; zY 135]

[The author advises the singer to choose songs properly to fit the patron’s feel-
ings and situation, and to avoid repulsive ones. Ibn al-Tahhan’s chapter 44:
“Opening Songs in the Company of Kings” is more detailed than the present
chapter (Hawr fols. 48a—49b; Sawa, Encompasser 124—126).]

The singer must avoid what brings the sense of an evil omen to the listener.
He must do his best because the listener greatly desires what first reaches his
ears; the singer should aspire for the song to fit the listener’s present state, or
future state, or expected and desired state. In general, he must avoid repulsive
songs, and [this is even] more true in the company of kings and eminent peo-
ple. And even though the singer [might have, in the past,] sung songs set to
various poetical themes, [kings and eminent people expect the singer] to sing
what befits the situation and use it for a particular reason.! So let us also aspire
to do that and avoid songs with frightful themes and explicit satires. The latter
should only be sung to kings and [must be] directed at their enemies and those
who disagree with them in order to calm down their [the kings'] fury. When it
comes to special requests from the audience, then we have no say in it.2

1 This is amply corroborated in x4; good choices were rewarded and bad ones were frowned
upon. See Neubauer, Musiker 91—92; Sawa, Music performance 128-138, 160, 226.

2 Shiloah misunderstood this sentence, saying that the singer’s improvisations are a domain
beyond his understanding (Sh. 138).
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CHAPTER 28

Rhythms and Rhythmic Modes
[fols. 149—160; Kh. 92—103; Sh. 139-148; 2Y 136—137]

[This long chapter is heavily based on al-Farab1’s writings, namely, kMK, k1, and
K11, either directly, or through an intermediate source. It deals with the def-
inition of types of attacks, rhythms and rhythmic modes, rhythmic variation
techniques, and the relation between verses in poetry and rhythmic cycles in
music. In addition, and of interest, al-Katib mentions the use of light rhythms
that are specific to the lyre, in dances, and in shadow plays, shadow dances,
and puppetry. It is a longer chapter than Ibn al-Tahhan’s chapter 6: “The Names
of the Rhythmic Modes, Their Types, Their Cycles, and Number of Attacks”
and chapter 9: “The Rhythmic Modes in Use” (Hawi fols. 91b—92a; g4a—b; Sawa,
Encompasser 221225, 230—232). ]

The meter and rhythmic mode (iga‘) are the temporal division of a melody
by means of attacks. They are the motion through [musical] sounds (aswat)
that are [temporally] similar and consecutive (mutaradifa)! [and that are con-
tained] in consecutive and equal time periods (azmina);? [each time period] is
called [a cycle (dawr)].3

The shortest cycle is made up of two attacks; tapping it (nagrihi) takes up
the shortest time, that is, in the words of al-Farabi (lafzihi)* and those who pre-
ceded him.5 The duration (zaman) is thus called because there are two attacks

1 Mutaradifa means not only consecutive but also similar (Lane, An English-Arabic lexicon iii,
1067-1069). It is the perfect word to use in al-FarabT's definition of the iga“to mean meter as
opposed to rhythm (kMK 435-436; Sawa, Rhythmic theories 128-129), or rhythmic and rhyth-
mic mode (k7 fol. 160b; N-KT 201; Sawa, Rhythmic theories 241). In this revised definition, the
fundamental form of the iga‘ separator excluded, consists of attacks that are equally spaced
within a cycle with a clear idea of beats, their number, and their size.

2 Azmina (sing. zaman) means a time period or a cycle.

This is the definition of al-Farabi, almost verbatim, as it appears in k11 fol. 59b (see also N-x11
131; Sawa, Rhythmic theories 324). Shiloah found this definition difficult to understand; and it
is difficult if one does not consider the updated definition of rhythm in x11.

4 Shiloah misread nagrihi and lafzihi as naqra (attack) and lafza (syllable); he then said that the
attack is the shortest time and equivalent to a syllable, but in al-Farabi the attack is timeless.

5 The wording in k11 on the same folio is different; it is about the shortest rhythmic mode com-
posed of two cycles; much like the verse, it is made up of two hemistiches. What al-Katib
mentions here comes from al-Farab’s first attempt to theorize about rhythms; in it, al-Farabi
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RHYTHMS AND RHYTHMIC MODES 109

at its extremities which delimit it; they produce the sound that remains in the
ear for a certain time. The number of attacks exceeds the number of durations
by one;” for this reason, it is easy to figure out the number of notes [in a cycle];
in a melody, without recourse to a melodic instrument, we simply count the
number of attacks and remove one | from the count, provided the attacks are
single (mufradat) and are the fundamental ones, and the iga“is considered in
its metric format [and the separator is not counted].8

The durations are surrounded by attacks out of which the musical sounds are
created (yunaghgham bihi); linking each individual sound creates the melody.
They are as in the following example in which each syllable represents an
attack: | attack duration, attack duration, attack duration, attack duration at-
tack, thus four durations delimited by five attacks.® Each one of the durations
represents a frequency (bud)!° from low to high or high to low.

The iga‘at are of two types: conjunctive (muttasil) and disjunctive (mun-
fasil). The conjunctive rhythmic mode is the one whose attacks [are equally

mentions that it is the first fast disjunctive—which is the smallest cycle—it is made up

of two attacks separated by the shortest perceivable duration, it is then followed by the

separator which is longer (kMK 456-457; MA i, 154; Sawa, Rhythmic theories 143).

KMK 136; KMK 286; MA i, 52; MA ii, 27; Sawa, Rhythmic theories 136, 166.

KMK 481; MA i,157; Sawa, Rhythmic theories 157.

8 kI fol. 161b; N-KT 204; Sawa, Rhythmic theories 248. It becomes even clearer in k11 when al-
Farabi defines the durations of the heavy and light heavy meters (k11 fol. 64a; N-k11 139;
Sawa, Rhythmic theories 339) e.g., the heavy ramal is defined as having one medium time
unit but not including the separator; here is an example of two cycles of the heavy ramal
with the separator shown in brackets: 3/2: |y 77774 (v1rvvvva) [ drrvv ) (vrrrvyva)|,

9 The Ms only shows a small circle below the word attack, yet Shiloah (Sh. 140) and Khasha-
ba (Kh. 93) added a dot after each attack, following the practice of prosodic notations: O
.0.0.0.0The O represents the attack and the dot represents the duration.

10 Lit., “amount, note, interval.”

N o

11 Theyare also called by their synonyms muwassal and mufassal. Conjunctives and disjunc-
tives are al-Farabi’s terminology in his attempt to create a theory of music that reflects
Ishaq’s definition. The term conjunctive is al-Farabt’s way of explaining three different
rhythms defined by Ishaq and quoted and commented upon in k17 fols. 79b—80a: (1) the
first consists of attacks following one another consecutively at a fast pace, and at the same
pace; it has no name, and is a theoretical construct laid out as the origin of the other two
conjunctives; (2) the khafif (light), which consists of attacks following one another reg-
ularly and at the same pace but held back more than the first one; (3) the hazaj, which
consists of attacks following one another in the same way as those of the light, except that
its tempo is slower. Note that the last two are the most common variations of the light and
the hazaj. The term disjunctive is also al-Farabi’s way of explaining six different rhythms
defined by Ishaq and quoted and commented upon in k11 fols. 8ob—81b. Their attacks do
not follow one another consecutively at the same pace like the conjunctives, but are sepa-
rated by different durations, e.g., the light ramal is such that its attacks follow one another,
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spaced and] whose cycles are connected [by means of a duration similar to the
inner durations in the cycle]. [The disjunctive mode is the one whose attacks
are not separated by equal duration, and its cycles are separated by a larger
temporal disjunction]. The separators between the disjunctive cycles consist
of durations that are longer (abta’)!? than those between all the attacks in the
cycle, | as they fall between every two cycles and their durations are double that
which occur between the attacks.!3 This is a condition that obtains in ( f7)# all
rhythmic modes. The position of the two cycles in rhythmic modes is similar
to the position of a line in a poem; the position of one cycle is similar to the
hemistich in poetry.!> The rhythmic mode is only complete if it is made up of
[at least] two cycles.’6 Sometimes the duration of the separator (al-fasila)\” is
occupied with an attack to connect two cycles; it is called the attack of passage
(nagrat al-majaz);'® another attack is added at the end of the second cycle to
rely on it [to end the cycle] and to rest; it is called the attack of support (nagrat
al-i'timad).*®

Between the heavy attacks, especially those separated by pauses (wagfa)
and slowness (ibta), there may occur small soft (layyina) attacks, rubbings
(mashat), or winks (ghamzat) by means of the plectrum; some attacks are
desired (rawm) and some [give] the scent of a vowel (ishmam). The rawm is

as two coupled together and then two coupled together, etc. with a pause between each
two pairs. For the complete definitions of all rhythmic modes and commentaries thereof,
see N-K1I 168-171; Sawa, Rhythmic theories 32—37, 409—416.

12 Lit., “slower.”

13 This definition only applies to the cycles in their metric format; see the example of the
heavy ramal above, p. 109, n. 8. This definition is verbatim from k11 fol. 59b; N-kI7 131-132;
Sawa, Rhythmic theories 325.

14 A copyist’s error (fol. 151) has wa (and).

15  See the illustration from an excellent nineteenth-century example showing the setting of
one musical bar to one hemistich, and two musical bars to a verse: p. 74, n. 7, Ya Ghazali.

16 The last two sentences go back to al-Farabi (k11 fols. 59b—60a; N-K11 131-132; Sawa, Rhyth-
mic theories 325).

17 The Mms (fol. 151) has alfazihi (its syllable); this is a scribal error that zy 136 copied.

18  Although it seems likely that al-Farabi borrowed the term majaz either from civil engi-
neering, where it means “bridge, way, road, path, alley,” or from rhetoric, where it means
“metaphor or loose trope.” It is most interesting that here he uses it in its most literal sense
of “moving, transference,” from one cycle to the next, or as a bridge that “allows” (ajaza)
and facilitates the “moving, passing, crossing or traversing” ( jaza or jawaza) from point A
to point B, that is, from one bar to the next (kMK 1018; M4 ii, 38; Sawa, Rhythmic theories
201).

19  Two versions of the refrain of Sama¥ Kiirdeyli Hijazkar of Tatyos Efendi; the top version,
lines 1 and 2, are plain, the second version, lines 3 and 4, are ornamented with attacks of
passage and support. In this example, music indeed follows poetry with two bars being
similar to a verse.
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to desire the attack, not to show it, but indicate its location so that people can
be aware of it. The ishmam | is to show it a little bit by means of a rubbing or a
wink or a small light attack.2? And in general, the greater the length of the pause
between the two attacks and the slower [the music], the greater the need to fill
the location with some of these lighter attacks.

Attacks can be doubled so that [the duration of] one attack is taken up by
two attacks.?! It is [not] good to double all the attacks in a rhythmic mode, as
this leads to less beauty; instead, one should double some and leave others sin-
gle.

Some attacks can be dropped out from one cycle or from two consecutive
ones. The empty place can be filled with the plectrum performing a rubbing
or a wink as we have mentioned already,?? so that the location can be made
apparent to the sense [of hearing]. This is what is called tamkhir.23

Heavy rhythmic modes can be accelerated (hathth) and the lights can be
held back (imsak) and slowed down (tartil). The disjunctive can be joined | as
mentioned before,?* and the conjunctive can be disjoined by means of drop-
ping out [of attacks], pauses, and hiding some of the attacks.
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20  Al-Katib took the levels of rawm and ishmam the wrong way around by copying al-Farabi’s
oversight in k11 fol. 67a; N-K1I144; Sawa, Rhythmic theories 350. In phonology the ishmam
is weaker than the rawm. See fol. 140, p. 100, n. 17.

21 As, for example, when a half note is replaced by two quarter notes.

22 See fols. 140-141, p. 101.

23 The tamkhir has many meanings: in the heavy rhythmic modes it involves doubling and
not dropping out; in the medium and light meters it involves dropping out. In k1 it involves
a very interesting performance technique, namely, a decrease in the plucking of strings
when playing the lute; this gives the impression of dropped out attacks (see more details,
fol. 180, p. 136).

24  Al-Katib explained this on fols. 151-152, pp. 110-111; in essence, it is adding attacks of pas-
sage or support, or filling the durations between attacks with soft attacks, rubbings, winks,
desires, and scents. Rubbings refer to the degree of softness, it is the practitioners’ term
for a moderate or weak attack.
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In general, the rhythm is the temporal division of a melody by means of
attacks, I mean the prolongation of the measured vocal melody [divided] by
means of attacks (maddat al-sawt al-munaghgham bi-naqarat),?® | either too
many or too few. Many [added] attacks are possible in rhythmic modes with
long durations, I mean the slow and heavy ones; lesser attacks are not feasi-
ble, but are feasible in rhythmic modes that are short and fast. The lighter the
attacks the greater their number in the long durations.

The clear and strong attacks are the loudest ones; one can figure out their
numbers and comprehend them. The weak attacks and those played in a quasi-
imperceptible way (mukhtalisa)?6 are soft and [so it is] difficult to figure out
their numbers when listening to them and attempting to comprehend them.
The strong and the weak are sometimes mixed together in a melody and some-
times not. | When the melody is made up of many light attacks, then the melody
will be easy and plain (mursal) and connected (muttasil);>” when made up of
heavy ones only, then | the melody can be slowly chanted (murattal) and [then
it is] beautiful and elegant (muharrar),?8 the latter is as strong as the former is
weak. I can compare them to two types of handwriting, the accurate and ele-
gant (muharrar) and the easy and plain (mursal) one.2? The mursal is without
beauty, has faults, and allows for indulgence and excess, whereas the muharrar
always consists of excellence and achievement.

The multiplicity of light attacks or their absence between attacks depends
on the ability and strength of the player, his technical skills (takhallus),?° the
lightness and speed of his hand or [it depends] on the heaviness and slowness
of his hand.3! | For these reasons, the rhythmic modes appears differently when
heard; [I mean] one and the same rhythmic mode might be heard once with

25  This can also refer to the poem set to measured music.

26  The Ms, fol. 153, has mumtaliya (filled, full); Shiloah (Sh. 143) and Zakariyya Yasuf (zy 137)
have the same; Kh. 94 edited it to mukhtalisa (played in a quasi-imperceptible way) which
makes more sense.

27  Mursal also means calm and without many melodic jumps. See kx4 ix, 247; Sawa, Musical
and socio-cultural anecdotes 78—79; Sawa, Encompasser 88. Muttasil means connected; the
connection is due to the fact that the attacks are light and thus close to one another.

28  In calligraphy, muharrar is a type of writing that is accurate, beautiful, elegant, free from
defects, with its characters properly formed, its faults corrected, and without omission or
erasure (Lane, An Arabic-English lexicon ii, 538).

29  For a similar passage comparing music to calligraphy, see Ibn al-Tahhan, Hawi fol. 13b;
Sawa, Encompasser 32.

30  Lit, “freedom” in the sense that the player is free of technical difficulties and has mastered
his instrument.

31 A similar and shorter sentence occurs in al-Farabl (kMK 447; MA i, 152; K1 fol. 161a; N-K1
204; Sawa, Rhythmic theories 135, 246).
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the addition of an attack or attacks, or once with the subtraction of an attack or
attacks. Its shape differs in a variety of ways, so it becomes ambiguous such that
one would think that it has completely faded away from its origin;32 the changes
are sometimes due to an alteration in the number of attacks, and sometimes
due to the alteration of the length | or shortness of the durations.33 These two
aspects are the reason rhythmic modes differ from one another.

A person looking into my book al-Mugni‘ fi [-nagham wa-l-iga“ (The con-
vincing [book] about notes, melodic modes and rhythmic modes) will find
examples of types of rhythmic modes (iga‘t);3* he may choose what he wants,
in his rhythmic modes and melodies, that is, if he is a clever instrumentalist.
In this way he can exceed other instrumentalists and effortlessly put them to
shame.

There are two types of rhythmic modes: the simple and the compound. The
simple is the one [that is] not combined with another of a different genus. The
compound is the one that combines two different genera, as, for example, one
cycle from a particular genus combined with one from a different genus, as in
a first heavy appended to ramal or the like.35

The rhythmic modes used by the Arab[ic speaking people] are seven: the
ramal, the first heavy, | the second heavy, and each has a respective light,36 then

32 Al-Farabi clearly warned that doubling the attacks of rhythmic modes in the light heavy
category would pull them out of their genus and into the light category. To remedy this, he
suggested that the added attacks be played with stealth, i.e., rubbing, wink, weak attacks
(k11 fols. 66b, 704, 74a; N-K11 144, 149, 156, 349, 361, 379).

33 Thelatter case involves the change in tempo. In addition to this, al-Farabi mentioned that
the meters (iga‘at) differ from one another according to the size of the inner durations
and the total duration of each cycle. The latter was well articulated in k7 and k11. In kI:
“The genera of disjunctive iga‘at differ from one another, either according to the greatness
or smallness of the whole durational length of the cycles, or according to the size of the
temporal parts that make up the whole duration of the cycle. It is by these that the genera
of disjunctive iga‘at differ” (1 fol. 161b; N-k1 204—205; Sawa, Rhythmic theories 248). In KII:
“The various genera of igat differ first in regard to the number of time units (beats) in
each of their cycles, and second in regard to the length or shortness of the time unit in
each one of their cycles” (k11 fol. 6ob; N-x11 133; Sawa, Rhythmic theories 327).

34 A copyist’s error has alifat instead of iga‘at.

35 Earlier, al-Farabi mentioned combining two different rhythmic modes, as, for example, a
3/8and a 4/8, oras/8and a7/8,ora7/8and a 4/8 (KMK 475; KII fols. 76a, 78a; N-K11 160,
167; Sawa, Rhythmic theories 153, 387, 404—405). This is different from compounding parts
in a rhythmic mode to create longer modes (kMK 1013; MA ii, 36; kI fol. 161b; N-kT 206;
Sawa, Rhythmic theories 193, 198, 250—251). Later on, fol. 162, p. 120, compound means two
cycles of the same rhythmic modes with differing variations.

36  Shiloah made an important remark, namely that the light heavy modes are mentioned in
passing but are not defined, as is customary (Sh. 147 n. 4).
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the hazaj, which is a light rhythmic mode but without its own light [i.e., a light
hazaj], but it could be made heavier or lighter.3”

The ramal is made up of six attacks at its maximum, and four at its min-
imum, which is the basic form.3® When doubled, the maximum number of
attacks is twelve, and the minimum is eight. If some attacks are left single and
some doubled, then the maximum [?],3° this happens when one attack is dou-
bled and another is not, they will not look like the first six single attacks because
the two sets have different durations, some [are] longer, and some [are] shorter.
The different one also consists of two cycles.*?

The first heavy is made up of eight attacks at its maximum, and six at its
minimum, which is the basic form.4! When doubled, the maximum number of
attacks is sixteen, and the least is twelve.#2 | This rhythmic mode [of two cycles]
can be four attacks followed by four but it is not liked because the quiddity of
this rhythm fades away.43

37  Al-Katib is wrong here because there is a light hazaj (Sawa, Rhythmic theories 33—34, 56,
59, 66, 69). At the end of the sentence al-Katib clearly contradicts himself. About mak-
ing the hazaj heavy or lightening it, al-Farabi delineated four types: fast hazaj, light hazaj,
light heavy hazaj, and heavy hazaj (KMK 450-452; MA i, 153; Sawa, Rhythmic theories 138—
139).

38  Thatis, 3/2 | JJ /| (the last one is the attack of passage) plus 3/2 | J J J| (the last one is
the attack of support); the two cycles combined make up six attacks. When the attacks
of passage and support are not added, we get the basic form of the rhythmic mode, and
the two cycles make up four attacks: 3/2 | /o | J o | (k1I fol. 64a; N-kII 139; Sawa, Rhyth-
mic theories 339—340). This section, which defines the modes in their basic and altered
forms, comes from k11, where al-Farabi brought in the concept of the iga‘ as a meter and
not a rhythmic mode; the attempts of Shiloah and Khashaba to transcribe them using
the modal theories of prior and later theorists were thus all fruitless (Kh. 96-103; Sh. 145—
148).

39  The ms (fol. 156) has bayt which al-Farabi sometimes uses synonymously with the iga‘,
with the understanding that the iqa“is made up of two cycles (dawr) in the same way that
a verse is made up of two hemistiches. This sentence makes no sense, and it is possible
that there is a lacuna here. Khashaba (Kh. 97) edited bayt to sitt (six), which also makes
no sense.

40  Al-Katib is trying to say that the altered ramal looks different from the basic ramal.

41 Thatis, 4/2|JJJJ| (the last one is the attack of passage) plus 4/2 | JJJJ| (the last one is the
attack of support). When the attacks of passage and support are not added, it is the basic
form of the rhythmic mode, and the two cycles produce six attacks: 4/2 | J o | JJ o] (k11
fol. 67b; N-K1I 145-146; Sawa, Rhythmic theories 352—353).

42 The ms (fol. 156) wrongly has eight, copying the minimum of the doubled attacks of the
ramal. This is then followed by a nonsensical sentence: “eight, when each attack in each
cycle is doubled and the rest are left as single.”

43  This happens when dropping out the second attacks of the basic form: 4/2 | JJo | 1J ]
becomes 4/2| oo |l
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The second heavy is made up of ten attacks at its maximum, and eight at
its minimum, which is the basic form;** [a further minimum] is six when an
attack is dropped out of each cycle.> | When doubled, the maximum number
of attacks is twenty, and the minimum is sixteen.*¢ Doubling can also involve
the second attack in every cycle, or the third or the fourth, or two attacks dou-
bled in both cycles or two in the first cycle and only one in the second cycle.
These result in heterogeneity or homogeneity between cycles.

In all these rhythmic modes, too much doubling lacks beauty. Each one of
them can undergo many variations; enumerating all of them is difficult.4? In
our era, the rhythmic mode in use | is the mustahadd;*® some of it is unknown
to many people.

The duration of every heavy rhythmic mode is twice (dif)*° that of its light
[mode].50

The attacks are of three types: the loud, strong, and resounding (gawiyya),
the soft (layyina), and the moderate (mutawassita). The strong is the full one
(mushabba‘a), the moderate is the above-mentioned mustahadda,5' and the

44  Thatis, 5/2 | JJJJJ| (the last one is the attack of passage) plus 5/2 | JJJJ | (the last one is
the attack of support). When the attacks of passage and support are not added, the result
is the basic form of the rhythmic mode; two cycles result in eight attacks: 5/2 | JJJo | JJJa
| (k11 fol. 71a; N-K11 151; Sawa, Rhythmic theories 364—365).

45  Forexample, if the third attack of the last example is dropped out, the resultis 5/2 | Jo o | J
« o | Incidentally, this is the modal way of this rhythmic mode and it is the one that Ishaq
al-Mawsili defined (k11 fol. 72a; N-k11 153; Sawa, Rhythmic theories 368).

46 The ms (fol. 157) wrongly has ten which is the maximum without doubling! As in the exam-
ple of the ramal, it is then followed by a nonsensical phrase: “ten, when each attack in each
cycle is doubled and the rest are left as single.”

47  This echoes al-Farabi, who considered them limitless (kmk fol. 1022; MA ii, 40; Sawa,
Rhythmic theories 207).

48  Shiloah read it as mustahabb (liked, best) and suggested that it could also be mutajad
(good) (Sh. 146 n. 3). Unfortunately, al-Katib does not define this term. A paragraph later
he relates it to the moderate attack, a dynamic and timbral quality, adding more mystery
to the term (see n. 51 below).

49  Shiloah translated it correctly as “twice” but also added “weak” to it (Sh. 147).

50  Al-Farabi adds to this statement, namely, by stating that each durational part (i.e., beat)
of the light heavy is twice that of the light, and each durational part of the heavy is four
times that of the light (k1 fol. 166a; N-K1 229; Sawa, Rhythmic theories 309). This makes
sense when the rhythmic modes are defined in their metrical aspects and not the modal
one; this fact led Shiloah, who did not use k1, to say that the sentence is not clear (Sh. 147
n. 2).

51  Mustahadd literally means to sharpen a knife or the like with a stone or file (Lane, An
Arabic-English lexicon ii, 524-525). Transferring this meaning to music, it means that the
sound of the moderate attack is of a higher pitch, short, and not resounding; in this respect
it fits with al-Farabr’s likening it to a short vowel and not a nunnation (see following note).
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soft is the one that one desires (rawm) or one that gives it a bit of a scent (ish-
mam).52

In measured music, the longest duration a note can take, and which is most
used in melodies and generally conforms to practice, is equivalent to the time
it takes to utter ten letters, that is, a duration of eight consecutive light attacks
followed by a pause. [If the pause is dropped out] we will have, in fact, seven
durations because the durations are always one less than the number of attacks,
as mentioned previously.>3 If a note is prolonged more than that [and followed
by a similar one] then they would lack rhythmic harmony (/tilaf’). This is the
longest duration between the beginning of two consecutive notes, | [the first
note taking up the whole duration of a second heavy cycle of 5/2 and then fol-
lowed by a second similar note]. [The duration of the beat in the second heavy
is the longest and is equivalent to a half note;] when divided in half it will give
rise to the duration [of the beat] in the rhythmic modes in the light heavy cat-
egory [equivalent to a quarter note]; when the latter is divided by half it will
give rise to the duration [of the beat] in the rhythmic modes in the light cate-
gory [equivalent to an eighth note]; when the latter is divided it will give rise
to the utmost | lightness [equivalent to a sixteenth note].5* This is the duration
used in the rhythms specific to playing the lyres (furq or turuq al-ma%zif),>

52 This paragraph is a shorter version of al-Farab1’s magisterial definitions: “Let us postulate
the attacks as belonging to three classes: some are loud, strong, and resounding (gawiyya);
some are soft (layyina); some are moderate (mutawassita). The loud, strong, and resound-
ing resembles nunnation (tanwin) in the desinential inflection in the grammar of the
Arabic language [as in un, an, in]; the moderate resembles the short vowel (haraka) added
to the letter (harf') in their language [as in , a, (]; the soft resembles the scent or the desir-
ing of the vowel” (kMK 986; MA i, 27; Sawa, Rhythmic theories 166-167).

53  From where this paragraph is taken in al-Farabi, it is not letters but light sababs (such as
tan) and the pause is defined as being close to double the duration that falls between two
light sababs. Here al-Farabi alludes to is the duration of the heaviest and longest rhythmic
mode, the second heavy in 5/2, that is, five half notes (kMk 988—990; M4 i, 28—29; Sawa,
Rhythmic theories 172—173).

54  Indeed, the original text without the square brackets is obscure. This is caused by al-Katib’s
juxtaposing of two unrelated passages: one from kMmk and one from k11. The passage
from kMK relates to the duration of the longest and slowest rhythmic cycle, the second
heavy in 5/2. The passage from k11 relates to the duration of the beat in this heavy rhyth-
mic mode and other heavy ones, and is equivalent to a half note; the durations of the
beats in the light heavy and light are respectively a quarter note and an eighth note (kmx
992-999; MA ii, 29-30; K1I fol. 61a; N-KII 133—134; Sawa, Rhythmic theories 175-180, 328—
329).

55  See p. 72, n. 19, re. fol. 109. Turg and turug (from sing. tarq); ma‘azif (sing. mi‘zafa). The
Ms has a damma (u) over the ¢ but no vowel marking over the r. Shiloah (Sh. 110 n. 3) has
turaq, but it is more likely turg or turug; for their various meanings, see fol. 219, n. 7, p. 171.
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the takri;5 rhythms [used in music for] the shadow play, shadow dance, and
puppetry (turq al-khayal),57 | the kettledrums (dabdab),® and the like. As to
what is used in melodies [among the fast rhythmic modes] it is the one that is
a quarter of the beat in the heavy rhythmic modes [a quarter of the half note is
the eighth note].>®

The hazaj is made up of ten attacks [at its maximum,] five in each cycle,
six at its minimum number [three in each cycle] and this occurs | when the
second is dropped out together with either the fourth or the third.6° Dropping
out means removing (hadhf ) the attacks. The cycles of the hazaj are used in a
homogenous or heterogenous way; doubling is not possible in it because of the
shortness of its durations,®! | and will rob it of its beauty. This rhythmic mode
was not used very much by the ancient composers, such that Mabad composed
only one song in it.62

56  This is also how it appears in Ibn al-Tahhan (Haw fol. 100a; Sawa, Encompasser 248). Lit-
erally, it means burping, belching; it is an interesting metaphor as it suggests a quick burst
of notes in succession. Al-Katib, however, does not mention what instrument produces
such a sound. Shiloah suggested taqri* instead of takri“ and defined the former as the fast
beating of light attacks, but he does not state what instrument produces these attacks (Sh.
147 n. 7). Khashaba edited it as takrij, a derivative of kurraj (hobbyhorse dance) and sug-
gested an instrument used for it (Kh. 102 n. 1). k4 relates the instruments used in the kurraj,
namely, the drums and loud oboes (tubul and surnayat) (x4 xviii, 71-72; Sawa, Musical and
socio-cultural anecdotes 247-248).

57  Shiloah translated it as an evocation formula (Sh. 147).

58  The related word dabdaba (pl. dabadib) mean short motions, the sounds of hoofs falling
on hard ground, cries, shouts, noises, or clamor, a kind of drum; dabdab (pl. dabadib) also
mean a drum (Lane, An Arabic-English lexicon iii, 842). Farmer is more precise, translating
it as kettledrum (A history 154, 207-209, 210).

59  The original sentence is faulty; it says, “As to what is used in melodies [among the fast
rhythmic modes] it is the ones that use half of half of the first duration, which is the short-
est of durations used out of the highest of eight attacks”; the “eight attacks” may be part
of a cut up sentence about the minimum number of attacks in the second heavy (fol. 157).
Right after it comes the definition of the hazaj that should have come earlier after the
second heavy; very likely there is a lacuna in the ms.

60  Thatis, 6/8|.5 )0 )b (thelast one is the attack of passage) plus 6/8 | > > > b > )| (the last
one is the attack of support). Here al-Katib decided to overlook the attacks of passage and
support giving 6/8 | > > > > )| > b > b ]|, ie, ten attacks with five in each cycle. Dropping
the second and the third attacks results in 6/8 | .. > J| J. » J|; dropping the second and the
fourth results in 6/8 | J JJ| J J /|, thus, six attacks in the cycles combined. Except for the
version in which the second and third are dropped out, the rest is found in k11 fols. 76a—b;
N-KII 161; Sawa, Rhythmic theories 389—391.

61 Thisis from k1 where al-Farabi mentions that doing so will lead to attacks in a thundering
manner (k1 fols. 163a—b; N-kI 213; Sawa, Rhythmic theories 267).

62 This is not correct, as we know from k4 that Hakam al-Wadji, one of the ancient com-
posers, excelled in composing in the hazaj (kA v, 230—231; KA Vi, 283; Sawa, Musical and

Sh. 148

Kh. 103

160



118 CHAPTER 28

The remaining heavy rhythmic modes, other than the ones [mentioned
above], are not used in melodies in our era.®® As for the lights, they are used
only in the shadow play, shadow dance, and puppetry (tara’iq al-khayal), the
lyres, the rebec (rabab),5* dances, and the like. I have mentioned many such
topics in my book, the Mugni“.

As for what Ishaq al-Mawsili mentioned about the rhythmic modes, for each
genus ( jins) he mentioned only one type (raw‘) and one aspect (wajh);%5 he
thought that [the one type] was all there was [to the rhythmic mode] in prac-
tice and all that was possible. But we must not think that what he mentioned
is the basic form of the rhythmic modes; this is not the case because he men-
tioned the basic form of some, whereas he did not mention the basic form of
others and instead mentioned their types, [i.e., variations] which included dou-
bling and dropping out. This we have elucidated in the Mugni‘.5%

socio-cultural anecdotes 97-98). In addition, according to one narration, one of the three
best songs was by Ibn Surayj in the hazaj rhythmic mode (x4 i, 8).

63  Unfortunately, al-Katib neither mentions their names nor defines them; they appeared in
his other book, the Mugni as is clear at the end of this paragraph.

64  Shiloah correctly suggested that it is not the rabab but the dabadib for two reasons: the
rabab does not fit in this context; and a previous sentence (pp. 16-117) sounds similar to
this one, that is, it includes the shadow dance and lyres (Sh. 148 n. 3).

65  Types and aspects are the variations of the basic form of the rhythmic mode. This para-
graph is a summary of al-Farabi’s commentary of Ishaq’s theory (k11 fols. 79b—81b; N-k11
168-171; Sawa, Rhythmic theories 409-416).

66  Again, it is most unfortunate that this book has not survived; more could have been
learned about both rhythms and Ishaq’s writings.



CHAPTER 29

Being in Rhythm
[fols. 161-164; Kh. 104—105; Sh. 149—-151; ZY 139]

[Here al-Katib stresses the importance of being in rhythm in both perfor-
mance and composition. More importantly, likely being a composer himself,
he explains how a composer sets music to a poem, namely, by starting with
the first poetic foot and setting it to a musical division and, if he is satisfied
with that, he goes on to the next foot, etc. until the whole verse is composed.!
Then he goes to the process of trial and error to fine-tune the melody, a process
encountered in KA. ]

By “entering” in rhythm, [we] mean being in its temporal measure and [in sync
with] the number of its attacks; “exiting” the rhythm [being off rhythm] is to
be off [the measure and the number of attacks]. The vocal notes must be in
sync with the rhythmic mode, they should be measured with the attacks of the
rhythm so that the motions of the rhythms correspond to the motions of the
vocal notes, and likewise, silences correspond to silences.? When they come
together in time and break in time, then this is called “entering” in rhythm; not
being together in time is “exiting,” misfitting, and temporal disharmony. One
should look carefully into the rhythms and their cycles, as they should come
together in time in the cadences (end of sections or end of melodies or end of
the second cycle) in a symmetrical and similar manner; they should also come
together in time | with regard to the long and short notes; the last poetic foot
of the first hemistiches ( fawasil, sing. fasila) and the last poetic foot of the sec-
ond hemistiches (magqati, sing. magta‘) should also be measured and properly
calibrated with the rhythmic cycles, | and should follow in pairs;® cutting off
(magta‘) the song should fall on the last note of the second cycle.*

Lit., “entering in rhythm.”
See the example of the song Ya Ghazali, n. 7, p. 74.
It means the poetic foot of the first hemistich, then the poetic foot of the second hemistich,
then the poetic foot of the first hemistich of the next verse, then the poetic foot of the second
hemistich of the next verse, etc.

4 Sometimes al-Farabi refers to the end of the verse as nihayat al-bayt or magta“ al-bayt, which
also means the end of the second musical cycle (k11 fol. 68a; N-K11 146; Sawa, Rhythmic theo-
ries 352—353).
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A compound (murakkab) rhythmic mode is one whose two cycles are differ-
ent; [if ] they are similar, then the mode is not compound.® The magta‘should
also be set at [the end of] each set of two cycles and remain the same [for the
rest of the melody].6 This occurs mainly in compound cycles made up of two
different cycles; one should contemplate this in such compound rhythms, as
they are amazing.

The composer should begin to compose his melody [by first] determining
what rhythmic mode he will use, being cognizant of its measure and duration,
I mean its duration and whether it is slow, fast, or medium, and maintain its
fundamental form (‘amid)” and set its rhythmic part [by tapping it] | against
the first foot of the verse until he masters it.8 He may then proceed to the next
poetic foot and concentrate on | setting it correctly into that rhythmic mode
and its measure and to notes that come to his imagination and which belong
to a particular melodic mode (isba“).? If the hemistich is musically finalized

5 Here compound does not mean two different rhythmic modes juxtaposed (as was the case
in fol. 155, p. 113), rather it means the same rhythmic mode with differing variations following
one another. This is what al-Farabi called heterogeneity (mukhalafa) (k11 fol. 65b; N-k11 142;
Sawa, Rhythmic theories 345, 478, 612).

6 The magqta“ could mean the end of the melody or a section thereof, or it could mean the
last poetic foot. If it is the end of a section, it would mean the melodic material is the same
throughout the song.

7 InIbn al-Tahhan, the word ‘amiid means the basic constituents of the rhythmic mode: “The
number of attacks is the basic constituents (‘amiid) of the rhythmic modes,” that is, the basic
rhythmic mode before variations are applied (Ibn al-Tahhan, Hawrt fol. g2a; Sawa, Encom-
passer 224). In kA the word ‘amud means the basic melody without ornamentation: “Ibn
Jami* used to prepare the highest note (sayha) of the song before composing its basic melody
(‘amud); [‘Awn al-Tbadi sang a song of his grandfather, Hunayn b. Balwa‘, with a voice that
lacked beauty] but he did not stray from the main melody (‘amud al-sawt) until he finished
it” (kA ii, 353; KA Vi, 293; Sawa, Musical and socio-cultural anecdotes 78, 202). In k4 the expres-
sion ‘amiid tariga means a melodic mode played in a scalar manner (k4 v, 353-354; Sawa,
Encompasser 21, 226).

8 That is, having the musical division (gisma) properly set to the poetic foot (tajzia); see Ibn
al-Tahhan, Hawi fol. na; Sawa, Encompasser 23.

9 The following example of Ya ghazali (O my gazelle), a classical nineteenth-century song from
Aleppo, illustrates this point well. The first measure, in 9/4, is set to the first hemistich Ya
ghazalt kayfa ‘anni ab‘aditk, and has the prosodical scheme fa‘ilatun fa‘ilatun fa‘ilin. The com-
poser divided the lyrics as follows: Ya ghazalt = fa‘ilatun; kayfa ‘annt = fa‘ilatun; ab‘aduk =
failan. Then he musically divided the 9/4 into three sets of 3/4: the first set is “married or
clothed” to Ya ghazali = fa‘ilatun; the second set is kayfa ‘anni = fa‘ilatun; and the third set is
ab‘aduk = fa‘ilun. Note that, in the Arab world, in classical song compositions (muwashsha-
hat) the medieval setting of poetic divisions to musical ones survived up to the beginning
of the twentieth century; it was then gradually replaced by a freer style of setting lyrics to
music.
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(istawa),!° then he listens to it and tests it (dhaga);!* if he finds it pleasant, [and
finds that it] flows with ease and [is] natural in this rhythmic mode, then he
puts the final touches to it and releases it. If not, then he resorts to other varia-
tions (ghara’ib)'? of the rhythmic mode; if its measure works out properly then
he goes back to the notes [already composed, i.e., pitch-wise,] follows them,
replaces whatever he likes with what is more pleasant, stronger, and more har-
monious with one another such that it is ordered according to what is necessary
(yajibu)' to reach a composition according to his talent and knowledge.

Talent sometimes hits the mark and sometimes fails, but knowledge never
fails because it is based on known laws and a well-established order. So if the
talent is perfect and follows the rules, then the talent adds other [positive]
aspects to the laws. The composer keeps doing this until | he is delirious and
raves about his melody; with further practicing and performing it, repeating
and revising it, | evaluating it many times, the melody then gains more beauty
and excellence.* The melody becomes clearer with such repetitions and revi-
sions; it is better when heard from the shackles at its end [?], lightened in such
a way that the characters agree with it.1% If he could examine it with the help of
the lute, that is better.!¢ If this is not possible, then he could show it to someone
whose taste he trusts and who is a music connoisseur and, if not, a practicing
musician.

Ya gha-za - & /' kay - fa ‘an - ni /i ab - a - diuk
Fa-9-1a -tm ¢ fa-49 - 1la - tun I} fa - 'i-lin
m 9 J J J d J ]
4 r I I r I i
(dumm) (tak)

10  Lit, “straightened up.”

11 Lit., “tastes it.”

12 Khashaba (Kh. 105) edited it as gara’ib (relatives of, variations of); Shiloah (Sh. 150) also
has variations. This means that if a variation does not work, then the musician moves to
another one that may work.

13 Khashaba (Kh. 105) edited it as yuhibbu (likes).

14 This is corroborated in an anecdote in KA ii, 365; KA v, 172, 220; KA vii, 88-89; Sawa, Musical
and socio-cultural anecdotes 76—78.

15  This is an obscure sentence, Shiloah also found it problematic and suggested the follow-
ing, with reservations: “It would become clearer by applying [repetitions and revisions] to
it and will become easier to hear in his last achievement in a way that the natures could
agree with it” (Sh. 151).

16 See KA v, 172, 236—237; KA XXi, 75; KA Xxii, 52, where a musician uses the lute accompani-
ment to examine a composed song; see also Sawa, Musical and socio-cultural anecdotes
76—78, 81-82.
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CHAPTER 30

The Theft of Melodies (al-Sarigat)
[fols. 164—169; Kh. 106-108; Sh. 151-154; ZY 139-140]

[This is a shorter version of Ibn al-Tahhan’s chapter 19: “The Grand, Medium,
and Smaller Composition,” and chapter 27: “Tricks Used in Stealing Songs and
Precautions to Prevent This” (Hawi fols. 19b, 21a-b, 20a, 31b, 22ba-b, 32a—34a;
Sawa, Encompasser 50-53, 87—92).! There are various ways to use or alter a
melody of a song to create a new one: set it without any alteration to a new
poem of the same poetic meter as the original; set the melody to a poem of
the same poetic meter, but change the rhythmic mode and alter the durations;
do the same but also alter the tempo; set the melody to a poem of the same
poetic meter, leave the rhythmic mode intact, but change the melodic mode;
set the melody to a poem of the same poetic meter, then add or remove notes;
set the melody to a poem of a different poetic meter and change the rhythmic
mode, add or remove notes, and if it is not possible, then replace the notes. The
chapter ends with a paragraph unrelated to the theft of songs, but related to
the nobility of attributing its composition to other musicians for fear of social
censure. |

The skilled singer can take the melody of a song and transfer it to another poem
(darb)? in various ways, one in which taking the melody is veiled, and one in
which it is apparent. The veiled [method] is the better one. This is similar to
what occurs in poetry, speech, and in treatises that some people appropriate
from one another. The original melody is the one that brings pleasure because
it is more elegant, likeable, and preferable.

The singer may take the melody of a song | and set it to another poem that
has the same poetic meter as the original; this is the easiest way;3 [or] he keeps

1 Shiloah translates it as the kinder and gentler “borrowing” (emprunt) (Sh. 151), but the Arabic
word is unequivocally theft. Shiloah is justified in using the term “borrowing,” as we learn in
this chapter that the melody can be taken intact or altered.

2 The word darb has many meanings: playing, plucking, instrumental piece or exercise, play-
ing technique or style or ornament, instrumental performance, instrumental rendition of a
song, instrumental accompaniment (Sawa, Musical and socio-cultural anecdotes, 386—387).
Here the context clearly indicates yet another meaning: a poem that is to be set to music.

3 Ibn al-Tahhan calls it the smaller composition and agrees with al-Katib saying that it is the
least exacting (Hawt fols. 204, 21b; Sawa, Encompasser 52—53). Ibn al-Tahhan provides more
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the original melody but changes its rhythmic mode.* Or he changes a fret to
another one but leaves the rhythmic mode intact; in this manner the notes
change and the [new] melody hides its origin [a little bit] more than in the
previous case, and the melodic mode (naw®) is altered; for example, it is in the
mazmum melodic mode then is altered into the mahsir melodic mode, or other
modes. [Changing the rhythmic mode] is not easily done in every melody; it is
possible in some and difficult in others. To make sure this is possible,® the com-
poser should contemplate all the notes in the melody, and not alter the notes
but change their durations by adding or curtailing the durations a bit® in the
whole melody or in sections of it.

One can also change notes from one melodic mode to another by either flat-
tening or sharpening [them]. It is also possible that notes can be added | to
alter the melody, or some notes can be removed so that the original melody is
unrecognizable. | If the singer goes a step further to look into | transferring the
notes of a melody into a poem of a different poetic meter as well as altering the
rhythmic mode, then the original melody will be unrecognizable. If he adds or
removes notes, that is even better; if the addition and removal are not possible,
then he can resort to replacing notes. In these various alterations, one can set
the same poem to music in different rhythmic modes and different melodies.”

detail: he explains how it is done, namely, by setting the poetic divisions of the new poem
to the musical division of the original one; he also explains the reasons for using this easy
type of composition: to steal and play a trick on a rival, or because the composer did not have
enough time to compose a completely new song.

4 Shiloah gives a literal translation of the text, that is, without the addition of “[or],” namely,
the melody is unchanged but the rhythm is changed. As it is the easiest type of composing,
as stated by both al-Katib and Ibn al-Tahhan, then it cannot change the rhythm because that
would make it more difficult. There are amusing examples in the x4 in which the musician
indeed changes the rhythmic mode, rhythmically altering the melody and setting it to a new
poem: a song of Ishaq in the ramal rhythmic mode was altered by Mukhariq into the first
light heavy rhythmic mode (k4 v, 366; KA xxii, 302-303); a song by al-Abjar in the first heavy
rhythmic mode was altered by Ishaq into the second heavy rhythmic mode (x4 i, 60, 253);
Sawa, Musical and socio-cultural anecdotes 64—65, 87.

5 The Ms has a copyist’s error here; it says “not possible” fol. 165; Khashaba (Kh. 106) and
Zakariyya Yusuf (zy 139) did not notice it.

6 The text is ambiguous; it may also mean adding or removing a few notes, not their durations.

7 Thisisamply demonstrated in k4, see for instance, K4 ii, 238; KA vi, 239; KA iX, 153-154, 248; KA
xviii, 308—309; KA xx, 298; Sawa, Musical and socio-cultural anecdotes 110-114. Ibn al-Tahhan
details more techniques, such as changing the locations of high and low notes; changing the
melodic movement; using different ornaments; controlling the sections and cadences to fit
the change; altering the musical divisions to fit the new poem (Ibn al-Tahhan, Hawi fol. 21b;
Sawa, Encompasser 52). Al-Katib adds the replacement of notes and the change in durations
and tempi.
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Ishaq al-Mawsili said:

If one of two competing composers is more skillful than the other, and
the latter sang a song which the more skillful worried that he could not
match, but knew that it could be altered successfully into another rhyth-
mic mode, then he alters it [and sings it]; if he is unable to alter the
rhythm, then he would alter the tempo from fast (hathth) to slow (habs)?
or from slow to fast and sing it.

In my opinion, this will not go unnoticed by animals, let alone to humans.®
[Ishaq] also said:

If he wishes, he can change both the rhythmic modes | and the tempi
(agdar),' he can speed [it] up in some places and slow [it] down in other
places, making it at times heavier and at times lighter, changing it to ramal
at times, and hazaj at other. If he does this, he will win over his friend.

This statement from Ishaq made people act irresponsibly in these matters
because it came from him.

I find his statement—that one can change both the rhythmic modes and the
tempi at the same time—difficult to execute. If one does it, he will be accused
of foolishness and delirium. Ishaq made a mistake and kept repeating it, and in
addition he did not mention the changes that affect the rhythmic modes.!!

8 The Ms has jins, which means rhythmic mode, but it makes no sense here. Al-Katib very
likely copied the copyists’ mistake from al-Farabi’s mss, which have jins instead of the
more fitting word habs (holding back). D’Erlanger (M4 ii, 31) correctly read it as habs
(posé); see also Sawa, Rhythmic theories, 179—180.

9 Altering the tempo is hardly a change that will go unnoticed by anyone!

10  Agdar (sing. gadr) means duration; it does not mean that some durations are longer or
shorter, but that the durations are uniformly longer or shorter in the song, i.e., it is a change
in tempo. This becomes clear in the next sentence where the statement says speeding up
or slowing down.

11 Al-Katib erred in his attack on Ishaq here. One can certainly go from ramal (a 3/2 rhyth-
mic mode) to a hazaj (a 6/8 rhythmic mode) and change the tempo at the same time:
one can play the 3/2 in a slow tempo and the 6/8 in a fast one. Similarly, al-Katib erred
when he said that Ishaq did not mention the changes that affect the rhythmic modes;
al-Katib's sentence is in the wrong place, because in this passage Ishaq did not mean a
variation affecting a particular rhythmic mode, but a change from one mode to another.
However, al-Katib is correct—copying al-Farabi—that Ishaq did not mention the changes
that affect the rhythmic modes; in his writings Ishaq only gave one version of a rhythmic
mode and did not tackle the variations, see fol. 160, p. 118.
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Sometime a skillful musician can use subtle means to alter some melodies
from their original mode/style and, as a result, the melodies will be better and
more pleasant. He can do so by going through various melodies and getting to
know the style of every composer, [he then alters them to suit his taste], for
it is likely that each composer is unique in his style, excels in it, and is known
by it. | The skilled and intelligent listener will be able to figure out the identity
of the composer by recognizing his style. Similarly, the skilled listener will be
able to know that some melodies are modern, [he will know] from where they
derived [stylistically] and know the way they were composed. [In this respect]
I witnessed a singer who sang:

Have I not perhaps exhausted my riding animals for you
And overburdened them crossing through the waterless desert though
they were limping

I had not heard this song before and the listeners liked it. I was asked about it,
so I said it is fine but | it was a modern melody. We asked about it and we knew
that it was composed by the singer himself; such a style cannot go unnoticed
by [an expert like me] to whom the song was sung.

It was related that ‘Abdallah b. Tahir al-Mus‘ab1'? [182—230/798-844]|—a very
skillful composer—attributed a song he had composed for Malik b. Abil-Samh
[d. ca. 136/754].1 A number of singers learned it and thought it was Malik’s
composition, until one day it was sung before [the caliph] al-Ma’'muan while
‘Abdallah and Ishaq were present. It was mentioned that it was Malik’s song, |
but ‘Abdallah told Ishaq that it was his. Ishaq checked Malik’s song collection
but could not find it. Ishaq was very impressed with ‘Abdallah’s skill and style.
The song is:

O Bani Jarm, have you not given a drink to your prisoner
I will ransom myself for you from those who have a burning thirst for
revenge.

12 He was the governor of Egypt and then Khurasan under al-Ma’man and al-Mu‘tasim. He
was a patron, a man of letters, a poet, and a musician (Kilpatrick, Making 322).

13 He gave his song to Malik because he used to deem himself above the art of singing (x4
xii, m-112; Sawa, Musical and socio-cultural anecdotes 366—367). He also attributed his
compositions to his slave girl Shaji and to Fulayh b. Abil-‘Awra’ (x4 ix, 40, 122; Sawa, Musi-
cal and socio-cultural anecdotes 150, 366—367). For more details about the social status of
musicians, see Sawa, Musical and socio-cultural anecdotes 336—377.
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Whoever can imitate the compositions of such skilled musicians would reach
the highest degree and best rank.14

14  This story does not fit well in this chapter because there it does not relate to stealing a
song or slightly altering it; rather it is about a matter of attribution.



CHAPTER 31

The Strings
[fols. 169—175; Kh. 109—111; Sh. 155-159; ZY 140-141]

[In this chapter al-Katib explains the acoustical reasons for high and low
pitches, the number of strings used and the ratio of their lengths. The open-
ing paragraph of this chapter is similar to Ibn al-Tahhan’s part 2, chapter 5: “The
Strings, Their Characters, Names, Choosing [ Them], and Stringing Them on the
Lute” (Hawr fols. 8gb—91b; Sawa, Encompasser 217—220). Al-Katib adds more
detail than Ibn al-Tahhan about tuning and the mathematical ratios between
the notes and the consonances (unison, octave, fifth, and fourth). On the other
hand, Ibn al-Tahhan adds interesting detail about stringing the lute. ]

Compactly twisted (mustahsafa) strings cause acuity (hidda) and the less dense
(mutakhallil) [strings] cause alower sound (/in). The thin (ragig)? strings cause
acuity and speed, I mean the speed of the motion [of vibrating strings]; the
thick [strings] cause a lower [frequency] and slower speed [of the vibrating
strings]. The former penetrates the ear and pierces the air, and, in the case of
the latter, the thickness of the body [of the strings] and their slow motions?®
[do not allow speed and penetration]. Since the notes have high (Aadd) and low
(thagqtl) pitches—by high we mean light (khafif ), and by soft (layyin)* we mean
heavy—|these result from solid (sulb) and soft (layyin) [strings], fast (sart) [and
slow (batr’) vibrations], so they made strings for them to relate to and resemble
(haka) so as to be complete and fulfill all the notes, and thus be more brilliant
and more perfect.

The matter is not what Ishaq and his followers have said; he thought that two
strings® [third and fourth strings] have enough notes so that one has no need
for other strings. He forgot, but really did not know, that the five strings were
set up to cover all the notes a human can sing:® | [the high and the low notes]

1 Lit, “softness.” Ibn al-Tahhan adds an important detail here, namely, that the silk and gut
strings, respectively, cause the high and low sounds (Hawi fol. 8gb; Sawa, Encompasser 217).
Ibn al-Tahhan has the synonymous dagig (Hawt fol. 8g9b; Sawa, Encompasser 217).

Ibn al-Tahhan has the synonymous expression “heaviness of their motions” (Hawi fol. goa;
Sawa, Encompasser 217).

4 Soft (layyin) is the equivalent of low (thagil) above.

Al-Katib wrongly has “one string,” in fact, they are two strings, see n. 6 below.

6 This relates to a passage in Ibn al-Munajjim in which he quotes Ishaq as saying that there are
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by means of thin and thick [strings], and solid and soft [strings]; this leads to
the supreme perfection.

According to the scholars there are five strings; they arranged them—agreed
among themselves—to extract [them] and represent all natural and human
notes. The fifth string is similar in its tuning and proportion to others strings,
and is fretted similarly.” It has a beautiful and wondrous position in the lute:
it helps complete the melodies, improves instrumental performance, and in-
creases the number of notes thereby reaching the full range [of the double
octave].® | Many musicians disliked the addition of the fifth string because of
their lack of skill and their inclination toward simplification and reduction, and
they dispensed one thing for another.® They added here, and removed there,
until they limited them to four strings and four frets in their lutes. This is the
original [tone system] that the ancients knew.!® Other people increased the
frets by using the complete set of frets,!! thus by adding more; they also added |
strings so that each is not [produced by] a double but by a triple string; | the
purpose is to amplify the sound. But, in general, the middle road is what we
have mentioned above [i.e., double strings].

If the strings are tuned in the usual way [i.e., in perfect fourths], then the
note from the open first string [ G1] will be an octave lower than the index fin-

ten notes in use, and that they are extracted from the third and fourth strings. Of course,
Ishaq was aware that they had their replica at the lower octave, except for the open third
string note, which does not have an equivalent an octave lower (Risala 17-18).

7 This means it is tuned a perfect fourth higher than the previous strings, and the ratio of
its thickness follows that of the other strings (see below).

8 The first four strings give notes from Gi to E flat 2; the fifth string gives E flat 2 to G3. In
short, the five strings give the double octave G1 to G3. However, in Ibn al-Munajjim, the
purpose was not to achieve the double octave but to reach E2, which is the tenth note in
the gamut of Arabic music (Risala 18).

9 This means they used another way to obtain the E2. This is clarified by Ibn Munajjim
(Risala 18) who mentions that some musicians disliked adding a fifth string just to obtain
one extra note (i.e., E2). They resorted to finding E2 below the E flat 2 fret on the fourth
string, or they chose to find it an octave lower, as Ei, that is, from the ring finger of the
second string.

10  He alluded to the tone system of Ibn al-Munajjim, which is quite reductive. The four frets
are the index, middle, ring, and little fingers giving the following notes, if the open string
is G: A at 204 cents from the open string; B flat at 294 cents from the open string; B at 408
cents from the open string; C at 498 cents from the open string. The system overlooks the
three other middle fingers: the Persian and two Zalzal frets respectively at 302, 318, and 354
cents from the open string. For further details, see the lute charts of al-Farabi and al-Katib,
pp. 204—205, and Sawa, Music performance 75, 79.

11 See the lute charts of al-Farabi and al-Katib, pp. 204—205, and Sawa, Music performance
79.
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ger fret of the third string [G2],!? the ratios [of their length] will be 2/1, that
is, a double.!3 The note of [the index finger fret of the third string {G2}] will be
double [the length] of the ring finger fret of the fifth string [ G3], called al-hadd.
The ratio of the notes between the two extreme strings [highest and lowest] |
will be 4/1,14 that is, a quadruple. The note of each open string will be equal to
a time and one-third of the next string [4/3], | that is, like the half and quarter
[of the preceding string,'® i.e., %], the ratio of 4/3 is also the ratio between the
open string and its little finger fret.

The ratios (munasabat)'é between the notes can be equal, such as between
the little finger of a string and the open string that follows it [1/1]. Or it can be
double, such as between the index finger fret of the first string [A1] and the ring
finger fret of the third string [A2], or the index finger fret of the second string
[D1] and the ring finger of the fourth string [Dz2], or the index finger of the third
string [G2] and the ring finger of the fifth string [G3], or the open first string
[G1] and the index finger fret of the third string [Gz], or the open second string
[C1] and the index finger fret of the fourth string [C2], or the open third string
[F1] and the index finger fret of the fifth string [F2], or the Persian middle finger
fret of the first string [B flat 1] and the little finger fret of the third string and
the open fourth string [B flat 2], or the Persian middle finger fret of the second
string [E flat 1] and the little finger fret of the fourth string and the open fifth
string [E flat 2], or the Zalzal middle finger of the first string [B1 Z 354 cents]
and the first anterior of the fourth string [B2 Z 1554 -1200 =354 cents],'” or the
Zalzal middle finger fret of the third string [A2 Z (1350 -1200=150 cents)] and
the second!® anterior | of the first string [A1 Z 150 cents], or [the Zalzal middle

12 Al-Tifashi calls this tuning the mazmim (Mut‘a, ed. al-Sillamy, 133).

13 To understand the ratios in this paragraph one has to think (hypothetically) of the first
string being stopped in its middle; this gives the octave and the ratio of 2/1, where 2 rep-
resents the full length of the first string and 1 represents its half, which coincides with the
index finger fret of the third string. Similarly, if the first string is stopped at its quarter,
this gives the double octave and the ratio of 4/1, where 4 represents the full length of the
first string and 1 represents its quarter, which coincides with the ring finger fret of the fifth
string.

14  Ms (fol. 172) and Khashaba (Kh. 110) have V4.

15  Shiloah (Sh.157) adds “third string,” which is not in the ms.

16 The Ms (fol. 172) wrongly has sabbabat (index fingers). This passage, as correctly noted
by Shiloah (Sh. 157 n. 2), is quite confused; I have been able to correct the confusion by
referring to the lute chart I made for al-Katib’s frets.

17  There is no fret on the fourth string to give 354 cents, so it is between the open string (294
cents) and the first anterior (392 cents) and not the second anterior, as the Ms and Shiloah
(Sh. 157) state.

18  Ms (fol. 172) and Shiloah (Sh. 157) have “first.”
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finger fret] of the fourth string!® [D2 Z (1848 -1200=648 cents)] and the sec-
ond anterior of the second string?® [D1 Z 648 cents].?! All of these are called
the most perfect consonances.

Or the ratios can be one and one-half times, such as the note of every open
string and the note of the index finger fret of the next string [e.g., the open first
string G1 and the index of the second string D1].

The first consonance?? is called the one and one-third, that is, the perfect
fourth, as | we have mentioned before. The second is the octave.?3 | [The third]
is the fifth.2* These are the intervals [of consonant notes].

It has been already established that no animal [or human being] can start
with a [first string G1] note, and end beyond a note half of half [of its string,
G3], that is, the note from the ring finger of the fifth string, which is a note half
of half of the first string, | or beyond double of the double of the [frequency of
the first string]. If one starts at the bottom with the open first string [G1] then
one needs to set (nasb)?® a fifth string to obtain half of half [of the first string]
or the double of double [of its frequency] [G2]; the latter is the higher octave
of the octave [siyah al-siyah] of the former; the former is the lower octave of
the octave [sijah al-sijah] of the latter.26 Some practitioners [however] content
themselves with four strings and find them sufficient.

19  Ms (fol. 173) erroneously has watar (string) instead of zir (fourth string).

20  MS (fol. 173) erroneously has “the first anterior of the first string.”

21 Shiloah edited it as the Zalzal middle finger of the fifth string (hadd) (1146 cents) with the
first anterior of the third string (mathna) (1094 cents).

22 Thisis incorrect because the first consonance is the octave, the second is the fifth, and the
third is the fourth.

23 This is followed by an obscure sentence: “[The octave consonance] means the complete
string, that is, all the consonant notes, consonants at their extremities, because the ratio
here is about the extremities of the notes.”

24  Thisis again followed by an obscure sentence: “It follows the same ratios.” In al-Farabi the
octave and the double octave are the great consonances; the fourth, octave plus fourth,
the fifth, and octave plus fifth are the medium consonances (kMK 14-115, 1059-1060; MA
i, 41; M4 ii, 50-51; Sawa, Music performance 95-97).

25  The Ms wrongly has “half (nisf) of the fifth string”; its half will not produce the required
half of half, that is, the G3 note; it will produce the E flat 3. Khashaba (Kh. 111) correctly
edited it to nasb (setting) but Shiloah kept the wrong word nisf (half) (Sh. 158).

26  Al-Farabi gives more detail about the types of siyah and sijah. There are three types of
siyah: the higher octave (al-siyah al-azam, meaning the siyah), the higher fifth (siyah
awsat, meaning medium siyah), the higher fourth (siyah asghar, meaning small siyah).
There are three types of sijah: the lower octave (al-sijah al-a‘zam, meaning the sijah), the
lower fifth (sijah awsat, meaning medium sijah), the lower fourth (sijah asghar, meaning
small sijah) (kMK 14-115, 505, 517; MA i, 41,169, 174).
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There are different tunings, but the most famous and common is the one in
which the note from the ring finger of every string is similar to the open string
that follows it. One starts with the bamm string because it is the first string;
it gives the first note, which is also the lowest and most powerful. Some peo-
ple attribute power to the high notes because of their powerful propagation,
but this does not serve our purpose. The one who chose the high notes did so
because of the propagation and strength of the sound, whereas the one who
relates the powerful sound to the low notes | does so because of the length of
their strings. | After tuning the lute in the usual manner, we can go back to the
first string and tune it [to Fo] an octave lower than the third string [F1]%7 to suit
the modes that use open string melodic modes (mutlagat).?8 The idea [behind]
adopting this tuning is to strengthen and amplify the notes. It is also possible
to tune the first string to the [lower octave (A flat 1) of the] middle finger fret of
the third string [ A flat 2] to accommodate the melodic modes that use the mid-
dle finger fret of the third string as a tonic in the course of the middle finger fret
(mahmaulat). Likewise, we can tune the first string to the [lower octave {A1}] for
the modes that use the ring finger fret of the third string [A2] as a tonic in the
course of the ring finger fret (mahsurat),?® etc., but there is no need to expand
further.30

27  Tuning the first string to be in unison with the third string is problematic; if it is tuned
that high it will break the string.

28  This agrees with al-Tifashi (Mut, ed. al-Sillami 133).

29  Al-Tifashidoes not have the mahmiilat and the mahsurat, rather he has the mujannab and
the khusruwani; the latter two consist of tuning the first string to the E and G flat respec-
tively (al-Tifashi, Muta, ed. al-Sillami 133).

30  For athorough, lengthy discussion of alternative tunings according to al-Farabi, see kMK
597—627; MA i, 207—215.
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CHAPTER 32

The Names of the Melodic and Rhythmic Modes
(Tara’iq) [fols. 175—184; Kh. 112-117; Sh. 159-165;
7Y 141-143, 138]

[This long chapter is very interesting in that it defines the old names of the
melodic modes that Ishaq made obsolete with his new terminology.! The old
names appear sporadically in the sources and are only defined in al-Katib’s
work. We learn that the mazmum is related to the index finger, the mahma!
is related to the middle fingers, and the mahsur is related to the ring finger.
He defines the courses after Ishaq’s writings, detailing three types of mid-
dle finger frets, the ring and index finger frets, and the lowered index fin-
ger fret, and the related suspended mode. He defines the rhythmic modes
according to al-FarabT’s k1, then he defines the tamkhir from al-Farabr's kmk,
kI, and k11. After this, he defines the heterogeneity and the technical con-
cept of surayji. This chapter is similar to Ibn al-Tahhan's part 2, chapter 6:
“The Names of the Rhythmic Modes, Their Types, Their Cycles, and Number
of Attacks”; part 2, chapter 18: “The Definitions of al-surayji, al-makhari, al-
mujannab, and al-mukhalif” (Hawr fols. 91b—g2a; 102a—103b; Encompasser 221—
225;262—-264).

There are many differences of opinion among people regarding the modes; they
use technical terms that would take too long to explain. Most are related to the
fingers, and the rest are related to the finger frets.2 The most famous and com-
mon are those attributed to the four fingers: | the open string (mutlaq) is related
to the little finger, the mazmuim to the index finger, the mahmaul to the middle
finger, either to the first middle finger fret [Persian] | or the second middle fin-
ger fret [Zalzal], and the mahsur to the ring finger. Each is of a sharper pitch
than the one preceding it: | the lowest is the open string and the following ones
are gradually ascending pitches.

The open string is thus called because it contains the notes that come out of
all the open strings and the ones resembling them. A thing is called according

1 Zakariyya Yasuf placed the section on rhythmic modes in chapter 28: “Rhythms and Rhythmic
Modes.”
2 There are four fingers and five additional frets.
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to what it corresponds to, [what] is similar to it, and [what is] close to (mujawir)
[it];3 for this reason the open string is related to the little finger.#

The mazmum is thus called because it corresponds to the first note produced
by the first fret that one fastens to the neck; it is stopped by the index finger [A1].

The mahmaul is thus called because it resembles something carried between
two things, as if it is carried between the little finger fret [ C1]% and the mazmam
fret [Ax]; it is associated with the middle finger fret [B Persian flat or B Zalzal
half flat].6

The mahsur is thus called because it is confined” and gives a powerful sound;
it is associated with the ring finger fret [Bi].

I have seen people calling the two middle fingers the first mahmil and sec-
ond mahmaul; they mean the first mahmal is the first middle finger fret, and the
second mahmal is the second [middle finger fret]. Some also call the ring finger
fret | the mahmul.®

A good way to determine the melodic mode [of a song] is as follows: if the
notes of the open string and their similar notes coming out of the little finger
are abundant [in a melody], then its melodic mode will be referred to as the
one [starting] with the open string [as a tonic]. There is no need to mention
the little fingers since the open strings are equivalent to them. | We have fol-
lowed the language of the practitioners because it makes it easy to understand
the modes.?

In our opinion, we see that the index finger fret must be included in all
melodic modes and melodies, because it is a constant that does not change.
The genera that differentiate the modes are three: the two middle finger frets
and the ring finger fret. If the genus uses the ancient middle finger fret [related

Lit., “neighboring.”
As, for example, the open second string C1 is the same as the little finger of the first string.
The text has the equivalent “open string.”
More correctly and precisely, it is between the ring finger fret [B1] and the index finger fret
[A1]. However, Shiloah makes a very important remark: the middle finger frets (B flat Persian
and B half flat Zalzal) and the ring finger fret (B) are a variety of thirds in relation to the open
string (G) and are all thus “carried” or “between” the index finger fret and little finger fret;
these thirds are but a variety within the tetrachord made up of the open string, the index,
one of the above thirds, and the little finger fret. For these reasons, even the ring finger fret is
considered “carried” between the index finger fret and the little finger fret; to that effect, see
the next paragraph.
7 This may mean that the fret is confined between the middle finger fret (B flat and half flat)

and the little finger fret.

See p.133, n. 6.
9 This sentence is mistranslated by Shiloah (Sh. 160-161); he says: “In their speech, people con-
fuse the two ways of obtaining these notes because of their [equal] relation[ship].”
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to the Persians], then it will be attributed to it; if it uses the ring finger fret,
it will likewise be attributed to it. This will obtain when the note in question
[that defines the genus] is dominant in the melody;!° no melody is without
one of these three genera. This is similar to the opinion of physicians regard-
ing the senses; they count four and overlook the fifth because it is included in,
and similar to, all four. | They keep the sight, hearing, taste, and smell senses
but leave out the [sense of] touch because [touch] is common to [all four of
them and [is thought] to resemble them.!! The reason I left the index finger fret
in every melodic mode and melody is because it is common and present in all
modes. The middle finger frets—Persian and Zalzal-—and the ring finger fret
are the three courses [and are the variables, whereas the open string, the index
and the little fingers, are the constant]. If two of the three are present in one
melody, then it is called murajjah (inclining).!2 If the note of the index finger
is lowered (linat)'® and replaced by the note of the mujannab (anteriors to the
index finger), then the process is called tajnib. The melody | remains the same
except for the replacement of one note with another. But if this anterior is used
instead of the note of the index finger, then the melodies gain softness (/in) and
the melody will be called mujannab (anteriorized); this is my opinion.

The softened mazmum is related to the anteriors to the index finger fret.
In this type, the anteriors to the index finger fret, the middle finger Persian
fret, | and the middle finger Zalzal fret follow one another on one string.!* It

10 If, for example, the melody starts with a mode that has the open string as a tonic, the result
will be three different tetrachords, depending on the course the mode takes: one can be in
the course of the Persian middle finger fret (G A B flat Persian C); one can be in the course
of the Zalzal middle finger fret (G A B half flat Zalzal C); one can be in the course of the
ring finger fret (G A B C). The constants here are the G, A, and C.

11 Thisis an erroneous idea that was rejected by Aristotle (Barker, Greek musical writings 11,
375 1. 43).

12 Bymurajjah al-Katib must have meant “inclining” between the ring and the Zalzal middle
fingers, or the ring and the Persian middle fingers, or the Persian and the Zalzal middle fin-
gers. However, as the paragraph continues, he switches to the index finger and its anterior.
The meaning of murajjah (inclining) is clear in Ibn al-Tahhan’s definition of the tarjih, but
it is not related to the ring and middle fingers; he defines the tarjih as making the notes
incline (murajjah) between the melodic mode starting with the index finger (mazmim)
and the melodic mode starting with the open string (mutlaq) (Ibn al-Tahhan, Hawi fol. 31b;
Sawa, Encompasser 85). Shiloah translated it as “disturbed”? (Sh. 161).

13 Lit, “softened”

14  Shiloah correctly remarked that, without further explanation from al-Katib, it is hard to
figure out the series of notes that make up the mode (Sh. 162 n. 2). It is worth noting that
the use of the ring finger fret and the middle finger frets in one song is mentioned in x4;
however, the middle finger frets are referred to by the general term “middle finger fret.” In
KA there are mentions of melodies made up of eight notes and ten notes: the eight notes
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is called softened because when one uses the first mazmam in the third and
fourth strings, and likewise in the first and second strings!® [they are both soft-
ened but] one thinks that they are similar, when in fact the one on the upper
strings [first and second]' is softer because it is of lower frequency (sijah).\”
This!® is called by many people the anterior to the middle finger (mujannab al-
wustd), but in truth, the anterior to the middle finger fret [294 cents from the
open string] is the one between the index finger fret [204 cents] and the middle
finger fret of the ancients [302 cents] (wusta al-qudama’); it is also called the
Persian middle finger fret.1® The practitioners’ use of the middle finger fret of
the ancients [302 cents] or the anterior to the middle finger [294 cents], and
more often the Zalzal middle finger fret [354 cents]?? in some melodies [they
do so by replacing either the middle finger fret of the ancients (302 cents) or
the anterior to the middle finger (294 cents) with the Zalzal middle finger fret
(354 cents)]. This is so because the note of this fret,  mean the Persian middle
finger fret, or the anterior to the middle finger fret, is used to replace the note of
the | index finger fret [204 cents]; the aim is to fortify the note by sharpeningita
bit;?! it is much liked | in melodies that are suitable to this kind of replacement.

are F G Ab (or half flat) A Bb C Db (or D) Eb (or half flat). The ten notes are F G Ab (or half
flat) A Bb C Db (or half flat) D Eb E. In some melodies, the notes follow one another in
succession, and in others they do not; the latter is the more artistic one (Ibn al-Munajjim,
Risala 24; KA viii, 373—375; KA iX, 43, 6061, 344—345; Sawa, Musical and socio-cultural anec-
dotes 22—28).

15  The Ms adds the wrong expression, “the first string of the mathlath.”

16  The stringing of the lute is such that the low frequency strings are set at the top.

17 This is the lower fourth (sijah asghar, meaning small sijak), and not the lower octave, as
Shiloah stated (Sh. 162) and the lower of the lower fourths, etc.: for instance, the B flat 1
and E flat 1 on the first and second strings are a fourth, a seventh, and a tenth lower than
the A flat 2 and D flat 2 on the third and fourth strings (see n. 26, p. 130 above about the
small sijah).

18  There must be a lacuna because it is not clear to what the word “this” refers.

19  Itisinteresting to note that the interval between the anterior of the middle finger fret and
the Persian middle finger fret is 8 cents, or less than half a comma; it is still found in the
Syrian ganins that use nine or eleven levers. Al-Katib diverges from al-Farabi about the
anterior to the middle finger and the Persian one: al-Katib’s Persian middle finger is al-
Farabi’s anterior to the middle finger (294 cents) and al-Katib’s ancient middle finger is
al-FarabT’s Persian middle finger (302 cents).

20  The practitioners would most likely use either the middle finger of the ancients (302 cents)
or the anterior to the middle finger (294 cents) but not both in succession as they are so
close to each other; then the practitioners would add the Zalzal middle finger fret (354
cents) to either one depending on whether it is used in succession or separately.

21 In al-Farabi the replacement technique is the opposite: the anterior to the index finger
replaces the index finger, namely, lowering it and not sharpening it (kMK 1060-1061; MA
ii, 51; Sawa, Music performance 97-99).

180
Kh. 15



Sh. 163

7Y 138

181

136 CHAPTER 32

Most of them belong to the open string modes. The anterior to the middle fin-
ger fret is the same | as the Persian [middle finger fret]. I heard some people
calling this mode the suspended (muallag).??

As for the rhythmic mode known as the makhuri, in the opinion of most
people in our era it is synonymous with the second light heavy, it is the second
heavy lightened. The technique of tamkhir can affect all rhythmic modes but is
better in some rhythmic modes than others; regardless, it became quite popu-
lar as a technique in the second light heavy. In general, it consists of dropping
out some attacks from the mode, namely, dropping attacks from the funda-
mental form of the rhythmic mode [i.e., in their metrical forms], or lightening
them, and speeding them up [?] by means of scents (ishmam) or attacks per-
formed stealthily in a quasi-imperceptible manner,?3 or soft attacks (layyina)**
or pauses.2> Because practitioners used these techniques in the | second heavy
and the second light heavy,26 the tamkhir was then related to them.2”

22 The meaning of suspended may be due to the fact that the index finger is not used in the
melodic mode that starts with the open string as tonic.

23 Thisis a term al-Farabi borrowed from Arabic phonology to refer to the soft dynamic and
timbral quality of double attacks (Sawa, Rhythmic theories 349).

24  The Ms has bayyina (clear) but it is definitely a copyist’s mistake; soft (layyina) is the cor-
rect word, because it is in apposition to the scents and the stealth attacks, and all share
the same level of timbre and dynamics.

25  Al-Katib obtained his information from al-Farabi but he mixed lightening with speed.
Lightening is the correct word; it involves doubling the attacks (the half note is replaced
by two quarter notes) and some of the doubled attacks are performed softly by means
of scent or stealth; speed affects the tempo, and it is unclear how the scent, stealth, soft
attacks, and more importantly the pauses, would cause an increase in speed!

26  Al-Katib is wrong here; the technique is only used in the second light heavy, which is also
known as the makhiri; he misunderstood al-Farabi’s exposition of the tamkhir; see the
next footnote.

27  Al-Farabi explains the tamkhir in kMK, K1, and k11. The tamkhir has many meanings and
all are rooted in the idiosyncracies of the makhiiri; because its metrical form has a mul-
titude of attacks, and the space between them is worth a quarter note (5/4 JJ/.J), then
it is possible to drop out a few of them; this is called tamkhir. This technique, applied to
other rhythmic modes, means making the durations of some or all attacks in any rhythmic
mode similar to the first part of the makhuri, that is, a duration of a quarter note (5/4 JJ
J). Because these attacks are made to look like the first part of the makhiiri, the technique
of copying such attacks is referred to the related and derived word tamkhir; the rhythmic
modes affected by this technique are qualified by the related word mumakhkhar. In the
case of the heavy rhythmic modes with a beat of a half note, the tamkhir means doubling
the attacks, thus making them lighter and converting them to quarter notes. The reverse
obtains when the tamkhir is applied to the light rhythmic modes; the eighth note beat is
converted to a quarter note by dropping out attacks, or hiding them by the use of desire
or scent or stealth. In k7 it involves a very interesting performance technique, namely,
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The mukhalif is [the term used to describe] when the successive cycles are
rhythmically different;28 if you listen carefully it will not escape you. It is such
that the attacks in the first cycle differ from the [attacks in the] second cycle
in number and arrangement. Since this technique happens often in the ramal
and the hazaj and is pleasant, it was then related to them. This technique is
also possible in other rhythmic modes, but people are not aware of it; they
overlook it and concentrate only on the previous two modes.?? Sometimes the
ramal and the hazaj with tajnib are also called mukhalif, but this is not cor-
rect.30

In general, the mode must be related according to its end or its beginning,
when it comes into existence; as for what is agreed upon from a group of players
(durrab)®! | in various places | it is not to be believed. What we have mentioned
is what is possible.

The surayji is [the term used to describe] what resembles some of the com-
positional style of Ibn Surayj; he was unique in this style in his era, and the
style was named after him. If notes in a melody resemble such a style, then
they were attributed to him and called surayji. One should only use this term
in relation to his melodies, but [some] use the term musarraj for melodies and
notes [of other composers imitating his style]. In the same vein, the makhari
is attributed to a rhythmic mode characterized by its attacks. So if a composi-
tional style (tariga)3? must be attributed | to Ibn Surayj’s melodies, then another

a decrease in the plucking of strings when playing the lute; this gives the impression of
dropped out attacks (Sawa, Rhythmic theories 115, 179-180, 232—235, 300—302, 383—384,
426).

28  This means applying different variation techniques from one cycle to the next. In al-Farabi
there is a technique to that effect; he refers to it by the related term mukhalafa (hetero-
geneity); it adds variety and beauty and prevents boredom (k11 fol. 65b; N-k1I 142; Sawa,
Rhythmic theories 345, 478, 612).

29  This is absolutely false, as there are many examples in al-Farabr’s treatise that show het-
erogeneity in other rhythmic modes (Sawa, Rhythmic theories 267 1t.).

30  Khashaba (Kh. 115) edited the word tajnib as takhfif (lightening) but this does not make
sense. Ibn al-Tahhan explains it as being used in the pandores more than the lute, and
adds that its origin is the ramal mahmul and that its rhythmic mode [?] was altered to
raise the index finger fret to its anterior and therefore, this name was used (Hawi fol. 103b;
Sawa, Encompasser 264). Though Ibn al-Tahhan’s sentence is obscure, it reiterates the fact
that the tajnib technique is part of the mukhalif. It may be that if one cycle uses the tajnib
and the following one does not use it, then they are mukhalif to one another not by virtue
of rhythmic variations but by virtue of melodic ornaments. For an interesting example of
ramal with tajnib, see Safi al-Din, al-Risala al-Sharafiyya, MA iii, 182; Sh. 163 n. 3.

31 The Ms has duriab (pluckings, beatings, rhythmic modes); Shiloah translated it as [types
of] terms; regardless, the sentence is quite obscure.

32 This usually means a rhythmic or melodic mode, but in this context it means a com-
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style should be attributed to the melodies and compositional style of Ma‘bad,
another to al-Gharid, and to others who each have their own compositional
style; in such cases one would say ma‘badi, gharidi, as one says surayji.

As for the sayings of Ibrahim and Ishaq [al-Mawsili] and those who followed
them regarding the expressions mazmim in the course of the ring finger and
[mazmum] in the course of the middle finger, it was a statement and opinion in
their time. | Ibrahim or Ishaq called them by these names;33 according to Ishaq
the course is either the middle finger fret or the ring finger fret. This is what
he said in his book:3* “Singing follows two courses on every string (tabaqa);33
one is the middle finger fret and one is the ring finger fret.”*¢ These are his
words. Then he said that the index finger is shared by both [ring and middle
finger tetrachords]; this is known by one’s sense and practice, not by theoreti-
cal knowledge or analogical deduction. He also said: “Whichever is the course,
then the tetrachord (tabaga) will be attributed to it.” He is correct in what he
said,3” but the courses in our practice | are three whereas he counted only one
middle finger fret; however, if he considered that one middle finger fret meant
three different ones (Persian, ancient, and Zalzal) then he is fine.

As for the ramal and the first heavy, it was mentioned that Ibrahim called
them by these names. As for the ancients, they knew the rhythmic mode |
of one duration, [by this] they meant the ramal; [by] the rhythmic mode of
two durations, they meant the first heavy; [by] the rhythmic mode of three
durations, they meant the second heavy; [by] the rhythmic mode of four dura-
tions, they meant the fazaj.3® As the number of attacks increases, the dura-

positional style. As the paragraph continues, it is clear that al-Katib contradicts himself,
because the composers he names all have their distinctive style.

33 This may be the case for Ibrahim, but not for Ishaq, since the latter was responsible for
the elimination of the old terminology and its replacement by his own, e.g., the mazmam
became “the index finger as a tonic” (kA v, 269—270; Sawa, Musical and socio-cultural anec-
dotes 16—18).

34  This may be Kitab al-Nagham wa-l-tiga‘ (The book on the notes and melodic and rhythmic
modes); he wrote more books by this title, and none have survived (Ibn al-Nadim, al-Fihrist
174). It could also be another book mentioned by al-Farabi (k11 fol. 79b; N-k11168-169) that
was entitled Kitab fi Ta’lif al-nagham (The book on the composition of notes and melodic
modes) (Sawa, Rhythmic theories 30—31).

35 Lit., “sound level,” but it can also mean a tonality or a tetrachord (Sh. 164).

36  This is the same as reported in Ibn al-Munajjim, Risala 17, 22.

37 Lit., “his taste is correct in this meaning,’

38  The definitions were copied from al-Farabt’s Kitab al-Iqa‘at (Book of rhythms) (k7 fol. 162b;
N-KI 209; Sawa, Rhythmic theories 256—258) where he defines the durations but excludes
the separator. The ramalis 3/2 | | ¥t { ¥2 22 |; the first half note represents the first duration,
the next two half notes after the second downward arrow represent the separator; in the
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tions increase.3¥ Here we have brought useful information. The ancients also
knew the heavy, the medium (wasat), the accelerated (mahthith),*° the het-
erogeneous (mukhalif), the homogeneous (mushakil), the [one] dropped out
(matwr), and the [one] doubled (muda‘af).

same manner the first heavy 4/2 is two durations plus separator: | 4 ¥ | ¥t} 2122 the
second heavy 5/2 is three durations plus separator: | + ¥ |4 2¥| L ¥t | 2222 |; the hazaj 6/8
is four durations plus separator: | 47 47 {7 47 {77 .

39 This is the case of the fifth and sixth lights, 7/8 and 8/8 (k1 fol. 162b; N-k1 209; k11 fols. 62b,
77b: N-KI1135-136, 164; Sawa, Rhythmic theories 257, 332, 398).

40  This word is preceded by al-mahthuthayn [?] which is the dual form of mahthith, both
Khashaba (Kh. 117) and Shiloah (Sh. 165) overlooked it.
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CHAPTER 33

The Qualities of the Singer
[fols. 184—191; Kh. 118—121; Sh. 165-170; ZY 143-144]

[Al-Katib outlines the criteria to check before taking on a good student; he also
delineates the criteria for a good singer and the importance of practical and
theoretical knowledge; he mentions the superiority of women in performance;
warns students to avoid bad teachers, especially those who sing below pitch
or those who over-ornament their performance; he advises teachers who teach
students who sing the high notes below pitch to avoid songs with high pitches.
Ibn al-Tahhan’s chapter 69: “The Qualities of a Skilled Singer” and chapter 73:
“How to Choose Would-Be Singers in Order to Teach Them Singing” (Hawt
fols. 64b—66b, 69a—70a; Sawa, Encompasser 170-173, 179—180) shares some top-
ics with this chapter; the latter also adds some interesting anecdotes. |

For the art of singing one must choose the perfect student. It is rare to find a
person knowledgeable in this art, as well as naturally talented, with a clear and
beautiful voice, not an incomplete (ndgisa) one, below pitch, | nor broken [i.e.,
not continuous| (mungati‘a),! nor disheveled, disordered, or disarranged (mun-
sha‘itha).2 He must have met and studied with the skilled singers, learned their
styles | and methods, must have spent most of this time with them, and must
not be young in age. In fact, one does not profit from teaching a young person
who is still growing [and not yet mature], who is not stable, who goes from one
thing to another and one method to another, unable to find the right one. So
one cannot gain much from teaching a young person. It is worthy for a youth,
[should he want to] perform correctly [in the future], to study with a skilled
teacher and to have excellent natur[al talent].

1 Shiloah (Sh. 166 n. 1) translated the last two words as imperfect and strangled because they
occur again as opposite—according to Shiloah—another word “crammed and with much
timbre” (redondantes, zawa@’idr) on fol. 187 (Sh. 167). They are not necessarily opposite the
latter; they are just bad voice qualities and according to Ibn al-Tahhan, they refer to a voice
that can barely be heard, or singing below pitch when singing high notes (Hawt fols. 28a, 67a;
Sawa, Encompasser 71,176).

2 The related word sha‘ith occurs on fol. 195 but is not defined. Luckily, Ibn al-Tahhan defined
it as “a sound that is clear sometimes, disarranged at other times, with an unfinished sound”
(Hawt fol. 27b; Sawa, Encompasser 71, 175-176).

© KONINKLIJKE BRILL BV, LEIDEN, 2025 DOI:10.1163/9789004712096_036



THE QUALITIES OF THE SINGER 141

The perfect person in the art of singing is the one who sings with tarab
and causes his audience to reach a state of tarab (atraba), who performs well
when he sings, who imitates (haka) [the previous great masters] and relates
and transmits (rawa) [the tradition], and has a deep comprehension of what
he performs. Rarely does one encounter such an artist. It was related that
only three have perfected these matters: Ibrahim b. Maymun [al-Mawsili] [125-
188/742—804], ‘Alluya* [and Ishaq]; Ishaq was more knowledgeable [in theoreti-
cal matters] but his voice was less beautiful than theirs.5 It was also said that the
one who excels is the one endowed with a beautiful voice. It was also said that
the one who excels is the one endowed with | four characteristics: natural dis-
position (tab), capability (igtidar), a moving and touching mood (shaja), and
knowledge. Lacking one of the four makes a singer | three-quarters excellent;
lacking two makes him half excellent; lacking three makes him one-quarter
excellent; lacking all four makes him not excellent at all!

Most of these good qualities are not found in most eras, except in women.
If all of them are found in one woman, then, to me, she is excellent a thou-
sand times. The superiority of this art is more [often] found in women; with
them the art is more durable [and more reliable] and more | prosperous.® Ishaq
said: “Vocal compositions are [akin to] written works (nusakh)? that men create
and women redact (harrara).”® He also said: “If the singer has perfected three

3 The two verbs haka and rawa literally mean “to relate, narrate, tell.”

4 KA reports the following about his beautiful and powerful voice and his intellect: “Al Wathiq
used to say, ‘The singing and voice of ‘Allaya is like the sound of a washbasin that is struck,
it remains in the ears for an hour after he stops’”; “Allaya is more knowledgeable in under-
standing (a‘raf fahman) what comes out of his [head], and more cognizant (a%am) of what
he sings and performs on the lute” (k4 xi, 334, 337; Sawa, Musical and socio-cultural anecdotes
179, 198).

5 Thisis corroborated in k4, which states that Ishaq had a less beautiful voice than other singers
and he overcame it by introducing the technique of takhnith, an ambiguous term that means
singing in counter-tenor style; singing softly; or a head voice (k4 v, 326—327; Sawa, Musical
and socio-cultural anecdotes 204—205).

6 Aninteresting anecdote in K4 corroborates the durability of this art [of singing] with women.
When the singer Mukhariq made mistakes in his singing, Ishaq told him to go to the older
songstresses of al-Harith b. Buskhnnar to correct his mistakes (ka xxiii, 179; Sawa, Musical
and socio-cultural anecdotes 163). For women singers, the art made them more prosperous,
see following sentence in the text.

7 Khashaba and Zakariyya Yasuf wrongly edited it to nasj (fabric, weaving) (Kh. n9) and nasgj
(woven fabric) (zv 143).

8 Zakariyya Yasuf wrongly edited it to akraza (to preserve) (zY 143). The verb harrara also
means to revise, edit, clarify, as well as release; thus, this sentence deals with the role of
women in improving the song and also spreading it. This sentence occurs verbatim in al-
Farabi (kMK 59; MA i, 11). See also the interesting footnote, M4 i, 309 n. 12, where D’Erlanger
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qualities, then he does not need a fourth one; these are the narration and trans-
mission (riwaya) [of the tradition], imitation (hikaya) [of the previous great
masters], and awareness of musical knowledge (diraya). It is as if he dropped
out the moving and touching mood (shaja) though [the singer] needs® to have
it, and [Ishaq] decided on what was most important and useful”

Malik b. Abi l-Sambh said: “I asked Ibn Surayj about people saying: ‘So-
and-so makes mistakes (akhta'a), and so-and-so hits the mark in his
singing (asaba).'®

187 He said, ‘The singer who hits the mark is the one who fully orna-
ments (ashba‘a)" the melodies, fills (mala’a) the musical notes with
proper and sufficient breath,!? scans the poetic measure (‘addala al-
awzan),'3 clearly articulates the words ( fakhkhama al-alfaz),** takes
care of the grammatical inflections (irab),’® holds long notes and
cuts short notes according to their proper durations, and performs
the songs correctly according to their various genres of rhythmic
modes; such a singer is the one who hits the mark’

I mentioned what he said to Ma‘bad who said, ‘If there was a Qur’an of
singing, it would be thus.”

Itis strongly advisable not to learn from a singer who sings below pitch (al-nagis
al-nagham, al-qati*).}® Only the very clever can learn from him [by avoiding

quotes the last two verses of the ballad in Azénor of Barzaz Breiz’s Chants populaires de
la Bretagne: “the bard of the old master had composed it, and a damsel wrote it.”

9 Khashaba edited wrongly as “does not need” (Kh. 119). Here the quadripartite division
of “transmission, imitation, awareness of knowledge, and touching mood” differs in two
characteristics from the quadripartite mentioned earlier: “natural disposition, capability,
moving and touching mood, and knowledge.”

10  Thispassageis heavily reduced from the original one that occurs in x4 i, 315; Sawa, Musical
and socio-cultural anecdotes 206—207. It is less reduced in Ibn al-Tahhan (Haw fols. 64b—
65a; Sawa, Encompasser 70—71.) and fully quoted in al-Tifashi (Muta fol. 16; al-Tifashi,
Muta, ed. al-Sillami 77).

11 A copyist’s error (fol. 187) has yushbih (to imitate) instead of yushbi (to fully ornament).

12 Thisis important not only to produce a good and full sound but also to have enough air to
finish a long and difficult passage without weakening or veiling the notes. For more detail,
see fols. 101-102; pp. 65—66.

13 This is very important for composition, as each poetic foot should fit properly to a rhyth-
mic part. It must also be adhered to carefully in the performance.

14  Thatis, to have good diction, so that the words are clearly understood when sung.

15 That s, the nominative, accusative, and genitive cases, all of which are important to under-
stand the meaning of the sentences.

16  This is clearly defined by Ibn al-Tahhan, who gives the reason people sing below pitch,
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his intonation mistakes]; otherwise [those who are not as advanced] will hurt
their throats learning from him. It is also strongly advisable not to learn from a
singer who over-ornaments his melodies (zawa’idr);'” his songs are always dis-
organized, unsettled (mudtarib), and unstable. Every day he sings differently,'8
leading the student astray.

I think Yahya b. Khalid asked Ishaq about a singer and consulted him about
his singing. [Ishaq] said: “He is good but not useful as a teacher.” [Yahya] said:
“And why [is this] so?” | [Ishaq] said: “Because of the over-ornamentation out
of this throat, | so one cannot learn from him.”® This singer is Wajh al-Qar‘a,2°
as we are told by al-‘Attabi and others. The teacher with a good voice leads
the student to profit from his beautiful voice and teaches him his style. Verily
throats are not constant; they can change positively or negatively according to
the student’s imitation of his teacher.?! Imitation is a large part of this art. It was
related that the writer ‘Amr b. Bana, despite the hardness of his throat ( jasa)
and its lack of touching mood, was the most skilled at imitation. He would learn
a song and imitate its composer, so that if he were singing but not seen, the
audience would think that it was the composer singing it. He sang solo, that
is, without accompanying himself on an instrument; he was thereby known as
having a superior quality that others did not possess.2?

such as the nature of their throats, having a disease, giving birth, going through puberty,
being fatigued, being obese, being a habitual wine drinker, or having bad teachers (Hawi
fols. 67a—b; Sawa, Encompasser 175). Shiloah mistranslated it as imperfect and strangled
because he had not consulted Ibn al-Tahhan (Sh. 166 n. 1).

17 Lit, “added notes.” Later al-Katib defines it as added notes that are densely packed (fol. 195,
p- 149). Ibn al-Tahhan defines it similarly as “the one with notes added to the song itself,”
i.e., over-ornamented (Hawr fol. 27a; Sawa, Encompasser 69). In k4 they can be aestheti-
cally pleasing or detrimental to the melody, and if the singer changes the ornaments a lot,
then the student will have a difficult time learning the song (x4 x, 129; kA xxiii, 179; Sawa,
Musical and socio-cultural anecdotes 41, 164). Shiloah mistranslated it as redundant and
with too much timbre (Sh. 167).

18  Lit, “in a different color.”

19  Shiloah mistranslated it as “notes with a heavy timbre which cannot be imitated” (Sh. 168).

20  Thisis reported in kA among the anecdotes about the ‘Abbasid singer Wajh al-Qar‘a (k4
xv, 359). Mukhariq was another singer who over-ornamented his songs, and Ishaq clearly
mentioned him as an unreliable transmitter: “Mukhariq, with his mastery over his voice
and excessive ornamentation and creative changes (kathrat al-nagham) cannot convince
someone to learn from him because he does not sing a song as he learned it and does not
sing it twice the same way, because of his additions (kathrat al-zaw@’id)” (kA xi, 334; see
also x4 x, 129; Sawa, Musical and socio-cultural anecdotes 179).

21 Clearly a bad teacher damages the student’s voice, especially if he sings below pitch; see
Ibn al- Tahhan (Hawr fols. 34b—35a, 67a—b; Sawa, Encompasser 94, 175).

22 The fact that a singer singing without accompanying himself was superior is corroborated
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In the same vein, it was related that a male mourner (na’#) heard about an
animal in the sea called a mermaid, which came out of the water when it felt
people traversing the sea and it appeared in absolute brilliance. It has | hair and
face like a human and whistles in such a way that humans could not resist and
threw themselves at it. For this reason people blocked | their ears. The mourner
took a boat and arrived at its location, but when they got close to it, the people
in the boat immediately blocked their ears as they usually did. They pointed to
him to do likewise, but he refused and said: “Tie me to the mast [or pole] and
leave me alone.” They did, at which point the mermaid appeared and whistled;
the mourner lost consciousness for an hour. When he woke up, he imagined
the sound that was imprinted on him. He used it when mourning and chanting
and his voice was fashioned out of it. He returned to his city and became one
of akind.

It was also related that Ibn Jami‘ and Ishaq went to the majlis of [Harun]
al-Rashid. Ibn Jami‘ was in love with a woman from Medina.2? He had asked
al-Rashid to ask the postmaster to let him know of her news | in every letter

in the anecdote of Ibn Jami‘, who sang a cappella, thus needing no aid; he said that he was
like a wild gazelle that needed no veterinarian (i.e., a metaphor for an accompanist) (x4
vi, 298). In composition, for obscure reasons, the reverse was the case: the composer who
did not compose without the help of a music instrument produced weaker compositions.
Whereas ‘Amr b. Bana was a superior performer for not needing instrumental accompa-
niment, at the same time he was a weaker composer for not using one: “What prevented
‘Amr b. Bana from reaching the rank of the leading composers was that he was a murtajil
(he sang unaccompanied), and the murtajil among the new generation cannot reach the
level of the instrumentalists” (k4 xv, 269; see also KA xi, 343—344; Sawa, Musical and socio-
cultural anecdotes 151). It could be that using an instrument while composing helped with
the sections and cadences, and may also have helped with the use of more than seven
notes.

23 In k4 (vi, 305-308; Sawa, Musical and socio-cultural anecdotes 283) there are two anec-
dotes narrating this event, and both were about Ibn Jami’s mother, not lover. In the first
one, Ibrahim b. al-Mahdi told Ibn Jami‘ that Haran had received a letter mentioning the
death of his mother; upon hearing the sad news, Ibn Jami‘ burst into singing while Ibrahim
asked him to repeat it a number of times until he had learned it. Then Ibrahim told him
that it was a joke. Then he asked Ibn Jami‘ to repeat it; he did, but could not match the
previous performances. Ibrahim then told him to learn it from him, and he did. In the
second anecdote, Hartin knew that Ibn Jami‘ sang best when sad, so he asked al-Fadl b.
al-Rabi‘ (138—208/757-823) to send him a fabricated letter announcing the death of this
mother. Haran mentioned the death to Ibn Jami, who burst into singing with much burn-
ing pain and sadness. The account in al-Katib is thus flawed: it was not Ibn Jami“s lover
but his mother; in al-Katib’s account, Ibn Jami‘ sang well after he knew it was a joke, when
in fact he sang very well and powerfully in extreme sadness when he thought his mother
had died, then did not sing as well when he knew the truth. In Ibn al-Tahhan it was not
his mother but his wife (Hawi fol. 47a; Sawa, Encompasser 122).
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addressed to him. In this way her news arrived to him. Ishaq, despite his talent
and good nature, said one day to al-Rashid to immediately order the fabrication
of a letter similar to the letters coming from the Hijaz and to write in it about
the death of Ibn Jami“s woman. His purpose was to see the extent of his [Ibn
Jami“s] love for her and the excessive pain he would endure. Al-Rashid ordered
the fabrication, and it was done. It arrived, the seal was broken, and al-Rashid
read the letter announcing her death. | He offered his condolences, at which
point Ibn Jami‘ grieved and was extremely sad. When al-Rashid saw his state,
he told him that it was a joke and ordered him to sing. He did and expressed
in his songs the pain he had experienced; these songs were often heard by his
audience. Everyone cried, and Ishaq went to learn them as performed in such
a state; they showed amazing additions.

This is only possible from a voice that is not poor or defective,?* and that is
not below pitch in the high notes.?5 If there appears weakness in the voice of
the student, or if he sings the high notes | below pitch, then the clever teacher
should have the kindness to give him melodies in the lower registers (/in) and
turn away from the high registers.26 In fact, the former will be easier for him to
sing and will hide his flaws, whereas the latter will embarrass him and increase
his flaws and damage his voice. If the weak singer sings strong melodies [in
the high register], he will become tired; he will not profit from them, they will
damage him, and break his voice.

24  Shiloah mistranslated it as “a voice that is sufficiently good” (Sh. 170).

25  Shiloah mistranslated it as “choked.”

26  This is not a remedy to the problem, but the avoidance of the difficulty. Ibn al-Tahhan has
a remedy that he outlines in chapter 24: “Tricks Used to Bring Throats in Tune with the
Strings” (Hawi fols. 26a—b; Sawa, Encompasser 65—66); in essence, if the student’s voice is
higher than the lute, then the teacher should guide the student to sing at a tone a level
lower, by half a fret, than the lute is tuned; if the student’s voice is lower than the tone
level of the lute, then the teacher should guide the student to sing at a higher level until
his voice is in tune with the lute.
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CHAPTER 34

Good Qualities [to Have While Singing]
[fols. 191-194; Kh. 122—-123; Sh. 171-173; ZY 144—145]

[In the previous chapter al-Katib delineated the musical criteria for a good
singer and the importance of practical and theoretical knowledge. In this short
chapter he deals with facial expressions and bodily movements; some improve
singing and some harm it. Some tricks are used to hide one’s shortcomings; in
other situations, tricks are used to show extraordinary skills, such as playing on
an out of tune lute. The chapter closes with an amusing story of a lutenist play-
ing the lute behind his back. This chapter is similar to chapter 46 with the same
title and part 2, chapter 14: “Tuning and Detuning the Strings” (Hawt fols. 50b—
51b, 99a—b; Sawa, Encompasser 129-131, 240).]

It is desirable for the singer not to twist the corners of his mouth, or twist his
neck; he should not bend down or extend his chest, should not move his whole
body,! should not sway back and forth, should not contort his face,? should not
overwork himself because this leads to the swelling of the jugular vein, [then]
other veins also swell, and his eyes become crossed or squinty, and he should
not move his instrument (alatahu)® from one side to another. As for changing
the shape of his lips according to the desinential inflections—the sounds , a,
and (—it is not | disliked as long as it is not overdone. In fact, the changing of
the shape of his lips strengthens vowel sounds, adds to their clarity, and makes
them more perfect. However, overdoing the i sound is ugly and disgusting.
The best gestures (ishara) are those made lightly with the eyes, eyebrows,
palms, shoulders, and head.* Some musicians use gestures that probably amaze

1 Ibn al-Tahhan has hands and feet instead of the whole body (Hawr fol. 50b; Sawa, Encom-
passer 129).

2 This is missing in Sh. 171.

Ibn al-Tahhan and Khashaba have albatta (at all) (Hawi fol. 50b; Sawa, Encompasser 129; Kh.
122).

4 Tt is slightly different in Ibn al-Tahhan: “eyes, eyebrows, palms, and a few head movements
that are used in rare cases to help the singer keep the correct rthythm, and being in rhythm
is praiseworthy” (Hawi fol. 51a; Sawa, Encompasser 130). Ishara also means gestures with the
fingers, edge or side of the face, of the sides of the body (Lane, An Arabic-English lexicon iv,
1616). Gestures were so important that musicians hired spies to learn what their colleagues
did, so that they could copy them (ka4 iii, 251—-252; Sawa, Arabic musical and socio-cultural
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the audience, but they divert attention from [enjoying and appreciating]
singing; in this way, gestures almost meld | with singing and appear as if they
are part of it; in such a case, if gestures are not used with singing, the latter
appears imperfect. Some singers even content themselves with gestures instead
of fully singing the notes and the melody, especially in the cadences, thereby
deceiving and amazing the audience, according to the saying: “Often a gesture
is clearer and more eloquent than a verbal expression.” They do so especially
with a light wink. This behavior consists of ugly tricks of the art and resting
pauses, both of which only indicate weakness. | Sometime tricks are necessary
and liked, but not in the above situation. Ishaq al-Mawsili, despite his skills, |
played a lot of tricks in front of kings and succeeded because of the esteem
the kings had toward him and his luck among them. In one amusing story,?
one of his contemporaries, I think it was Rabrab,® criticized and attacked his
lute playing in the presence of the caliph al-Mu‘tasim or al-Wathiq. Ishaq said
to him, “I have stopped playing the lute for a while as I was relieved from it

glossary 239-240; Sawa, Music performance 174; Sawa, Musical and socio-cultural anecdotes
325). Al-Farabi also mentioned gestures, such as moving the shoulders, eyebrows, and head,
and similar body parts (members, limbs), not necessarily as aesthetic facets of performance
but as musical instruments in their own right (visual rhythm). He listed these in his hierarchi-
cal classification of musical instruments, the lowest being instruments used in war, followed
by the zafn (that is, a dance producing no sound), then the voice at the top (xmk 76-80; Ma
i, 21—22). In this respect, Meiver de la Cruz noted the following about visual rhythms: “This
connects very neatly to theories of kinesthesia, and kinesthetic empathy in dance studies:
we can feel/hear/see the rhythm through these silent movements (which then are not fac-
tually ‘silent’)” (Sawa, Musical and socio-cultural anecdotes 313). kK4 also refers to ishara as a
teaching tool: “[‘Abdallah b. al-‘Abbas b. al-Fadl al-Rabi1 (d. 247/861) was teaching a song to a
young girl, ] repeating it, and motioning, pointing, and making gestures (awma’a) with all his
body to explain to her the notes [and their movements and values]” (kA xix, 258; Sawa, Musi-
cal and socio-cultural anecdotes 183). In addition, Ibn Khurdadhbih quoted ‘Abd al-‘Aziz b.
Abi Salama [fl. mid-second/eighth century] who said: “I saw Yanus al-Katib, when he lost his
voice he taught his slave girls with hand motions, so that they understood what he wanted as
if he were singing” (Ibn Khurdadhbih, Mukhtar 42; Sawa, Musical and socio-cultural anecdotes
183). This footnote is quoted with the permission of the publisher, from Sawa, Encompasser
130 nn. g and 10.

5 This is a reduced and altered account of an anecdote in kx4 (v, 280—282; Sawa, Musical and
socio-cultural anecdotes 227—229). It occurred in the majlis of the caliph al-Wathiq and not
al-Mu‘tasim; the lute player was not Rabrab but Mulahiz; the learned Persian musician and
virtuoso lutenist was al-Fahlidh, and the king was Kisra; Ishaq was not feigning anything. Ibn
al-Tahhan has a similar story but different actors: the caliph al-Hadi and Ibrahim al-Mawsili
(Hawr fols. gga—b; Sawa, Encompasser 240).

6 k4 mentions Rabrab as an outstanding lutenist together with Mulahiz (k4 xi, 355; Sawa, Musi-
cal and socio-cultural anecdotes 139). Shiloah read it as Dabrab and correctly said that such
name was a mistake (Sh. 172).
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(rafa‘a ‘an),” but there remains in me a bit that no one else has; detune your
lute.” He did, and Ishaq took the lute, examined it, then said, “This is a difficult
and complex detuning.” He then sang a song and did not miss a note [on the
lute]. Al-Mu‘tasim was amazed at this [feat] and asked Ishaq where he got such
skills. Ishaq said, “I got it from the learned Persian musicians and practiced it
for along time.” The caliph asked him to teach such skills to the slave girls, but
Ishaq said, “They cannot learn it because it is very difficult. I have succeeded
only because I practiced it for many years.” He made the audience believe | that
it was an established technique in the musical arts and a foundation to learn
and work on. But this is not true; in fact he took the lute, examined which notes
were out of tune, | and which were not, knew well all their locations, and fol-
lowed them with his fingers. He then sang a song composed of a few notes and
used the bare minimum of notes and succeeded. Because of his luck, fame, and
skill in hiding every possible mistake, he succeeded and his feat was deemed
extraordinary. It was beautiful and extraordinary, but if | it were founded on
a musical foundation, then every able and knowledgeable person would have
learned it.

Some lutenists, on festive occasions, would play the lute from behind their
back® and would think they had excelled; or put the sleeve of their garment
between their fingers and the strings and make people think that they plucked
an open string when in fact their fingers touched another. If the note was
disheveled, they would think they had excelled! Playing behind the back in-
volves turning the hands behind the back like a person whose hands are tied
behind his back; the lute, however, is unchanged and the player plays and
thinks while his hands are behind his back [playing it unchanged from the reg-
ular way. ]

7 Instrumentalists had a lower status than singers, and since the caliph al-Wathiq held Ishaq in
high esteem, he exempted him from playing the lute (x4 v, 280-282; k4 ix, 286; Sawa, Musical
and socio-cultural anecdotes 227—229, 377). Shiloah has the redundant sentence “I do not play
anymore” (Sh. 172) which overlooks the reason he stopped playing; it was indeed the exemp-
tion that caused it.

8 This is still common in the Middle East among lutenists.



CHAPTER 35

The Qualities of the Throats
[fols. 195-197; Kh. 124-125; Sh. 174-175; 2Y 145]

[This chapter is similar to Ibn al-Tahhan’s chapter 25: “The Names of Voices,
Their Good and Bad Qualities” (Hawi fols. 27a—28a; Sawa, Encompasser 67—
73). It has twenty-five names, as opposed to the thirty-seven in Ibn al-Tahhan.
Al-Isfahani has twenty-five terms; most are common (the same words or syn-
onyms). The list from Ibn al-Tahhan’s chapters 25 and 26 and al-Katib’s present
chapter, and al-Katib’s chapters 23 and 24 are very important additions to al-
Isfahant’s vocal terms,! and to al-Farabi’s instrumental and vocal techniques
and rhythmic variations and his masterly classification of the voices. Al-Farab1's
list of terms includes corresponding sensations peculiar to the senses other
than hearing, human passions, and technical terms about the specific ways air
passes through the organs.?|

Among the qualities of the throats (voices) are:3

(1) al-shaji [moving, touching, sad; it is the best, most beautiful, clearest
voice, and the one filled with notes.]*

(2) al-nadi [see ratb below]

(3) al-ratb [lit., “moist, humid”; it is the one that resembles water flowing
freely and with beauty]: It is similar to al-nadi.®

(4) al-zawd’idr: It is the one with added notes that are densely packed (muta-
kathifa).6

1 The list of positive terms in k4 has sweet/juicy, thunderous, loud like a washbasin; the nega-
tive attributes have a damaged throat (Sawa, Musical and socio-cultural anecdotes 189—190).
Sawa, Music performance 99—101.

The technical terms that are mentioned here without being defined are defined according
to Ibn al-Tahhan’s chapter 25 (Hawi fols. 27a—28a; Sawa, Encompasser 67—73). For synonyms
found in al-Farabi and al-Isfahani, see his chapter 25 for more details.

4 Ibn al-Tahhan, Hawi fol. 27a; Sawa, Encompasser 67.

5 Ibn al-Tahhan, Hawi fol. 27b; Sawa, Encompasser 71. Shiloah mistranslated them as “fresh and
delicate” ( fraiche et delicate) (Sh. 174). Al-Farabi has the related word rutuba and says that it
is used to embellish long notes and notes at the end of the song (kMK 1172, 1174; MA ii, 90—91;
Sawa, Music performance 101-104; Sawa, Musical and socio-cultural anecdotes 34, 194).

6 Ibn al-Tahhan defines it similarly as “the one with notes added to the song itself” (i.e., over-
ornamented) (Hawi fol. 27a; Sawa, Encompasser 69). See also al-Katib’s explanation of the
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al-nagham: It is similar to the one above.”

al-mujaljal: It is the one in which one hears a loud clamor ( jalaba).8
al-abahh (husky): It may be nice, provided one does not overdo it; if one
does, then it stops being beautiful (ingata‘a). It was said to Ishaq, “Which
is the best voice?” He said, “the husky and tired”

al-mudawwar (round, circular note): It is a medium voice inclining toward
loudness.1°

al-jahr1 1t is a loud [voice], | thick,!2 with clear notes.

al-amlas (smooth): It is the clear one.!3

term and how it is difficult to learn from a singer who uses them (fol. 187; pp. 142-143).
Shiloah mistranslated it as redundant and of thick timbre (redondante, timbrée et épaisse)
(Sh. 166 n. 1,167, 174).

It is more likely al-munaghgham (having many notes) as edited in Khashaba (Kh. 124);
al-munaghgham fits the context because al-Katib said it is similar to the zawa'idi.

Lit., “one in which one hears a clamor toward loudness, whatever it is.” Ibn al-Tahhan
has mukhalkhal: lit., “anklet sound; it is the loud (‘alin) and high-pitched (hadd) sound
endowed with beauty and loudness ( jahara)” (Hawi fol. 27a; Sawa, Encompasser 68). Both
mujaljal and mukhalkhal have the idea of loudness, but mukhalkhal is a more nuanced
one, with a high pitch and beauty. There may have been a copyist’s error: the letter
kh instead of j or vice versa. Shiloah mistranslated it as a biting voice (mordante) (Sh.
174).

Shiloah mistranslated inqata‘ (and the related word gati) as “chokes the voice” (étran-
gler) (Sh. 174). Ibn al-Tahhan defines it as “caused by three factors: natural disposition,
fatigue, and illness. The best is the natural one” (Hawi fol. 27a; Sawa, Encompasser 69). It
is clear that there is a disagreement here: whereas Ibn al-Tahhan relates huskiness to nat-
ural disposition, fatigue, and illness, al-Katib relates it to the free will of the singer. Ishaq’s
definition gives more credence to Ibn al-Tahhan.

Al-Farabi uses the synonymous word naghama mustadira (KMK 1070; MA ii, 57; Sawa,
Music performance 99). Ibn al-Tahhan uses the verb tadawwara in chapter 23 and gives
more detail: “The notes of some who sing [appropriately] in the lower register become
clear and manifest, become round (tadawwara), give a beautiful impression, and gain
sweetness and beauty” (Hawr fol. 26a; Sawa, Encompasser 64).

In Ibn al-Tahhan it is the related term jahir (Hawi fol. 27a; Sawa, Encompasser 68).
Shiloah translated it as “heavy” (lourde), but it is not a matter of low pitch, rather that of a
powerful one (Sh. 175). Ibn al-Tahhan has more detail: “It is the thick voice that penetrates
and remains in the ears” (Hawi fol. 27a; Sawa, Encompasser 68). For loudness as a good
vocal quality, see K4 vi, 167, 291-293; Sawa, Musical and socio-cultural anecdotes 448. For
a sound that remains in the ear, see the anecdote about ‘Allaya’s voice, which resembled
the sound of a struck washbasin (x4 xi, 337; Sawa, Musical and socio-cultural anecdotes
198).

Al-Farabi provides the related word maldsa (smoothness) (kMK 1070; MA ii, 57; Sawa,
Music performance 99). In Ibn al-Tahhan it is more detailed: it is moderate, clear, and with-
out too many notes and ornamental repetitions (Hawi fol. 27b; Sawa, Encompasser 71).
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And all of them are likeable. There are also:
(11) al-ajashsh: [It is a loud voice with a nice huskiness, with rich and abun-

14

15
16

17

18

19

20

21
22

dant notes, and ample sound (mufakhkham).1]

al-sha‘ith: [lit., “disheveled, disordered, disarranged”; it is a sound that is
clear sometimes, disarranged at other times, with an unfinished sound.]'®
al-mukhtaniq: (choked) It is a narrow tenaciousness or compression (al-
haziq al-dayyiq) of the voice.16

al-qatr 1t is a voice that can barely be heard (gati‘);'” it resembles the
voice of a tired (mahsiir) singer who cannot complete the notes.
al-muglim (dark):® | It is a voice in which all or most of its sounds are hid-
den (khafatan) and invisible (mu‘ammat).!® This can also happen to the
sound of strings.

al-mantiqi (speech-like): It is weaker than the muglim.2°

al-hazig? (lit., “tenaciousness”): It is the one that expands and exceeds the
proper bounds so that the notes come out spread out all the way, their
value is increased [in volume]; they [i.e., the notes] are also the spread
one, that is, the sounds spread in them.22

al-musalsal (lit., “ringing, clinking, clanking, clattering, rattling”): It is
the sharp (muhtadd), dry (yabis) [voice] lacking humidity (nadawa).

Ibn al-Tahhan (Hawi fol. 27a; Sawa, Encompasser 69). In al-Farabi, the related word tafkhim
qualifies the ample sound as coming from the chest (kMK 1172; MA ii, 9o; Sawa, Music per-
formance 101, 104-105).

Ibn al-Tahhan (Hawi fol. 27b; Sawa, Encompasser 71).

This may be a copyist’s mistake for a narrow throat (al-halg al-dayyiq); Shiloah has “con-
stricted and comes out with difficulty” (génée et sort difficilement) (Sh. 175).
Shiloah mistranslated it as choked (étranglée) because he tied it to the previous one, that
is, the mukhtaniq (Sh.176). For the use of gati‘ to mean singing below pitch, see p.142,1.16
re. fol. 187.

The word does not have a diacritic over or below the letter |; Shiloah read it as mugzlam but
it is clearly muzlim in Ibn al-Tahhan (Hawi fol. 27b; Sawa, Encompasser 71).
Khashaba (Kh. 124) edited khafatan to khafitatan (inaudible). It is interesting that al-Katib
uses the sense of sight “dark, hidden, and invisible” to describe the sense of hearing. Ibn
al-Tahhan’s definition is almost similar: “It is the one with no sound, which almost cannot
be heard” (Hawi fol. 27b; Sawa, Encompasser 71). Shiloah translates muglim as deaf, dead,
or muffled (sourde) and says that it is one which is hardly heard and a voice that does not
carry (Sh. 175).

Ibn al-Tahhan has a similar definition: “It has no [musical | sound because of its feebleness
(tada’ul) and cessation (inqita“)” (Hawr fol. 28a; Sawa, Encompasser 72).
The Ms (fol. 196) has the related word hizq.

Ibn al-Tahhan has a similar definition: “It is the one that spreads all the way and does
everything conceivable” (Hawr fol. 27b; Sawa, Encompasser 71). Shiloah mistakenly groups
it with the weak mantigi (speech-like) and the mukhtanig (choked) (Sh. 175).
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This voice causes [a sound] akin to screeching or stridulation of crickets
(sarir), and the voice is termed cricket-sounding (sarrar).23

al-mubalbal (lit., “confused”): It is the one in which the notes are disor-
dered and do not occur in their right places.?4

al-murta‘id (trembling): It is the sound of one chilled because of a fever.25
al-mun‘asir (lit., “squeezed, wrung”): It is the curved one and resembles
the voice of a hunchbacked person.26

al-jast (hard, rough, rugged):?” It is the opposite of a soft (na‘im) [voice].
[na‘im (soft)]

al-mutaqa‘qi® (lit.,, “clattering, rattling, clanking, noisy, gnashing, high-
sounding words”): It has a clatter and resembles the speech of the Bedou-
ins.

al-rikhw (lit., “loose, flabby, languid, soft”): It is the one in which the notes
are kneaded together | or chewed.?9 All of these qualities are objection-
able.30

Shiloah has “screaming” (criarde) (Sh. 175). Ibn al-Tahhan has a more detailed definition:
“It is the fine and delicate, dry, adept, and efficient sound, without a moving, touching
mood, and sadness.” He adds the cricket-like sound in a subsequent entry: al-sarsurt (lit.,
“cricket, cockroach-like”): “it is the thin, high pitch and sharp (hadd), naked sound that
has an ugly impression” (Hawr fols. 27a-b; Sawa, Encompasser 70).

Ibn al-Tahhan has a similar definition: “The notes are different from the original, and do
not fall in the right place” (Hawr fol. 28a; Sawa, Encompasser 73).

Ibn al-Tahhan has a similar definition (Hawt fol. 27b; Sawa, Encompasser 70).

Ibn al-Tahhan has a similar definition (Hawr fol. 28a; Sawa, Encompasser 72). Zakariyya
Yasuf wrongly edited it as maghir (subdued) (zY 145).

Ibn al-Tahhan has a similar definition (Hawt fol. 27a; Sawa, Encompasser 73).

Ibn al-Tahhan has the related word muga‘qa‘ (Hawi fol. 28a; Sawa, Encompasser 70);
Khashaba (Kh. 125) edited it as such. The definition in Ibn al-Tahhan is similar but adds
that it is without beauty.

Ibn al-Tahhan has a slightly different definition: “it is the voice in which the notes are
kneaded together and broken up” (Hawt fol. 28a; Sawa, Encompasser 73).

The author meant items 11 to 25,



CHAPTER 36

The Arrangement of Singing
[fols. 197—202; Kh. 126—128; Sh. 175-179; ZY 145-146]

[Here al-Katib delineates a faulty theory of the order of the songs in a majlis,
beginning with slow rhythmic modes and ending with fast ones; this theory is
not supported by empirical evidence in k4; neither is his theory that songs of
different melodic modes should not follow one another.]

The singer should start his performance, at the beginning of the majlis, with
melodies set to heavy rhythmic modes,! and start with | the nashids and istih-
lals (types of vocal preludes). In general, he should start with the heavy, not the
light rhythmic modes, and end with the ramals and hazajs.> He should start
with melodies in the melodic modes of the index finger (mazmum) or open
string (mutlaq) as a tonic because they are [in a] medium [pitch] and mod-
erate between high (shidda) and low (/in) pitches.® He can then use all other
or most modes, or whatever is possible. For me, it is preferable to start with
the index finger because it is stronger than the open string. Starting with songs
with stronger melodic modes makes the audience active, and activity at the
right time is best | and brings joy; activity leads to [more] activity.

In general, at the beginning, soft and weak melodies are damaging to the lis-
tener and they afflict him. It is thus better to perform soft melodies at the end,

1 From ka4 it is clear that songs were chosen for their uses and functions, and thus the modes
did not follow the dictates of the modes but the dictates of the lyrics of the songs and the
context of the maylis: for example, there are anecdotes in which the slow meters precede the
medium ones and others in which the medium meters precede the slow ones (x4 xi, 360—
361; KA xiv, 131-132; Sawa, Music performance 170). What al-Katib said above may just be his
personal taste.

2 These were light rhythms in pre-‘Abbasid times; al-Farabi designates the ramal as not light
but among the slow rhythmic modes. The attitude of many writers continued this fallacy well
into and after the ‘Abbasid era. Shiloah noted al-Katib’s mistake in considering the ramal a
light meter; he quoted al-Maqqari as using the more suitable word mutaharrikat (moving)
(Analectes i, 88; Sh. 176 n. 2).

3 Shiloah acknowledges that shidda and lin refer to high and low pitches, but says that the con-
text requires that they be translated as vivacity (vivacité) and softness (douceur) (Sh.176 n. 3).
He claims that the open string is the low pitch and thus cannot be medium and moderate
(thatis, between the high and low pitches). But this is not true because the open string is that
of the third string, which is definitely of medium range.
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for the purpose of repose and calm. Strong melodies, if they keep recurring, tire
out the soul when it contemplates them and the senses when they attain and
realize them; the audience then needs a rest from them. In this restive period,
it regains the strength to listen to such melodies. Strong, intense, and mascu-
line melodies will be separated by means of soft, lax, and feminine melodies
from time to time | to rest. This is so because the soul becomes weary and tired
whenever it is aroused and active, and therefore it needs a rest. | For this reason
the moving melodies and the light rhythmic modes are very pleasurable at the
end of the performance | after hearing the heavy ones. The soul does not feel
tired when listening to the light rhythmic modes, it moves to them and com-
prehends them quickly because of their light motions. This is the reason why
most people prefer this art, because their weak souls cannot attain the heavy
ones— the light modes] are less strong (gillat quwwatiha)*—and [people with
weak souls] fall short of accepting and favoring them. On this subject we shall
talk later, despite the fact that it is difficult to grasp and access to it is arduous,
but we shall do the minimum required. This is so because dealing with this sub-
ject has been a burden on a group of knowledgeable people and intellectuals,
such that their sayings went on for a long [time], and they strayed from clarity,
leaving the reader at a loss. To examine this subject further, according to the
opinion of the eminent philosophers, requires many explanations; the reader
will find them in the philosophers’ writings. The theory found in their books is
called “Theory on the effects of rhythmic modes on the soul,” and it is a large
section of their philosophy.?

One should not move from one mode to another in one series (hazzaz)® of
consecutive songs unless suggested” by a member of the audience. It is better
to add a song or two [of the same mode], but if the singer wishes to move from
mode to mode, then he should set a period of time between the two modes and
busy himself | with something such as touching ( jass)? [the strings of ] the lute
[to check the tuning] or twisting a peg, to separate the two songs.” Ishaq said

4 Shiloah mistranslated it as “their [the people’s] little strength” (Sh. 117).

5 Al-Katib probably had in mind al-Kind’s theory about the ethos of rhythms. It is a faulty the-
ory, and, luckily for the reader, al-Katib ignored it. For more detail about this faulty theory,
see Sawa, Rhythmic theories 496—497, 502—506.

6 Lit, “jolting, rocking, rolling, swinging.” It is an odd name for a series of consecutive songs.
Shiloah noticed the difficulty of this term and suggested “movement” (Sh.177). The theory that
al-Katib expounds here is false; there are examples in k4 of three songs in different modes
that follow one another consecutively (x4 vi, 165-166; Sawa, Music performance 169).

7 This was mistranslated by Shiloah as “unless one improvises” (Sh. 177).

For more meanings of the word jass, see p. 98, n. 6, re. fol. 139.

Lit., “the two times.”
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that, “The ear dislikes hearing two different modes separated by a short time.”
But if one must change because of ignorance or not properly remembering [a
song in the same mode] (riwaya)'° or for another reason, then let the singer
move to another rhythmic mode [and not another melodic mode].!! The char-
acter of songs performed in succession, [in the same mode], must be similar
and share much in common. The series of songs [in one mode] (hazzaz) was
called qusat'? among the older generation. Single lines of poems should not be
repeated, but if repeated, it should not be done more than twice; they should
be sung at the beginning of a performance.!® | If the singers sing together, they
should always follow the leader of the ensemble. This arrangement is custom-
ary to this day among the elders of this art.!

One must look into the choice of the soft oboe (rnay) accompanying a voice;
one chooses them according to the tone level of the voices, and this is impor-
tant. For a low-pitched and thick voice, one chooses a soft oboe with a large
diameter; for a high-pitched voice, a smaller diameter. As for | a smooth, soft,
and clear voice (al-safi al-hiss),’5 I prefer not to use a soft oboe or other instru-
ments that will divert attention away from its sound. But if one must use a soft

10  Lit, “relating, performing, transmitting.” However, the context indicates that the singer
was at a loss to find a song in the same mode. Shiloah translates this literally as “short-
coming in the transmission” (Sh. 178).

11 A similar but more detailed passage occurs in Ibn al-Tahhan (Hawi fols. 24a-b; Sawa,
Encompasser 60—61) where the switch from tonality (bisat) to tonality, and not mode to
mode, is to be avoided. Instead of mode, he talks about the more appropriate term tonal-
ity. One can move from mode to mode provided it is in the same tonality: one finds such
an example of a succession of songs in different modes but in the same tonality—Sallam
sang three songs in hazaj in succession: the first was in the (open string as a tonic) in
the course of the middle finger fret; the second was in the (open string as a tonic) in the
ring finger fret; the third had the same melodic mode as the first (k4 vi, 165-166)—so, to
be more precise, it is the switch from tonality to tonality, and not mode to mode, that is
problematic. Ibn al-Tahhan warned against moving from tonality to tonality and suggested
that it is best to sing at least three songs in the same tonality. He differed from al-Katib in
the following ways: instead of not knowing or remembering (riwaya), Ibn al-Tahhan had
falling short (gassara); in addition to tuning the strings to allow a change in mode, Ibn al-
Tahhan added talking or drinking, and finding a song in a tonality closer to the first one
without changing the rhythmic mode.

12 This must be a copyist’s or al-Katib’s mistake for the word bisat (tonality); it is explained
in great detail in Ibn al-Tahhan; see preceding footnote (Hawt fols. 23b—24b; Sawa, Encom-
passer 59—61). Khashaba edited it wrongly as agsat (portion) (Kh. 127).

13 Itis not clear here if the song is made up of only one verse and in this case it should be
repeated only once; or if it is one verse (that should be repeated only once) in a multi-verse
song.

14  Zakariyya Yasuf edited wrongly as “youths” (zy 146).

15  Khashaba (Kh. 128) misread it as hasan (beautiful); Shiloah (Sh. 178) has harsh!
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oboe, then one [should] choose one that is lower than the sound level of the
voice.1¢ For the lutes, one [should] choose long soft oboes with large diameters;
otherwise they would be too high and too loud for the lute. The singer should
consider his voice in relation to the strings of the lute and make his register at
amedium level so that he can reach the highest notes without much effort and
toil. His register should fit | his voice most of the time.

Sometimes it happens that a singer stumbles [by forgetting] and makes a
mistake during his singing. When he remembers the correct notes, he should
not continue with his mistakes but take the right path, not change anything
and not become perturbed.”

16 Thisis the same concept as when a voice is accompanied by a lute, see p. 86, re. fols. 126—
127.

17 Sh.179 does not have the singer as the subject of “not change anything and not get per-
turbed” but the singing itself. The context and the way the sentence is constructed favors
the singer and not the singing as the subject.



CHAPTER 37

Praise and Requests for Repetitions
[fols. 202—207; Kh. 129-130; Sh. 179-182; ZY 146—147]

[The main theme in this chapter is that praise in the proper place is useful but
in the wrong place is detrimental; the first comes from connoisseurs and the
second from ignorant people. This chapter is similar to Ibn al-Tahhan’s chap-
ter 66: “On the Proper Behavior to Praise Men and Women When They Reach a
State of Tarab” (Hawi fols. 60a—61b; Sawa, Encompasser 156-158). The main dif-
ference between al-Katib and Ibn al-Tahhan is that Ibn al-Tahhan differentiates
between praise for male singers and praise for songstresses. Both praise and
repetition can occur at the end of a song, or in the middle at the cadences. The
two writers use different anecdotes; the only one in common is that in which a
songstress singing a particular note is likened to a pigeon flying upwards. |

Some people do not do wellin their praise (zahzaha)! of singing or when asking
for repetitions (igtida’). They place it in the wrong place believing that [praise]
only pleases the singer and makes him more active. The proper placement of
praise and asking for repetitions is more subtle and more useful.

I heard a music connoisseur? say to a singer—when he wanted to draw atten-
tion to his skill and excellence—*“he is not aware of what he does.” He thought
he had praised him a lot. | I said to him, “If he is not aware of what he does, |
then he is like a mixed-up person and there is no superiority in him. Superiority
is the quality of a person doing what he is aware of”3 I heard another person

1 Thisword is Arabized from the Persian zihazih, which means well done, bravo. In addition, the
Sasanid patrons praised a great performance by exclaiming zah zah we-zehan zeh (a multi-
bravo); in the ‘Abbasid era patrons would say ahsanta (you did well) (x4 v, 281; Neubauer,
Musiker 91; al-Raghib al-Isfafani, Muhadarat ii, 717; Sawa, Music performance 112).

2 Lit, “a person gifted in the art of listening” (sama®). Shiloah translated it as ear (Sh. 179), but
the context is clearly listening to music and reacting to it.

3 Al-Katib is definitely wrong here; many creative and talented musicians are not necessarily
aware of what they do; they cannot articulate it, yet they produce music out of innate talent.
The gist of this passage is similar to the one of Ibn al-Tahhan, in which he states that the good
singer is the one who combines theoretical and practical knowledge: the theoretical not only
serves the practical art; only the practical is problematic, as correct performance often occurs
by luck and not by theoretical knowledge; equipped with the latter, the singer who stumbles
will know how to go back to the right track (Hawi fols. 65a—b; Sawa, Encompasser 171-172).
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say to the same singer, describing his lute playing, “his beautiful creative per-
formance (tasarruf),* and his capabilities in plucking are beyond the strings!”
But this is impossible.

I saw a person, when listening to a dignitary’s [singer or songstress behind] a
curtain (sitara),®> would bless the Prophet—may God bless him and his family
and grant them salvation—during each song, and say nothing else until it ends.

A music connoisseur who listened to much singing and liked it a lot, said to
me about a passage in a song, “Look, it is as if a thing jumped on something to
hunt it!” He put his fingers together, pointing with them like a person capturing
something, I thought he conceived it as a cat jumping on a mouse. He also said,
when a tathwiba® occurred in a passage in a song: “Look at this | location, it is
as if a pigeon is flying upwards”; in this comparison, he meant the gradation
(tadry) in the long note.” He also told me about another place: “Now, here is
long-suffering patience.” He also said about a cadence: “Look at this passage, it
is as if a person ran, then sat down.”

I heard another say, “May God keep your body in good health,” [that is,] the
same utterance directed at builders and porters.

Others say: “More, O my lady, and other bad and ugly words.”

4 This means that his improvised ornamentations and improvisation are exquisite.

5 Shiloah adds an interesting remark here: sitara, which means curtain, can also mean a
songstress, because songstresses were hidden behind a curtain (Sh. 180 n. 1, who refers to
Dozy, Supplément i, 632). The matter, however, is not that simple: curtains were sometimes
used to separate the audience from the singers, to prevent the singers from knowing the iden-
tity of the patron, his behavior, or to conceal his women; curtains were not used for slave girls
unless their patron did not want them to be seen by male visitors, but a freed slave girl would
be concealed from the audience (Sawa, Musical and socio-cultural anecdotes 410; Sawa, Music
performance 122—123).

6 The word is undotted in the Ms; Khashaba (Kh. 129) and Shiloah (Sh. 180) correctly have tath-
wiba, but Zakariyya Yusuf edited it to tabwiba (grouping) (2Y146) which does not make sense.
Tathwiba was previously defined as a long, stretched, and broken note, akin to the tathwib of
the call to prayer (fol. 136; p. 96).

7 Gradation means consecutive notes of equal durations (or temporally equidistant attacks in
a rhythmic cycle). Here the author likely means that the broken note is such that all of its
parts have the same duration; indeed, this may be similar to the pigeon flapping its wing in a
gradual manner to fly higher. Shiloah mistakenly translated the related term idraj (rhythmic
gradation) as acceleration (hathth) (Sh. 180 n. 3); he missed the clear differentiation al-Farabi
made between the two: “The Arabic-speaking people call a fast motion that has acquired even
faster speed because of added attacks filling in empty durations in the heavy iga@t, the rhyth-
mic gradation (idraj). They call moving through the notes of the heavy iga‘at at a faster speed,
but without adding attacks, acceleration or faster tempo (hathth). Thus, gradation does not
change or shorten the duration of the melody as a whole, whereas a fast tempo does by short-
ening it” (KMK 1019-1020; MA ii, 38—39; Sawa, Rhythmic theories 203—204).



PRAISE AND REQUESTS FOR REPETITIONS 159

In general, praise and requests for repetitions, if they occur in the right place
and time are akin to the splendor and brightness of a jewel.® The person utter-
ing the praise wants to say that, if singing contains a jewel, it becomes manifest
because of the praise and the kindness shown when requesting a repetition; it
also shows off the good qualities of singing. But if it contains no jewel, then it
requires additional qualities and activity [to be praised].

Kind praise helps show what is hidden in singing, | especially if the singer
knows that in the audience there is a person who esteems and values his per-
formance. For this reason, the singer enhances his good qualities and makes
great efforts to show them and to show what he loves (mahabb)® best in his
art. Indeed, praise has been used to gain the attention of the singer [and tell
him that he is doing well]. If a beautiful and most excellent passage occurs, the
singer must be alerted about it at the exact point when it happens by praising
it with a word, a shout, a roar (clamor) (na‘ra); one may say: “O by God, beauti-
ful by God, how beautiful this is, is it yours, how beautiful is this prolongation
(madda)™ or this half nasality, that is, a prolonged unvoweled n (ghunna), this
unvoweled m (zamma),” and similar | vocal qualities mentioned in a previous
chapter.!! The singer is thus alerted to the specific passages, as a result he beau-
tifies them further, repeating them skillfully on purpose.2

It is much disliked to mention the praise in the wrong place, and by trickery,
to get ahead of the singer (li-rabbi al-ghina’i wa-sahibihi).*® This is startling and

That is, at the end of the song or sections thereof.
Lit., “cause of love” (Lane, An Arabic-English lexicon ii, 498). Khashaba (Kh. 130) edited it
as “hidden aspects” (makha’ib).

10  The Ms has marra (time); Khashaba (Kh. 130) correctly edited it as madda; Shiloah has
mudda (duration) (Sh. 181 n. 2).

11 Thatis, chapter 23. For a list of phrasing of praise in x4, see Sawa, Music performance 159—
160. In the modern Middle East praise is very important, with phrasings such as: “ya sidi
(O my master), ya ‘ayni (O my eye). Allah Allah (O by God), Allahu Akbar (God is the
greatest), aid (repeat), etc.”

12 Ishaq al-Mawsili mentioned the importance of praise: “The singer likes to be told: Sing!
And, if he sings, he likes to be told: ‘you did well’ (ahsanta).” Praise acts as a psychological
uplift, encouraging the singer to excel and giving him the confidence to overcome any fear
or uneasiness. Praise was used positively to improve a performance, whereas the lack of it
was used to break a rival. An illuminating anecdote attests to this: Hakam al-Wadi praised
the performance of Fulayh b. Abi I-“Awra’ and vice versa, and both agreed not to praise
Ibn Jami‘ to “break him” (kasr) (kA iv, 362—363; KA vi, 282—283; KA xx, 322—323; Neubauer,
Musiker 91; Sawa, Music performance 161).

13 This is an obscure sentence that may mean: (1) getting ahead of the master of the house-
hold where the majlis occurs, and who should be the first to praise his singer; (2) getting
ahead of the singer before he sings a passage and excels in it. Shiloah (Sh. 181) has a very
odd translation: “a race of horses trying to get ahead of the singer””
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damaging to the singer, especially if | he possesses little intelligence or is very
impressionable.

For these reasons, requests for repetitions and praise should happen only
when the person praising and requesting repetitions knows full well the loca-
tion [in the song] where it should be praised; he should have spent a long time
listening to music, his mind should be present when listening, he should apply
himself to it nicely and listen to it (insat),* should examine it often, and be able
to critically differentiate the good from the bad, the complete from the incom-
plete; he should not miss anything worthwhile in the song and should not let
anything escape him. [Praise in the proper place] will increase the singer’s good
qualities | and [make them] manifest, and indeed it is the most beneficial and
most helpful thing for a singer. The opposite will upset and harm the singer; it
is best not to mention it than to mention it. For this reason, when those [in a
certain social status] as above discuss and praise singing, such as the kings and
viziers, must bring a [musically knowledgeable] person to the singer to incite
him, alert him, and make things clear to him;'® this is because constraint in
this matter will bring hardship, more trouble to the suffering he [the singer]
is enduring,'¢ and [make him] more preoccupied about his performance, and
[cause him] to be careful with it.

A story was told about al-Asmar al-Nadim, that one day he said to his boon
companions while wonderful singing took place: “O friends, this is a piece of
ambergris thrown in your midst, whoever desires a bit of it will earn it.” This is
an exquisite comparison.!”

If [the person praising the singer] is also knowledgeable in the practical art,
fills the lacunae, and brings about [and corrects] what went wrong, then he is
an eminent teacher.

14  The ms has aswat (sounds, songs), but this is a copyist’s mistake; Shiloah (Sh. 181) trans-
lated it literally as “different chants”; Khashaba (Kh. 130) correctly edited it as insat (lis-
tening).

15 In a general context, not that of kings or viziers, such a person in nineteenth- and
twentieth-century Egypt was called mutayyibati; the term refers to a musically knowl-
edgeable person who sat with the performers and whose job was to say “it is good and
delightful” at the right places. The leader of the takht, a vocal and instrumental chamber
ensemble, often employed one or more mutayyibatis.

16  Shiloah (Sh.182) translated it as “tiring [for the singer] to comprehend the song.” This does
not fit the context, namely, the list of troubles the singer suffers because of the lack of
praise.

17 It means that the singing is as good as a piece of ambergris; the audience is welcome to
like it and enjoy what it wants of it, that is, the passage they like best.



CHAPTER 38

Testing
[fols. 207—211; Kh. 131-132; Sh. 182-184; 2Y 147]

[Al-Katib sets up a test to examine the reliability of a person who pretends to
know the intricacies of the art of the modal system. Ibn al-Tahhan has a shorter
chapter about this topic: Chapter 70: “Tools to Use to Test the Person Who Pre-
tends to Know the Science of Music” (Hawi fols. 66b—67a; Sawa, Encompasser
174); there the connoisseur is tested only according to issues and topics in the
book provided he had not read it. As for the singer, he should be versed in both
theory and practice.]

Most people’s interest in this art consists of learning the poems set to music by
heart, the names of the compositions,! and the rhythmic and melodic modes
used in them. [Then] one of them may think that he has fully understood all
that is to be known in this art,? | especially if he read some of the sayings of
Ishaq al-Mawsili® or | Manstr b. Talha* and their like.5 His [faulty] thinking
becomes stronger and his pretension increases; he may even pretend that he
can notice mistakes about an attack or a note in a performance.

What brought me to mention this, and to draw people’s attention to the mat-
ter, was a person [who] claimed that another made a mistake about the second
heavy he had just performed, namely, that he tapped it and added an attack
to it.6 This occurred in the presence of those who are not able to understand

1 This is likely the title of the song; Khashaba edited it to mulahhiniha (their composers) (Kh.

131).
This is followed by a redundant sentence: “and took possession of an abundant amount of it.”
His writings on rhythms are quoted in kMK 1025-1040; MA ii, 40—44; K11 fols. 79b—81b; N-k11
168-171; Sawa, Rhythmic theories 29—36, 409—416. His writings on the melodic modes can be
found in Ibn al-Munajjim’s Risala. Much of his other writings can be found in x4 as well as in
the present treatise.

4 A fragment of his writings on rhythm is quoted in kir fols. 72b, 76b—77a; N-KIT 154155, 162;
Sawa, Rhythmic theories 49-51, 370—371, 393—394-

5 This is likely Ibn Khurdadhbih. He has two passages on rhythms: Mukhtar min kitab al-lahw
wa-l-malahi (A select choice from the book of entertainment and musical instruments), 54—
55; his oration in al-Mas‘Gdl’s Murtyj al-dhahab (Meadows of gold) ed. Pellat, v, 131; Sawa,
Rhythmic theories 52-54.

6 For the transcriptions of the second heavy and its variations, see p. 115, fol. 157.
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this art, as well as those whose excellent capabilities are too subtle for me to
describe. The latter had doubts about his opinion [while the former] accepted
it on the grounds that he was a music connoisseur who had listened to a lot
of music.” By subtle means I went about to prove the falsehood [of his claim]
and to ruin his pretensions. In his opinion, he had relied on his instinct and
not his knowledge. I said that this person had pretended to comprehend what
only the strongest and most knowledgeable person in both arts, | the theoreti-
cal and the practical, can comprehend and only after thorough contemplation
and research. This is so because in this rhythmic mode one does not think of
one more attack or one less attack because of the multitude of attacks in it. This
becomes clear to the connoisseur when he analyzes the melody; if he does so,
it is easier, even though it is very difficult.® This is so because this rhythmic
mode in its basic form consists of eight attacks, four in each cycle. With the
attack of passage, it becomes nine, and it is tapped that way when used | in
the melodies.? With the attack!® of support it becomes ten. The attacks of the
basic form can be doubled, leading to sixteen attacks; the attacks of the above
form [with attacks of passage and support] can be doubled, leading to twenty
attacks. Or, in a variety of ways, some can be doubled and some left single; some
attacks can be dropped out in both cycles, or in one cycle; | in addition, two
attacks | or one attack can be dropped out. This leads to a large number of vari-
ations used in the melodies. In short, it makes no sense to say one more attack
or one less attack. So if a person claims to know something, then let him be
tested by having a singer sing for him a song he does not know and not tap the
rhythmic mode that would otherwise accompany it (ashba‘a).! The singer will
then add more notes, bit by bit, and remove some notes if he can.!? Then he will
ask what is the melodic mode (isha“) of the song; what is its rhythmic mode; and

7 Here Shiloah confused the performer with the connoisseur who voiced his opinion about
the performer (Sh. 182).

8 This is odd: one would think listening to the pattern on a percussion instrument would be
easier than listening to it clothed in a melody.

9 This is unlikely, as it would sound boring without further ornamentations. For a list of

variations, see Sawa, Rhythmic theories 630—631.

10  The Ms has a copyist’s error: instead of nagra (attack) it has bi-quwwa (with strength).

11 Lit, “fillin, sate, saturate, satisfy.” The idea of not tapping the rhythmic mode is intended to
check if the listener can figure it out from the melody proper. Khashaba (Kh. 132) edited
it to ashbaha (resemble); Shiloah (Sh. 184) rephrased it as not performing the rhythmic
mode correctly. Both are incorrect.

12 Inshort, he will add ornaments here and there, possibly to fully test the skill of the per-
son who claims musical knowledge. Adding and removing notes may confuse the person
being tested with regard to the rhythmic mode; adding accidental notes may confuse him
with regard to the melodic mode.
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where are the faults in it. These are the closest questions with which one tests
a person who pretends to be knowledgeable in this art.!3 If he pretends to be
knowledgeable in theoretical matters, then he should be asked about various
issues discussed in this book. But if one wants to test a singer and choose him
[to sing in his majlis],'* one should spend much time listening to him singing
various songs; one should carefully watch the letters coming out of his mouth
so as [to be certain they are] not defective or corrupted; one should watch the
ease with which he sings | the poem; evaluate the power of his voice in relation
to his effort to sing; one should watch how he sings the high notes; finally, one
should test his voice when singing strong and relevant (al-khassa)'> melodies.

13 Here al-Katib wrongly switches from the connoisseur to the practicing musician. Two sen-
tences later it is correctly the practicing musician who is tested.

14  Shiloah interpreted it as a would-be student (Sh. 184).

15  Khashaba (Kh. 132) edited it as khassatan (especially); Shiloah (Sh. 184) has “powerful”
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CHAPTER 39

Things That Are Beneficial to the Throats
[fols. 211—213; Kh. 133; Sh. 185-186; ZY 148]

[The contents of this chapter are also found in two successive chapters in Ibn
al-Tahhan: Chapter 28: “Food and Drinks That Are Beneficial to the Throats and
Those That Are Not,” and Chapter 29: “Locations That Are Beneficial for Voices
and Improve Them, and Those That Diminish and Spoil Them” (Hawr fols. 34a—
35b; Sawa, Encompassser 93—97). Al-Katib has a shorter version than these two
chapters, but also adds some interesting details. |

What are beneficial to the throat are warm water before breakfast, the gum
obtained from tragacanth (al-kathira),! almond oil (duhn al-lawz) before break-
fast and also when hungry, gargling with (‘aqid),? toasted green wheat pounded
with butter and sugar ( farik),® grilled sweet sugar cane, soft-boiled egg (nim-
risht),* eating sebesten plums (sibistan), drinking the juice of toasted and
crushed grains (sawiq),’ violet juice (banafsaj) diluted in warm water, sucking
on the julep plant, the use of siwak in the early morning,® and the water of
soaked and sprouting beans (bagilla).”

[Other beneficial things to do include] going to the bathhouse, continuing
practice (dirasa), and chanting (inshad);8 [the latter two] help the voice keep

1 Shiloah misread it as kathiran (a lot) (Sh. 185); Zakariyya Yasuf misread it a kathir (many)
(zY148).

2 Itis a refreshing drink prepared by condensing milk and dissolving it into water (Dozy, Sup-
plément ii, 151).

3 Nasrallah, Treasure 691.

4 Tbn al-Tahhan has nimbirisht, which literally means “half soft-boiled egg.” Birisht means soft-
boiled egg (Wehr, Dictionary 53). But in Persian, birisht (from the verb birishtan) means to fry,
roast, or bake, so in this case it would be a half-fried egg (Steingass, Persian English dictionary
175).

5 Nasrallah, Treasure 701.

6 The siwak is a small stick whose tip is softened by chewing or beating so that it can be used
for cleaning and polishing the teeth.

7 Ibn al-Tahhan has a much longer and detailed list of drinks and food and other practices
that are beneficial or detrimental to the voice (Hawr fols. 34b—35a; Sawa, Encompasser 93—
95).

8 Here Shiloah makes an interesting remark, that chanting may have been a useful exercise to
develop the voice (Sh. 185 n. 5).
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its beauty. | Giving up on these two leads to its [i.e., the voice’s or throat’s] block-
age (obstruction) (sudiid) and negative change.

There are many voice therapies and diseases that are documented in medi-
cal books. It was said that the best thing for the throat is extensive practice until
it becomes well prepared and trained (indabagha).’

It was narrated that Mabad [d. ca. 125/743] asked Jamila al-Khazrajiyya [fl.
late first/seventh century]'® about the care of the voice. She said: “Being care-
less about it, overworking it, and staying up at night ruin the voice. In addition,
dancing too much (idman al-rags)" and | eating acidic food, especially for those
with dry throats, but not for [those with] moist ones.”

The voice gains beauty, purity, and distinctiveness (fidda) in wide open
spaces,'? and in plastered (mujjassasa) and solid places, such as in structures
built in a long or oblong form (azj)!® and their like. In the opposite case
[environment], it gains harshness, coarseness (ghilz), hardness ( jumud) and
a disheveled state (shaith).* Whenever the voice meets solid smooth surfaces
it becomes purer and more distinctive. What harms the voice are cold breezes,
dew and dampness, and cold. In the winter, and in cloudy weather, the voice
becomes deeper or lower. In the summer, | and under a cloudless sky, it becomes
higher.

The singer should be aware of these surroundings; they should not be soft
or porous (mutakhalkhil)'5 like [places filled with] furniture, carpets, and mat-
tresses (furish),'® filled with coverings and drapes (kila/),'” and [he should

9 Lit., “tanned.”

10  The ms and Shiloah have al-Hadra (Sh. 185); Khashaba (Kh. 133) correctly edited it to
Khazrajiyya, as she married a client of Bana al-Harith b. al-Khazraj (al-Zirikli, al-Alam
ii, 139).

11 Shiloah misread it as alhan al-raqgs (songs to dance to) (Sh.185). Ibn al-Tahhan has a similar
passage, but it is a bit ambiguous because it may mean dancing while singing, or dancing
between singing: “Dance also overwhelms voices ... as for dancing, it causes the singer to
be out of breath” (Hawt fol. 37a; Sawa, Encompasser 100).

12 InIbn al-Tahhan it is the opposite and rightly so (Hawt fol. 35b; Sawa, Encompasser 97).

13 It also refers to an arched or vaulted structure, portico, gallery, piazza (Lane, An Arabic-
English lexicon i, 52).

14  Shiloah mistranslated this sentence as gaining volume, thickness, and range (Sh. 186);
Zakariyya Yasuf misread it as ta‘ab (fatigue) (zy 148).

15  Shiloah translated it as effeminate (Sh. 186).

16 TheMs has a copyist’s mistake; instead of furish, as in Ibn al-Tahhan (Hawi fol. 35b; Sawa,
Encompasser 97), it has ‘aras (bride). Shiloah translated it as such (Sh. 186); Khashaba (Kh.
133) edited it as ‘urash (a structure made of cane, reeds, or palm-sticks for shade; or cor-
ners in a house [Lane, An Arabic-English lexicon v, 2000]); it is most likely furash because
of what follows immediately in the sentence.

17  Kilal (sing. killa) which mean covering and drape. Shiloah read it as kalal (fatigue); but
this does not fit the context of soft and porous material (Sh. 186).
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also avoid] wooden terraced ceilings (muqarnasa) and the like as much as pos-
sible.’8

18  Foralongerand more detailed list see Ibn al-Tahhan (Hawi fols. 35a—b; Sawa, Encompasser
96-97).



CHAPTER 40

The Dimensions of Instruments, Arrangements of
Frets, and Choice of Strings
[fols. 213—217; Kh. 134—135; Sh. 186-190; ZY 148]

[The author delineates the quality of the wood used to make the lute, its length,
the qualities of the strings and their thicknesses, as well as those of the frets.
He delineates the notes of the soft oboe (nay) with respect to their equivalent
notes on the lute and explains playing techniques to obtain notes outside the
main holes. He closes the chapter by relating the strings to the humors, then by
ridiculing the astronomers for studying what is irrelevant, namely, the relation
of the parts of the lute with the stars and the zodiac; he claims that they do so
because of their incompetence in studying real musical matters. ]

The dimensions of the instruments that some people have already defined are
of no use here, since the instruments already exist among us in their most com-
plete and perfect shapes. The differences between the length and width of the
instruments do not lead to a damaged sound [that is, one has a good sound
and one has a bad sound]; rather, they cause either a powerful or a less [pow-
erful] sound, either a propagation of the sound or the opposite. The medium
length | is often forty fingers or more or less, [which does] not lead to a differ-
ence in sound. As for the high and low pitches, they depend on the length of
the string; a long string causes | a low and soft note; a short string causes a light,
high, and hard sound, provided they are under the same tension (tamdid). This
is a condition that obtains in all stringed instruments. The clarity and purity of
the sound depends on the wood on the inside and outside [of the lute] being
old and ripe, [its parts] must be equal in cross-section, thin, and light.! The
strings must be fine, smooth, and strong; they should be arranged according
to their degrees of thickness and thinness: the first string is the thickest and
the fourth string is the thinnest. Their frets should follow likewise: the first is

1 Shiloah rightly pointed out that the sentence is obscure. It says at the end that it is swollen
wood (nafisha) and Shiloah suggested that the wood is soaked in water so as to become
swollen; however, he warned that his own interpretation must be taken with reservations
(Sh. 187 n. 2). Khashaba (Kh. 134) edited nafisha (swollen) to nashifa (dried wood); Zakariyya
Yusuf read it as yabisa (dried up) (zY148); it is then followed by an unreadable partially dotted
word in the manuscript.
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the thickest and the last is the thinnest.2 The first is set | after the neck, and all
the frets are but the courses of the strings. This is all we need to know at this
point.

As for the choice of a suitable soft oboe with the lute, the one most in use—
to the exclusion of other nays and the dunay®—has seven holes in a row on the
front side, and two on the back side. One is always open and does not count
among the notes, its purpose is to control the air coming out of the soft oboe.*
As for the seven holes in a row, the one farthest from the mouth is the seventh
one from the head of the soft oboe, and it is similar to the open third string
[F1]; the sixth is similar to its index [Gz]; the fifth is similar to its ring finger
[Az2]; the fourth is similar to its little finger | which is also the open fourth string
[B flat 2]; the third is similar to the index finger of the fourth string [C2]; the
second is similar to its ring finger [D2]; the first is similar to its little finger [E
flat 2], which is the hole nearest to the mouth. | The eighth note of the lute
[E2] [is obtained from the back hole closer to the mouth, it is similar to the
note below the frets of the fourth string].> If there occurs a note that is not
among the above-mentioned eight, then the player uses its higher [or lower]
octave;® | except for a few notes that have no octave higher or lower, or that
can be replaced by other notes. In this case the player usually resorts to a trick:
blowing more strongly or weakly, or slightly lifting (rafa‘a)” his finger that is
blocking the hole so as to obtain a note that is close to what comes out of the

2 Shiloah misinterpreted it as the spacing between the frets (Sh. 187 n. 3). Al-Kindi informs us
that the ratios of the strings, starting with the thickest to the thinnest, is 4/3/2/1; likewise, the
four frets (index, middle, ring, and little fingers), starting from the index, are in the ratio of
4/3/2/1 (al-Kindi, Risalat al-Kindi fi l-luhuin 12—15).

3 This is a nay with two tubes.

4 Ibn Zayla mentions that this hole is at the utmost bottom limit (agsa) of the soft oboe (Ibn
Zayla, al-Kafi, ed. Yasuf 78). In al-Farabi, a similar hole is used for fine tuning the instrument
to make sure that the bottom note, from the open end of the tube (i.e., below the seventh
hole) (E flat 1), is one octave lower than the first hole (E flat 2) (kmx 786; MA i, 272). In Kanz
al-tuhaf, fols. 175-176, the surnay (loud oboe) has only one hole in the back and it is placed
between the first and second hole.

5 The contents of the square bracket are from Ibn Zayla, al-Kafi, ed. Yasuf 78. Al-Katib’s sen-
tence makes no sense: “The eighth note of the lute is extracted from the nay [a copyist’s error
has thani (second) instead of nay] using a trick.” There is no trick; the note is obtained, as in
Ibn Zayla, from the back hole at the top. The trick in question occurs a bit later and relates to
using air pressure or a half opening to obtain neighboring notes.

6 This likely means higher or lower notes (i.e., C2 can replace C3 or C1). The Ms (fol. 216) has a
copyist’s error, instead of difiha (its double) it is san‘atiha (its making).

7 This reading is from Ibn Zayla, al-Kafi, ed. Yasuf 78. The Ms has the less clear yigi‘ (to set).
This technique is still used today in the Middle East when playing wind instruments.
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lute. This is how the player obtains the middle finger note from the ring finger
hole, that is, applying less air pressure to obtain the middle finger note8 [A flat
2 or D flat 2],% [or half opening the ring finger holes A or D to obtain them].
These techniques are only known to nay players.

Some people have likened the strings to the four humors: the first string
corresponds to the black bile; the second string corresponds to the phlegm;
the third string corresponds to the blood; and the fourth string corresponds
to the yellow bile. And each | activates what is inherent in its character.® Some
astronomers claimed that all strings, frets, pegs, bridge, and neck are set accord-
ing to the fixed and moving stars, the signs of the zodiac, and the sun and
the moon."! They have many sayings about this matter which have become
imprinted in many people’s minds. They are found in their works. [In truth]
they are the ones who were incapable of understanding the true musical sci-

ence, so they resorted to such [irrelevant] topics and other subjects to fill their
books.

8 Ms has bayad (whiteness) instead of banasir (middle fingers).

The ms (fol. 216) has “or more pressure,” but it is a mistake since more pressure would
translate into a sharpened ring finger note and not a middle finger note.

10 It is similar to Ibn al-Tahhan (Hawrt fols. goa—b; Sawa, Encompasser 218—219) and he
attributes it to Pindar. For the sources of these correspondences, see Bulus al-Bizanti in
Kazemi, Die Bewegte 252, 311; al-Kindi in Sawa, Rhythmic theories 500-502.

11 In al-Tifashi the stars are related to the eight modes (Muta fols. 14-15; al-Tifashi, Mut‘a,
ed. al-Sillami 75).
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CHAPTER 41

Music Education
[fols. 217—221; Kh. 136—-137; Sh. 191-193; ZY 149]

[The author advises serious and talented students on how to study music and
excel in the art of singing and composition, namely, to study with great mas-
ters and listen to a lot of good compositions and analyze them, to look for the
aesthetic passages and ornaments, and to make sure he follows the rhythm
properly. He also advises singers with weak voices on ways to circumvent their
shortcomings. He states that instrumental music is subordinate to, and should
act as a support for, vocal music. ]

The one who would like to learn the art of singing should take it upon himself
to listen to singing from skilled masters, to seriously study the art, and to do
much listening (insat)! [to singing in general] in order to recognize the strong
melodies | from the soft, or medium ones, which are moderate. He should
endeavor to recognize the different types [of feelings] he would gain from each
one of them; and to know the aesthetic [beautifully ornamented] locations in
the song. He should figure out the location of the attacks in the rhythmic mode
that pervades the melody, and the durations of the notes; he should make sure
that the vocal notes are performed in synchronization with the attacks of the
rhythmic modes; they should correspond to it, and not be shorter nor longer.
Many singers do not complete the sung notes with the attack of the rhythmic
mode, and fall short with the duration. This is because of their limited knowl-
edge or | because of their weak voices, or [because they have a] shortage of
breath. However, the singer with the weak voice could complete the perfor-
mance of the notes by cleverly coaxing (mudarat) his breath with gentleness
and grace.? Despite their weak voices, many skilled singers often use good grace

1 There is a copyist error here: the Ms has asnaf (types, that is, rhythmic and melodic modes)
which Kh. 136 edited as insat. Shiloah noticed the problem and suggested it was redundant
here (Sh. 191 n. 2).

2 Ananecdote in x4 illustrates this point very well: “Jahza told me, Muhammad b. al-Makki al-
Murtajil told me, I said to Zurzar al-Kabir: ‘How did Ishaq al-Mawsili do better than you in
the presence of the caliphs, when you, Ibrahim b. al-Mahdi and Mukhariq, have better voices
(sawt) and a better sound (naghma)? He said, ... when Ishaq sang, he incorporated in his
singing tricks (mudarat), skill (hidhq), and grace (lutf), till he brought us all down.” (k4 v,
326. Sawa, Musical and socio-cultural anecdotes 204).
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to hide their weakness. He should watch for the high notes and see if there is,
or is not, an extreme limit he can reach with them; a thorough examination
of the high notes is a must, as well as notes that are not high [but which can
be altered into notes at a higher octave]. Indeed many people | take the liberty
of doing this in their melodies and those of others, [but they also] remove the
high notes, thus spoiling the melodies. They may do this in all of the melody,
replacing ( yubdilu)® and deleting some of its notes. He must also figure out the
rhythmic modes so that they are imprinted in his mind and [so he] knows the
heavy from the light as well as all other matters the ear can grasp. If he is able
to do this and has a rich (aysar)? talent, then he will be able to compose music;
the more talent and knowledge, the more his strength will increase.
Instrumental performance needs the vocal one.> Indeed, instrumental per-
formance follows, is dependent and subordinate to [vocal] melodies,® [and
is rhythmically organized according to] the rhythmic modes whose role is
the control of the temporal movement of the melody. [Instrumental music]
is used to support and help the voice; its weak or good qualities depend on
those of the vocal one. The instrumentalist who plays the rendition of songs
(tara’iq)” well is not a master unless | he can use them [to accompany vocal |

3 Shiloah misread this word as yudillu (to indicate); this made him translate the sentence as:
“If the musician deletes a note at the higher octave in all of the melody, he must indicate it
and state precisely that he has deleted it” (Sh. 192).

4 Itcanalso mean the opposite, that is, the slightest talent; this is how Shiloah translated it (Sh.
192).

5 Lit., “cannot be free of want or dispense or manage without vocal music.”

6 This is in line with al-Farabi’s hierarchical classification of musical instruments (kmx 78-80;
MaA i, 22—23; Sawa, Classification of music instruments). According to him, vocal music is supe-
rior to instrumental music because it not only includes the melodic and rhythmic elements of
instrumental music, but it also uses words that have meanings. Instruments play a role sub-
servient to the voice. They accompany a vocal line by imitating it as closely as possible; their
purpose is to amplify and enrich it, give it brilliance, make it more pleasant, and beautiful by
idiosyncratic ornaments. Instruments also play an important role, that of guardian or sup-
port for the singer, giving him the proper intonation, correct durations, and reminding him
of the melodic line. Instruments also provide a prelude to prepare for the singer’s entrance,
interludes to give him a rest, and a postlude to mark the end of a song (kmk 68-70, 7475, 77,
1170; MA i, 17; MA ii, 88; Sawa, Music performance 105—107).

7 Tar@iq (and other plurals: turg, turuq turiig; sing. tarq and tariga) usually means melodic and
rhythmic modes as Shiloah translated it in this passage (Sh. 192—193), but it is unlikely that
a good instrumentalist would limit his performance to playing abstract modes! A few sen-
tences later, the word tara’iq means an instrumental rendition of a melody and not a mode. It
is noteworthy here to mention that the related word tarq has many meanings: striking a per-
cussion instrument or a stringed instrument, prelude, instrumental exercise, instrumental
piece, an instrumental rendition of a song, a playing technique, style, ornaments, or instru-
mental accompaniment (Sawa, Musical and socio-cultural anecdotes 157, 160, 386).
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melodies; by melodies I mean those that are good, strong, complete, that is, the
old [melodies] or those that resemble them. || Some people are of the opin-
ion that instrumental performance is better and more honorable than singing
with instrumental accompaniment. I do not find [that this makes] any sense
because singing is more honorable than instrumental performance and more
useful. [To them] if instrumental performance is added to singing and imitated
it, then both will fall short. But this opinion is contrary to the truth. Those hold-
ing this opinion and putting down (shanna)® singing are the ones unable to
sing but who can play well. We have also seen some—and until now we see
them—who play a number of song renditions (tar@’q) and sing types of soft,
incomplete melodies. But if they take it upon themselves to sing the good and
difficult ones, they will not be able to. Some imitate the behavior of the Persian
kings, who gave up singing to eliminate the fatigue that results from singing
and playing at the same time. Most of their performances are but an imitation
of the vocal melody; they first play the prelude (tariga) then perform the vocal
melody instrumentally (sirat al-lahn).® | They do this to lighten the burden and
give up on singing. Many of the older generation who practiced this art and who
were not professional did that.

8 Lit, “slander, revile, defame, condemn.” Shiloah misread it as shayyaa (divulged) (Sh. 193).
9 Lit, “an image of the melody”; this is a very apt expression since the instrumental rendition
is in reality an image of the vocal one.



CHAPTER 42

Addenda
[fols. 221—235; Kh. 138-143; Sh. 193—204; ZY 150-153]

[Most of this chapter is based on al-Farabi’s discussion of the origin of music,
perfect and imperfect melodies, the alteration of melodies, vocal and instru-
mental melodies, the role of instrumental music, the invention of musical
instruments, and their classification. ]

Let us now mention in this chapter what we missed in this treatise and what
we need to know.

Some melodies may be imperfect and incomplete and nothing can be done |
to make them complete. Other melodies are the opposite; there is no place
that requires any additions. Others, though perfect, can still stand more addi-
tions for improvement so that they become more perfect and more beautiful
when heard. This feat can be achieved, in particular, by a musician endowed
with a good natural disposition and talent and with a nice voice, without much
effort or known rule to explain it.! If we find a person who makes additions
to some of | the melodies of Ma‘bad, Ibn Muhriz, Ibn Surayj, al-Gharid, and
their like,? or who removes some of their notes, then we know with certainty
that he has spoiled them.3 This is because, as we know, these songs are exam-
ples of the utmost excellence, and reach the limit of what can be achieved in
them, so one must not change anything unless we fully know that we need
to.

1 In Middle Eastern music today, ornaments are very subtle and require good taste from the
performer. There are no written rules as to what constitutes a good ornament; it is all done
instinctively according the aesthetics of the culture. The talented musician knows what types
of ornaments to use and where to add them to beautify the melody.

2 Ishaqal-Mawsili added Malik and classified all five in this order: “The outstanding masters are
Ibn Surayj, then Ibn Muhirz, then Ma‘bad, then al-Gharid, and then Malik” (k4 i, 380; Sawa,
Musical and socio-cultural anecdotes 139).

3 Thisis a hypothetical statement, as none of these melodies survived to the time of al-Katib. A
century before al-Katib, al-Isfahani said it succinctly, when discussing the alterations brought
upon the older repertoire: “It is hoped that there perhaps remained a few of those singers
who adhered to this principle [of not altering the songs], though by now, in our era, all of
the correct [songs] and the altered [songs] have disappeared” (k4 x, 70; Sawa, Musical and
socio-cultural anecdotes 260).
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Ishaq [al-Mawsili] and his adherents blamed and found fault with Ibrahim
[b. al-Mahdi] b. Shakla for altering the older repertoire and [they] blamed his
boldness [in doing] it, this despite his skills.# But stories keep recurring that
Ishaq was more discerning and knowledgeable than Ibrahim in the vocal art. It
was related that [the caliphs] al-Ma’mun or al-Mu‘tasim said, “The mistake of
Ishaq in singing is better than the correct [singing] of Ibrahim.”> One should not
alter the melodies, for reasons laid out at the beginning of this treatise; indeed,
not altering the older songs is praiseworthy because they are perfect.

It is difficult to know, in a definitive way, the time | when the musical arts
and instruments were created and how they started. Many people have differ-
ent opinions and attribute them to a group of named philosophers, | and to
Persian and Greek kings, as well as to the Devil (Iblis), may God curse him,
and it was narrated that he is the one who invented them, and to a group of
prophets, may God bless them.” Here we shall mention what is in line with the
truth guided by eminent people, by the sayings of theorists, and especially by
those who hold an important place and who have a long standing [position] in
this art. These allow us to have no need for others.

Abt Nasr al-Farabi said that there are two aspects of music [performance]:
the performance of complete melodies, that is, the ones heard through | the
human voice, and the performance of melodies heard through musical instru-
ments constructed [by men]. The latter is divided according to the types | of
instruments: the art of playing [the lute] and the pandore and other instru-
ments; the former is divided according to the poems to which the notes are
set and follow, and [according] to their purpose, such as [the artistic] composi-
tion of vocal art, lamentations (niyaha) and elegies (marathi), reciting classical
poems in a declamatory style [likely improvised in a non-measured musical
form] (gaw! al-qasa’id), chanting the Qur’an, the caravan songs (huda’), and
the like.8

4 See the long passage about this topic in k4 x, 69—70; Sawa, Musical and socio-cultural anec-
dotes 258—260.

5 In kA there is a similar story but with different musicians: “The mistake of Mukhariq is like
the correct one by ‘Allaya; the mistake of Ishaq is like the correct one by Mukhariq” (k4 xviii,
345; Sawa, Musical and socio-cultural anecdotes 222).

6 Ihave paraphrased the original sentence to make sense of it. The original says: “If one should
not alter the melodies except for reasons laid out at the beginning of this treatise, indeed,
imitating the older songs is praiseworthy, and the known praiseworthiness has a reason, and
the reason is that one should not alter them.”

7 Ibn al-Tahhan has a similar story but notes that it was a weak one (Hawr fols. 84a—b; Sawa,
Encompasser 204). In k4, Iblis is the Devil who transmits songs to composers and teaches
music (KA Vv, 233, 235; KA X, 104; Sawa, Musical and socio-cultural anecdotes 81, 104, 302, 443,
446).

8 Al-Farabi, kMK 68; MA i, 17.
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The melodies heard from instruments are of two types. One type imitates the
complete melodies [i.e., vocal melodies in unison or in a higher or lower octave]
as much as possible, and at the same time adds more notes (takthir),® orna-
ments (tazyinat),'? preludes (iftitah), cadences or postludes (magta®), inter-
ludes (istiraha), during the accompaniment [to give the singer a rest] and
complements what the voice is unable to do thoroughly.! Other instrumental
melodies | are such that it is difficult for them to imitate the vocal melodies or
[they] could not bring any support for them at all.!2 Their function is similar to
that of decorations that do not imitate anything, they just | look beautiful. They
are akin to Persian and Khurasani instrumental pieces (tara’iq and rawashin)
that cannot be sung; these are the best Persian instrumental pieces.!3

Since these are incomplete, and have only a portion of total perfection, the
soul listening to it alone desires the addition of other elements to reach total
perfection. If the incomplete [melodies] are repeated without adding what
the soul desires, then the soul will leave it and loathe it; the soul will become
tired (tabarrama)'* of its excessive repetitions. For this reason, these types of
instrumental music should be used | as ear training and technical exercises
(irtiyadat) for the hands, preludes (tagdimat) to vocal music, and interludes
(istirahat) to allow the audience to rest [from vocal music]. We shall call the

9 It is a melodic ornament consisting of increasing the number of notes, either through an
extension in range or through an increase in the number of notes within the range, or
both, or notes foreign to the components of the fundamental melody (kmk 1059; MA ii,
50; Sawa, Music performance 91-95, 209).

10 The Ms has tartib (arrangement) but neither tartib nor tazyin are in the original text of
al-Farabi (kMK 69; MA i,17); the word tazyin appears later (kMK 80; MA i, 22).

11 Here al-Katib copied al-Farabi’s ambiguous passage in which he may have meant that
instruments complement what a voice is unable to do, that is, they reach a range that a
voice cannot reach; he may have meant doubling the voice with an instrument playing at
a higher or lower octave, or impressionistically, with a fifth or fourth; he may have meant
that instruments perform idiosyncratic ornaments that a voice is unable to do (kMK 69;
MA i, 17; Sawa, Music performance 105-107).

12 The Ms has a lacuna that Khashaba filled from the original text of al-Farabi: “la yumkin
aslan an tuj‘al laha mauna” (could not bring any support for them at all) instead of “/a
yumbkin aslan aw laha ma‘ina” (incomplete sentence that makes no sense) (Kh. 139; kMK
69).

13 KMK 69; MA i,17.

14  The Ms has tarannama; it is a copyist’s error that Shiloah translated it as vocalizations
(Sh. 197); D’Erlanger skipped it (M4 i, 17). Khashaba (Kh. 139) edited it as tabarrama, by
following the correct and original passage of al-Farabi (kMk 69). The word tarannama
cannot be correct since it contradicts the fact that such instrumental music cannot be
sung.
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taqdimat mabadi’ (preludes) that are used [before] the unmeasured vocal pre-
ludes (nasha’id).'®

[Al-Farabi] said that what created music are the various innate natural dis-
positions implanted in humans | from the time of their birth. [One of them
is the disposition to create poetry].16 One is the innate animal nature to emit
sounds due to joy or pain; another is the desire for repose after tiredness during
work; the chanting (tarannumat) keeps | fatigue at bay during work so that one
does not feel it, and likewise one does not feel the time spent at work and does
not feel irritated by it and continues to work further. The sense of time is fol-
lowed by an impression of greater fatigue, [which in turn gives the sense of real
fatigue]; it is because fatigue comes from movement and time follows move-
ment, indeed, they follow one another and are inseparable. It is also believed
that chanting has an effect on animals; a case in point is what happens to Ara-
bian camels when listening to caravan songs.

These are the innate, natural dispositions implanted in humans who cre-
ate music. As for how the various practical arts | of music happened until they
became established, this is thanks to the natural dispositions that we have men-
tioned. | Some people wanted repose and pleasure through chants [to not feel
fatigue and the notion of time];'” some wanted the nurturing of emotional
states and reactions such as anger, sadness, joy, and the like,!® and [sought to]
increase them, or cancel them, forget them, and reduce them; some sought
them in poems [by setting them to music] to excite the imagination and to help
[one] understand them. These unmeasured chants (tarannum) and measured
vocal compositions (tanghim)'® were built up in every type of practical art, bit
by bit, time after time, people after people, until they increased. In the midst
of this, people gifted with natural dispositions and talent composed music2? to
the three above-mentioned categories.?! Others did not have such talent; those

15  This sentence is not in the original work of al-Farabf; it was added by al-Katib as a further
elucidation. Shiloah has a different and valid interpretation, in which the interludes, not
the preludes, are used as short instrumental segments performed between parts of the
unmeasured vocal introduction (Sh. 197 n. 7).

16 KMK 70; MA i,18.

17 KMK 71; MA i,18.

18  The three reactions are not in al-Farabi, but were added here by al-Katib.

19  The text of al-Farabi adds talhin (composing) (KMK 71; MA i, 18-19). Shiloah translated
tarannumat as cantillations and tanghimat as melismatic chants, but this is redundant
(Sh. 199); tanghimat must be measured vocal compositions as they relate to setting music
to poetry.

20 Tarannumat, lit., “chants.”

21 They are the repose, emotional state, and setting music to poetry.
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who did excelled and became famous. People who came after them followed
them | and added to the arts with their talents. This continued throughout
the ages,?2 and the aims of incorporating all three categories were achieved.
Those who wanted repose and pleasure—found that they can be obtained with
musical notes as well as imagination brought about by lyrics associated with
the notes, [lyrics] that increase the desirable reactions or decrease those to
be avoided—/[and they] realized that combining the notes and melodies with
lyrics?® helps them reach their goal more completely, | that is, vocal melodies
with lyrics in which the music helps [the listener] to understand the words and
listen to them.2*

Likewise, music that brings pleasure when added to words makes the audi-
ence listen with more attention and continue to listen without boredom and
displeasure, and thus [this music] reaches its goal. [To illustrate this point]
it was narrated that the poet ‘Algama b. ‘Abada [d. ca. -20/603] went | to
[Prince] al-Harith b. Abi Shamir al-Ghassani [d. 8/630] to ask for what he
needed [in remuneration]. He [the prince] did not listen to his poem until
it was set to music and sung to him; only then did he give him what he
needed.

When all the categories are combined and they use each one of them in their
appropriate context—some at times of joy, some at times of sadness, some for
consolation, some during poetic competitions?>—the musicians will contem-
plate everything they have done and learned from others in every situation, so
they can reach their goal perfectly. This is especially so since people and cir-
cumstances have become more numerous, and since musicians and listeners
have also become more numerous; as a result, | generous rewards were given in
money and kind.26 Competitors also increased in number, as did their boastful-
ness. In the process, some curtailed what was superfluous in their colleagues’

22 Here al-Katib skips an important short paragraph about musicians lacking creative tal-
ents, these musicians who are performers only (kMK 72; M4 i,19).

23 The Ms has “his aim notes or melodies from all bodies,” which does not make sense. Al-
Farabi’s original text is correct; it literally means “his aim from all these various elements
[embedded in the lyrics]” (kMK 72—73; MA i, 19).

24  For askipped paragraph and its importance, see Sh. 199—200.

25 Shiloah mentioned that this last statement is obscure in al-Katib, who borrowed it from al-
Farabi. He suggested improvised competitions between poets in a melodic declamatory
style but not real melodies (Sh. 200 n. 3).

26  In k4 rewards included commissioned compositions, excellent performance, monthly
stipends, and music lessons. For a list of types of rewards, see Sawa, Music performance
195-199, 245.
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compositions, and some added what was incomplete, and in this way the musi-
cal art became perfect or close to perfect.?”

These [vocal] melodies, when imitated and accompanied by the sounds of
various instruments (ajsam),?® become more abundant (aghzar),?® richer and
more ample (afkham), more brilliant (abha), and more pleasant to the ear
(aladhdh masmii‘an); they are also more adequately supported and guided with
regard to the arrangement and order of the melody [that is, its intonation and
correct durations].3° Musicians decided at this point, or after, to seek notes that
are similar to the vocal ones obtainable from musical instruments. They looked
at the places on the instruments where each vocal note—of known melodies—
can be found (yajidinaha)?! and knew their placement and defined them and
used them in their performances. Then, with their talent, they examined—
from among natural and artificial bodies, the latter being man-made, the for-
mer being natural throats—what gives notes more perfection.3? Every time
they came upon one instrument and felt it had faults, they, or those who came
after them, sought | to correct them until the lute and other instruments came
to fruition. In this manner the art of practical [music] achieved perfection and
the rules of melodies were set. It became evident, then, which [vocal] melodies
and notes [are natural to humans and which are not, I mean|33 the consonant
or the dissonant, and likewise with regard to the instrument; it also became evi-
dent which consonants were more perfect and which were less perfect. [Some
consonances are perfect, some less so, until we reach the end of the spectrum,
at which point they are not consonances at all].3 The perfect consonances are
comparable to [essential | natural food, and the less perfect to [non-essential]
fruit.3% | And what is not natural at all are the [loud] and high-pitched sounds

27 Lit., “some decreased what one added, and another added what another one decreased.”

28 Lit., “bodies.”

29  The Ms has aghrab (stranger than) but this is clearly a copyist’s error; Shiloah edited it as
aghraz, but surely meant aghzar; this is likely due to a typo (Sh. 201 n. 1).

30  Shiloah used the vague terms “forms and harmony” (Sh. 201); D’Erlanger mistranslated the
last sentence as “easier to learn by heart, because of the poetry and the rhythm” (M4 i, 20).

31 The Ms has yukhayyilinaha (imagine them) and this is how D’Erlanger translated it (M4
i, 20); Shiloah edited it as yahdhunaha (imitate them) (Sh. 201 n. 2).

32 Inthenextsentence it becomes clear that only the man-made ones (i.e., the instruments)
were meant.

33  The additions in the square brackets are from kMK 75; MA i, 20.

34  The additions in the square brackets are from KMk 75; M4 i, 20—21.

35  The Ms has sauda bihi (to bring pleasure). Al-Farabi has yutafakkah bihi (to amuse one-
self with, to joke, and by extension, what is frivolous, superfluous); in the context of the
sentence, it refers to eating fruit. D’Erlanger chose superfluous (M4 i, 21); Shiloah chose
dessert (Sh. 201).
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that people cannot tolerate and the instruments made for that purpose. Instru-
ments are used for human aims: some are like medicine used for | human
bodies;36 some are like poison and used the way poisons are used; these include
the destructive and deafening sounds that come out of instruments used in war,
such as the bells (jalajil)3” [232] that one Egyptian king in the past ordered to
be made by a learned man named Sa‘itlus [?],3® and like the instruments used
by Byzantine kings in the past, and the shouters (musawwit) used by the Per-
sian kings in war. As for the tambourines, drums shaped like an hourglass with
a double membrane, cymbals, clapping, and zafi,?° they follow and are sub-
ordinate to the other [melodic] instruments and are more imperfect. Among
them, some are more perfect than others; the least perfect is the zafn.*°

After all of this [al-Farabi] said: “Melodies are of three types. One type causes
the soul to gain the pleasure of listening and gives the benefit of repose, and
no more. Another has the same quality as the previous type, and in addition, it
causes the soul to gain imagination and reactions,* seeing things and imitating
matters that take shape in the soul. | Their case is similar to that of decorations
and statues perceived with the sense of sight. [The decorations] give a nice
sight to the eye [whereas the statues] imitate the forms of beings,*? their reac-

36  Regrettably, al-Katib and al-Farabi do not elaborate further on how such unbearable
instruments are used in situations comparable to medicine.

37  Itislarge type of bell that jingles.

38  This name is unclear and does not occur in the passage of al-Farabi; Shiloah read it as
Banba'atlis (Sh. 202).

39  This is a type of dance which, according to al-Farabi, produces no sound and consists of
moving the shoulders, eyebrows, head, and similar organs (kmk 78; MA i, 22). This is con-
tradicted in K4, where there are examples in which zafi produces sound (x4 i, 291; k4 xix,
218; Sawa, Musical and socio-cultural anecdotes 314).

40  Thisis a highly reductive version of al-FarabT’s original passage, in which he hierarchically
classified musical instruments. In short, he started with the instruments used in war as
the lowest of the low because of the pain and destruction they and war cause; then the
zafn, which is superior to war instruments because it involves visual rhythm and is peace-
ful; then the clapping, dancing, playing percussion instruments, and cymbals, which are
superior to the zafin because they engender sound; then the lute, pandore, lyre, rebec, and
wind instruments, which are superior to percussion instruments because, in addition to
rhythm, they produce musical notes; at the top sits the human voice; it includes all the
above characteristics plus it uses words that express meanings and emotions. In the sec-
ond last category, the instruments that better imitate the voice are superior to the others
(kMK 77-80; MA i, 21-23).

41 Here Shiloah notes that the reactions or passions belong to the third category, which inci-
dentally, al-Katib skipped (Sh. 202 n. 6). For the complete passage, see KMk 62—63; MA i,
13.

42 Lit., “things.
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tions, actions, characters, and | physiognomy (shima).*3 This is how old statues
were used in the past by the masses: they glorified and adored them as being
like their gods depicted according to forms and natural dispositions that made
known their actions, characters, and the wills attributable to each of them. This
is how it is in India to the present day.”

We have clarified the origin of music, its arts, and their causes. Then, famous
learned men made statements about it; among them are Pythagoras, Aris-
toxenus, Muristus, Archytas, Euclid, Daryunasis [?],4* Plato, Philalawus, Nico-
machus, Ptolemy, | and many others, making | for a long list.

Philosophers and learned men have written large and small books and
[made] statements scattered in many places; some added to others.

Ahmad b. al-Tayyib al-Sarakhsi [d. 286/899] said that it was not possible
to bring a demonstrative method to every aspect of this art, because it [the
demonstrative method] cannot break into all the arts and be applied to it.
Arithmeticis based on rules ( ibra),*> that is, on calculations. Geometry is based
on the demonstration, on the evidence by which one goes from ignorance to
knowledge, and on persuasion. The musical art is based on the evidence by
which one goes from ignorance to knowledge, demonstration, comparison, and
on persuading one and the other.46 He said: “The origin that is mentioned about
the science of music, is that a man in the past went out to probe the ratios |
between the striking and struck objects, he passed by the coppersmiths or iron-
smiths market and heard sounds | that he felt were in proportional amounts
and resembled a song he knew. He contemplated them and found that they
were consonant. When he followed up with the striking and [what was] struck,
he found that their proportions were the way he felt. When he went [home],
he compared the ratios of various bodies. Then, guided by his ear, he looked
into the proportions of the consonant sounds. They became clear to him, and
thus he succeeded in what he wanted with regard to the ratios, calculations,
and senses.”#7

43  Lit, “natural disposition, temper, quality, property.” I have chosen physiognomy, following
Shiloah, because it fits the context very well (Sh. 203).

44  Shiloah suggested Dionysos or Dionyson (Sh. 203 n. 5).

45  Shiloah translated it as concrete method (Sh. 203); Khashaba (Kh. 143) edited it as ‘adad
(number).

46  These three sentences are quite obscure. Shiloah’s translation may shed light on it: “Arith-
metic is founded on the concrete method, that is, on calculation. Geometry is founded on
the demonstration of calculations and deduction. Music is founded on calculations, the
demonstrative method, on comparison, and on demonstration based in turn, sometimes
on certain premises, and sometimes on improbable premises” (Sh. 203).

47  Shiloah corrected this section, saying that Pythagoras tied two identical strings with



ADDENDA 181

Nicomachus mentioned that Pythagoras was the first to discover the propor-
tions of the sounds and that he was the man mentioned above. The origin of
all of this is not known; what al-Farab1 said about it is enough.48

weights with the ratios he heard in the market, obtained the same results, and was happy
about it (Sh. 204 n. 2).

48  This could mean the origin of the music, or the origin of the proportions.
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The Sources (al-Irshad)
[fols. 235—240; Kh. 144-146; Sh. 204—208; ZY 153-154]

[In this last chapter the author mentions his sources, which were written by
authors who were good scholars, as well as those who were not.! He then men-
tions, in passing, his useful contributions.]

Each chapter in this book can be taken wholly or partially from the sayings |
of past theorists, or [can be taken as] invented and original. With regard to the
first category [the sayings of past theorists], | one must go back to their works
to fully comprehend the subject.?2 They are found in famous theorists’ books,
[which are] dispersed, as well as complete and incomplete. Among them are
al-Kindi, Thabit b. Qurra,® Ahmad b. al-Tayyib [al-Sarakhsi], and Abu Nagr al-
Farabi. These are the music philosophers to whom modern researchers resort,
we have relied heavily on them even though we have also discussed others who
came before them.# In addition, there are also other musically related mat-
ters in Arabic books on grammar, prosody, and poetics. The most complete
and perfect treatises about the musical arts are those of al-Kindi, al-Farabi,
and [Ahmad] Ibn al-Tayyib [al-Sarakhsi]. As for al-Farabi, he mentioned that
he did a comprehensive study in his Kitab al-kabir [Grand book [of music]],
and that he read carefully what the old and new theorists had written; he did
not find that any of them made a complete and perfect study of the subject.
As for the books | written by other modern writers, their rank is that of littéra-
teurs such as Ishaq [al-Mawsili], Mansur b. Talha [d. ca. 250/864],% ‘Ubaydallah

1 Lit, “guidance, instruction.”
Shiloah has “to draw complementary elements of information” (Sh. 205).
He was a Sabian from Harran, a physician, scientist, mathematician, philosopher, and a trans-
lator from Greek and Syriac into Arabic. He wrote nine treatises on music, but only one has
survived, Mas'ala fi [-miisigi (A musical question). See Farmer, A history 173; Farmer, Sources
22-23; Shiloah, The theory of music 348-349; Sh. 205 n. 4; al-Zirikli, al-Alam ii, 98.

4 That is, the Greek theorists.

5 He was the son of Talha b. Tahir b. al-Husayn (d. 213/828); he was the prince of Khurasan
during the reign of the caliph al-Ma’miin, a music patron who personally knew Ishaq al-
Mawsill and generously rewarded him for his performance. It is not known if his son also
knew Ishaq personally, but al-Farabi relates that Mansir followed Ishaq’s definitions of the
rhythmic modes in his music treatise Kitab al-Mw’nis fi -miusigi (The music companion book).
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b. ‘Abdallah b. Tahir,® Ibrahim b. al-Imam al-‘Abbasi,” Ibn Yahya | al-Munajjim
[241-300/855-912],8 Ibn Wasif al-Ahmadi.® The theory | of this latter writer [Ibn
Wasif al-Ahmadi] is especially better and more useful than the other [modern
ones] and resembles the theories of the ancient ones, even though he followed
many of Ishaq’s writings; otherwise, it is mostly based on the ancients. The writ-
ings of the others, though numerous, are without usefulness; however, there is
no objection to using them as introductions for those wanting to study [later
more thorough] books on music, [but be warned that] their instructional meth-
ods are not praiseworthy.

[Ibn] al-Za‘farani al-Katib mentioned in his Kitab al-kabir [Grand book] a
number of ancient and modern writers. He said much about their sayings,
which contained many mistakes. | Thave the intention, with the help and power
of God, may He be exalted, to mention them separately, and to show [what is]
correct from [what is] mistaken, because the latter will mislead students.

Kushajim al-Katib [d. 360/970]'° also wrote on music and [wrote] a poem
that is not bad at all, but most of it requires a commentary.

Harra al-Katib also wrote an essay for Kafur al-Tkhshidi [292-357/905—968]
but it contains little that is useful.

Mansiur was the governor of Marw and Khuwarizm; he wrote on philosophy, astronomy;,
arithmetic, and music theory. Fragments of his definitions of rhythmic modes are quoted
and commented on by al-Farabi in k11 fols. 72b—73a, 76b—77a, 88b (N-Kk11 154-155, 162163,
172-173; Sawa, Rhythmic theories 4951, 370—371, 393—394, 418).

6 The name is problematic in the Ms; it reads ‘Abdallah b. ‘Abdallah b. al-Tahirayn; this led
Shiloah to correctly write the names of two persons, ‘Abdallah b. Tahir and his son, pre-
sumably, ‘Ubaydallah b. ‘Abdallah b. Tahir.

7 He is very likely Ibrahim b. al-Mahdi.

8 His full name is Yahya b. ‘Ali b. Yahya al-Munajjim, his Risala (Epistle) follows the teaching
of Ishaq al-Mawsili regarding the melodic modes.

9 Shiloah could not find any biographical notice about him (Sh. 206 n. 2).

10  He was a poet and a writer on many topics including music, boon-companionship, and
cooking. His most famous book is Kitab Adab al-nadim (Behavior and knowledge of the
boon companion); many of his poems on music, music instruments, and musicians were
quoted in the works of Ibn al-Tahhan and al-Tifashi.

11 He was a famous prince and eunuch, originally an Ethiopian slave bought by al-Ikhshidi,
the king of Egypt (d. 312/925), who then freed him and Kafar affixed Ikhshidi to his
name. He was smart, a good politician and administrator; he ruled Egypt officially for
two years (355-357/966—968), though he served the Ikhshidid dynasty longer than this,
from 333/945 (Hitti, History 456—457; al-Zirikli, al-A%am v, 216). Not much is known about
Harra al-Katib, but since he wrote an essay for Kafir, it is safe to say that he lived in Egypt
in the middle of the fourth/tenth century. Khashaba edited Harra as Ibn Khurdadhbih,
but this is not possible, since the latter died in 820/911 when Kafir was just a child (Kh.
145).
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The person who reads this [present] book and the other one, al-mugni* (the
Convincer), will not need many of the other books.

Concerning the second type, which is invented (new),!? we can draw anal-
ogous conclusions to complete its chapters, explain them, | and add similar
topics to them. The one who would like to do this can certainly do so if he
can handle the task or [do] what is easy in it. | As for us, we do not have
to inquire further and study everything. We are allowed to give it up, either
because we were unable to treat them thoroughly, that is, reach the utmost
degree required, or because of annoyance or desire | for brevity. These excuses
are valid.

The one reading some of the works of the modern writers should beware
that he understood what he read and be careful if he thinks that what he
read is absolutely correct. Their works are full of mistakes. One can only trust
the works of the ancients and the philosophers and find them to be correct,
except that they are hard to understand. A person followed this course when
he desired to look into this science and practice it. He came to me to ask about
the number of attacks of the first heavy.!® I told him what I knew but he nei-
ther grasped it on the spot nor understood a melody [in that rhythmic mode].
Then when he was not | able to read the eminent scholars, he turned to Harra’s
essay and read it. He then went on to compose a book and started to research
the | dimensions of the instruments, especially those of the ancients, and was
convinced that no theoretical and no practical matters can take place perfectly
except in these instruments. His thoughts were concentrated on this issue and
he refuted [the idea that modern instruments] could also have the potential
and qualities of the ancient ones [in theoretical and practical matters]. He also
thought that notes in the modern instruments were unlike those of the ancient
ones. His thought went the way of the alchemists in the science of alchemy.*
He then went on to say that these notes cannot be rendered from modern lutes
because they are different from the lutes of the ancients, and that the mea-
surement of the notes cannot be known or correctly obtained but from the

12 Al-Katib likely meant his wonderful chapters (23, 24, 35) on vocal and instrumental orna-
ments.

13 Shiloah has “second heavy” but the Ms is very clear that it is the first heavy (Sh. 207).

14  According to Shiloah, the person claiming that the notes of the modern instruments are
different from the ancient ones, is doing a useless task similar to the tasks of alchemists.
Moreover, Shiloah traces this line of thinking to two texts of Plato: a musician / philoso-
pher criticizes a “harmonicien” for not receiving proper musical training, who spends
his time tuning the lyre, and is thus a “tuner”; “harmoniciens” waste their time compar-
ing the tuning of various instruments and, as a result, their work is as useless as that of
astronomers (Sh. 208 n. 1).
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dimensions of the instruments. | I left him in his ignorance as he did not accept
[my advice] and [I] waited till his book appears so that I could make fun of him.

This is the end of the book, achieved with the help of God and His mercy.

The book was finished on Wednesday the eleventh of Muharram 625/1225, in
the city of Sinjar the protected; it was copied by the Mamluk Hasan b. Yasuf Abi
1-Qasim al-Maliki al-Ashrafi, praise God and pray for our master Muhammad
the illiterate, and the pure members of his family, may they all be blessed, and
we ask God the most sublime, forgiveness for him and his nation, may peace
be upon him.

Sh. 208






Glossary

abahh
(but it should not be overdone)

abha more brilliant

a husky voice, a nice quality

adab knowledge; good behavior;
belles-lettres

‘addala al-awzan scanning the poetic
measure

afkham  richer and more ample (see
also tafkhim)

aghzar more abundant

ahsanta “you did well”

ajashsh  aloud husky voice with rich,
abundant notes and ample sound

ajsam see jism

‘ajuz  second hemistich

ajza@’  see juz’

akhta’a

mance)

to make mistakes (in a perfor-

ala amusic instrument

aladhdh masmit‘an  more pleasing to
the ear

‘alin  loud; high-pitched (voice)

‘amal musical sound, performance

‘amali  practical musical art

amlas smooth, moderate, clear voice
with few ornamented repetitions

‘amud basic constituents of the rhyth-
mic modes; main melody

anf higher bridge of lute at the inter-
section of the neck and peg holder

aqgdar see qadr

‘aqid  arefreshing drink prepared by
condensing milk and dissolving it in
water

(al-) agra‘ al-tamma  complete pluck-

ing that results in a loud, strong, and

resounding sound

‘arud prosody

‘arud al-ghin@®  durations and mea-
suring notes
aryahiyya to be generous, relaxed, and

happy (as a result of tarab)
asaba to hit the mark (in a perfor-
mance)
asabi¢ see isha“
ashba‘a to fully ornament; to accom-
pany by tapping the rhythmic
mode
asl see usul
aswat pl. of sawt
athbat

atraba

stronger (poems)

to cause the audience to reach
a state of tarab

awqa‘a to tap the rhythmic mode; to
sing

awtar see watar

awzan see wazn

azj oblong

azmina pl. of zaman

baha
bamm first and lowest string of the

beauty, brilliance

lute
banafsaj violet juice
bagilla
bagiyya
basit measured music
bastt

made up of notes and poetry; notes

sprouted beans
limma

type of unmeasured melody

and rhythms from instruments; caus-
ing cheer and delight

bidaya (pl. bidayat)
notes)

beginning (of the

binsir ring finger fret at 408 cents from

the open string; melodic mode that
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uses the ring finger fret as a tonic in
the course of the ring finger fret
bis diapason double octave

bisat tonality
bu'd interval
big trumpet

dabadib pl. of dabdab

dabdab kettle drum

daghdagha
strings with fingers

continuous touching of

dajara resembling the sound of sor-
row, worry, and exhaustion

daqiq thin (string)

daraj see idraj

darb poem; playing, plucking, instru-
mental piece or exercise; playing
technique or style or ornament,
instrumental performance, instru-
mental rendition of a song, instru-
mental accompaniment (see also
istiftah fi l-darb)

darib (pl. durrab)
former

instrumental per-

dastan fret

dawiy powerful, reverberating sound

dawr rhythmic cycle (two cycles make
up a rhythmic mode)

dhahib penetrating, remaining in the
ears

dhaga to test (the first hemistich set
to music)

dif double

dirasa learning and practicing

diraya awareness of musical knowl-
edge

duhn al-lawz almond oil

dun inferior (melody)

dunay adouble nay

durrab see darib

fakhima ample (notes)

GLOSSARY
fakhkhama al-alfaz clearly articulat-
ing words
falak star
al-falak al-a’zam  the highest and

greatest celestial sphere; in Ara-
bic astronomy it was the eighth
sphere held by the fixed stars (see
also musiqaqiya)
Jfarighat al-nagham melismatic
melodies
Sfarik

with butter and sugar

toasted green wheat pounded

fastha distinct notes (found in low-
pitched notes)

Sfasila (pl. fawasil)
last foot in the first hemistich; separa-

poetic separators;

tor between two cycles
fawasil  see fasila
firstheavy in its metrical form it
is made up of six attacks plus the
attacks of passage and support: 4/2 | J
44J|4J11];itsmodal formis | JJ. |/
Jo | ; the first light heavy its metrical
formis4/4|JJJJ|JJJ]];its modal

formis|JJJ|JJ]|

Furs Persians

Sfurash (pl. of farsh) furniture, carpets,
mattresses

ghamza (lit., “wink”) soft or weak

attack; soft notes occurring at the end
of sections or at the end of melodies;
high-pitched note furtively sung

at the end of a section after lower-

pitched notes preceding it (see also

maghamiz)

ghara’ib (pl. of gharib) variations of
rhythmic mode

gharidi  the compositional style of
al-Gharid

ghilz thickness, coarseness (of a voice)



GLOSSARY
ghina@  singing; vocal composition;
musical arts and knowledge
ghunna half nasality, singing an
unvoweled n so that some of the
air passes through the nose and some
from between the lips
habs slow tempo
hadd high-pitched (note, voice); fifth
string of the lute, also known as zir
hadd
haddat al-haddat (néte hyperboléon)
[G3], the highest note of the dou-
ble octave (see also hidda)
hadhf
tayy)
hadith
mad
hadr
hadw
hafiz  keeper of the soul in a moderate

removal of attack (see also
sayings of the Prophet Muham-

see hathth
caravan chant

state (character of a tetrachord); see
also istigrari
haka
halg

to resemble, imitate

throat and pharynx

hamza glottal stop; powerful abun-
dant sound coming from the chest, it
resembles a sigh or a moan (see also
nabra, zafra, zahma)

hanjara larynx and throat

haraka action, motion; short vowel;
moderate attack
harakat al-i'rab  desinential inflec-

tions
harami  type of melody made up of
poetry, notes, and rhythm

harf aletter of the alphabet (see

huraf)
harf mutaharrik voweled letter
harf sakin silent letter or unvow-

eled consonant
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harrara to compose; revise, edit, clar-
ify, redact, release

hasan beautiful

hathth faster tempo; acceleration; also
known as hadr

hazaj in its metrical form it is made
up of four attacks plus the attacks of
passage and support: 6/8 | S D DD DD
|>5d DD D] its modal formis| 5S> )
21| 220201 ; the light hazaj has the
same pattern but faster

haziq (avoice that) expands and
exceeds the proper bounds so that
the notes come out and spread all the
way and increase in volume

hazza ashaking of the note

hazzaz aseries of consecutive songs
in a concert, preferably in the same
melodic mode

hidda
voice); passion (see also hadd)

hidhq  skill

hikaya imitation (of compositional
style)

hiss voice

huda
type of singing in the style of recita-

acuity, distinctiveness (of a

a caravan song that consists of a

tion but with a bit of tatrib (causing
tarab), ornamented repetitions, and a

raised voice
huraf (sing. harf) letters
huraf al-ghunna  lam (), mim (m)
and nan (n)
huraf al-lin  soft letters: alif (a),
waw (u) and ya’ (i)
huraf al-madd letters of prolon-

gation: alif (a), waw (u) and ya’
(@)
huraf musawwata voweled letters

(a,u,i)
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huraf al-saftr  the sibilants, such as
(sin) (s), zay (2), and (sad) (s)
ibdal replacement of a vowel with
another in one breath; replacement
of a note with another

Iblis the devil
ibra rule
ibta slowness

idraj gradation, also known as daraj:
doubling all attacks including the
attacks of passage and support,
resulting in temporally equidistant
attacks; filling the separators between
the cycles and between the heavy and
slow attack either with light attacks,
or with rubbings, or winks, or desires,
or scents; additions do not alter the
meter (see also tadrij)

iftitah  prelude (see also istiftah)

ikhtilas
in which the weak attack is played in

it is done with the plectrum,

a quasi-imperceptible way, it is best
placed at the end of the sections or
melodies (see also mukhtalis)

(al)-ilm al-mutribt  science of music

Glmi theoretical and scientific (aspect
of music)

imala the phonetic phenomenon in
which the long a tends toward long ¢
and the short a tends toward short ;;
it consists of inclining the vowel in a
letter to the one that follows

imsak  (lit., “holding back”) slow tempo

indabagha (lit., “tanned”) well pre-
pared and trained (voice)

index finger see sabbaba

infisal
the middle of the first verse, at its
end, or in the second verse

separation motif, it occurs in

ingata‘a to stop being beautiful, as in

GLOSSARY

the case of a voice that is too husky;
poetry and melody that falls short
because of the use of a short vowel
instead of a longer one
ingat
inshad
intigal moving from attack to attack,

listening
chanting (see also nashid)

moving note to note, interval to
interval, tetrachord to tetrachord,
melodic mode to melodic mode,
tonality to tonality; melodic move-
ment

intiza“ see infisal

iga° musical bar and cycle; two cycles;
rhythm; rhythmic mode; meter;
tempo; dynamics; timbre

iqtida’  asking for repetitions

igtidar  (performer’s) capability

irab grammatical inflections

irkha’ loosening the string while tun-
ing

irshad

irtijaz  use of poems in the rajaz meter

sources

to incite soldiers in war or for poems
needed in times of stress

irtiyad technical exercises

isba“ (pl. asabi‘) finger; mode; tonic;
tonic and course

ishara gestures by means of eyes, eye-
brows, palms, shoulders, and head
movements

ishba“
and ornaments, see also tashbi)

filling (singing with enough air
ishmam scent of a vowel; weak or soft
attack; a rubbing, wink, or small light
attack; a very feeble vowel sound that
is weaker than the rawm (desire)
isjah lower octave (see also sijah)
isjah al-isjah lower than the lower
octave



GLOSSARY

istawa finalized (first hemistich set to
music)

istifa>  overdoing (singing of high-
pitched notes)

istiftah ft l-darb

lude in which attacks are separated

an instrumental pre-

by equal durations; light meters are
used in it (see also iftitah)

istighatha  asoft and high-pitched cry
that resembles the sound of a person
crying for help, it has humidity and a
musical sound

istihala transition from one melodic
mode to another; moving from a
higher to a lower pitch and vice versa;
changes affecting the soul

istihlal  chanted and unmeasured
vocal prelude occurring in a sec-
tion or a poetic foot or less than a
hemistich (see also nashid)

istiqrart  stable, moderate (character
of a tetrachord); see also hafiz

istiraha interludes to give the singer a

rest

itba® doubling or prolonging the let-
ters,m, and n

itilaf  consonance, harmony; rhyth-
mic harmony; notes that make up a
melody

itlag see mutlaq

itrab causing tarab

ittifag consonance
al-ittifaq al-azam  greatest conso-

nance
izhar highlighting elements in a

melody
Jahiliyya pre-Islamic era
loud
aloud, thick voice with clear

Jjahira
Jjahr
notes
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Jalajil  bells

Jjam* agroup of notes

the fourth
the fifth

the octave

al-jam‘ alladhi bi-l-arba“

al-jam‘ alladhi bi-l-khams

al-jam‘ alladhi bi-l-kull

al-jam‘al-tamm the group that
encompasses all notes twice, the
complete group, the double octave
(see also jumau)

Jjarrat  dragging or pulling the plec-
trum across the strings so the notes
are consecutive

Jjasa hardness (of throat)

jast ahard, rough, and rugged (voice)

Jjass
gerboard with the fingers of the left
hand; right fingers (likely just the

tapping the strings on the fin-

thumb and index finger) plucking
the strings without the use of the
plectrum; checking the tuning
Jjins  rhythmic and melodic mode;
tetrachord
diatonic tetrachord
(lit. “body”) instru-

al-jins al-qawt
Jjism (pl. ajsam)
ment
Jjullab  julep
(al-) jumu‘al-mushtarakat li-l-aswat
groups of consonant intervals (see
also jam®)
Jjumiud hardness (of a voice)

Jjuz’ (pl. a¢jza’) poetic foot, poetic divi-

sion
kadara lack of clarify (of a voice)
kamil complete, perfect, strong tetra-

chord; diatonic tetrachord; complete
melody
karra recurrence, it may be called
radda, it is the repetition of one note
or technique in the melody

kathira  gum obtained from tragacanth
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khabb  (lit., “jogging trotting”) speed-
ing what should be slow
khafa hidden (voice or sound of
strings)
khafif light (music, dance)
khafif al-hazaj light hazaj
khafif al-thaqil al-awwal first light
heavy
khafif al-thaqil al-thani  second
light heavy
khast eunuch
khasib  productive
khattt unmeasured instrumental

music; unmeasured instrumental
prelude; sound emanating from tun-
ing a string or wind instrument (see
also nafasiyyat)

khiffa

khinsir

lightness of rhythmic mode
little finger fret at 498 cents

from the open string; melodic mode
that uses the little finger fret as a
tonic in the course of the middle or
ring finger fret

killa (pl. kilal)

kiirdeyli hijazkar amelodic mode:
CDflatE flat F G A flat B flat C

lahn (pl. luhun)

mode

drape, covering

melody; melodic

al-lahn al-tamm al-masiqart a
perfect melody that is tripar-
tite (made of poetry, notes, and
rhythm)

lathgha defective pronunciation
lawi curved; chromatic tetrachord
layyin low-pitched voice; soft (attack,
string, tetrachord) (see also lin)
light

lin  gravity, low pitch, low register (see

light hazaj

also layyin)

linat lowered (by half a tone)

GLOSSARY

little finger see khinsir
luhun see lahn
lura lyre

lutf  grace (of melodies)
ma‘azif see mizafa
mabadi  see mabda’
ma‘badi
Ma‘bad
mabani see mabna
mabda’ (pl. mabady®)

form of rhythmic mode; instrumen-

the compositional style of

fundamental

tal prelude with attacks separated
by equal durations, and which uses
different light meters (see also taqdi-
mat)

mabna (pl. mabani) fundamental
elements of a melody

madda long vocal notes exiting from
one place in the mouth; prolongation
of notes; whole tone (see also tanini)
nisf madda half tone (see also nisf

tanini)

madih panegyric, praising a person or

tribe

madkhal introduction (to an essay or
book)
madkhul inserted (notes in a melody)

mafrada (proslambanoménos) the
first note of the double octave

maghamiz winks (see also ghamza)

held back

mahmul amelodic mode that uses
the middle finger fret of the mathna
string as a tonic in the course of the

mahbus

middle finger fret
mahsur  atired (singer)
mahsur amelodic mode that uses the
ring finger fret of the mathna string
as a tonic in the course of the ring

finger fret
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mahthath light, fast, accelerated
mahziiza shaken (note; see also

hazza)
maylis (pl. majalis) an assembly of
people (depending on context, lis-
tening and discussing music and
singing)
majra
fret)
makhanith

makhur

course (of middle or ring finger

see mukhannas

tavern

makhart  second light heavy

malaa filling the notes with sufficient
breath

malaha beauty (of voice)

malwan (pl. malawt) peg of the lute

manakhir nostrils and nose

mantiq logic; diction

mantiqi  (lit,, “speech-like”) very feeble
(voice), less than the muzlim

magala essay

magqati‘al-ajza’ ends of sections and

separators
maqri‘  see qar*
magqta‘ cadence in vocal and instru-

mental music, it uses long or short
notes, high- or low-pitched ones; end
of section; end of melody; end of sec-
ond cycle in a thythmic mode; last
poetic foot (see also munsarafat)
magqta‘al-bayt end of verse; end of
musical cycle
magqta‘musta’naf aresuming

cadence following a cadence

magqta‘tawil long end of section or
cadence
maratht  see marthiya

ma‘rifa  knowledge of musical matters

marthiya (pl. marathi) lamentations,

elegies
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masha (lit. “rubbing”) the practition-
ers’ term for a moderate or weak
attack

masrud poetic feet that follow one
another without separation; a poem
in which the first hemistich differs in
length from the second one (see also
qawl masrud)

mathlath

mathna

second string of the lute
third string of the lute
matwi  dropped out (see also tayy)
mawdi‘ (pl. mawadi) passage (ina
melody); ornamental technique
mawla a freed slave or client seeking
the protection of a strong Arabic tribe
mazamir see mizmar
mazhar lute
mazmum a melodic mode that uses
the index finger fret of the mathna
string as a tonic in the course of the
middle or ring finger fret
meése see wusta
middle finger see wusta
midrab pick
miftah  key (it refers to the index finger
fret)
misra‘ hemistich
mizafa (pl. ma‘azif) lyre
mizmar  asoft or loud oboe
mu‘allag (lit., “suspended”) a melodic
mode that starts with the open string,
it uses the Persian middle finger or
the anterior to the middle finger fret
but does not use the index finger fret
mu‘ammat invisible (sound of a voice)
mu‘awanat supporting notes used for
ornamentation (see also mu‘n)
mubalbal

which the notes are disordered and

(lit., “confused”) voice in

do not occur in their proper places
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muda‘af doubled (see also tadif)

mudarat clever coaxing (to hide a
weak voice)

mudawwar around, circular note; a
medium voice inclining toward loud-
ness

mudtarib unsettled (singing, because
of over-ornamentation)

mufakhkham
tafkhim)

mufradat
attacks in a rhythmic mode

ample sound (see also
single and fundamental
mughanni

muhaddab
Zalzal middle finger fret

a singer

another name for the

muhahat repetition of the letter ha@’
(k) in vocal melodies, it involves sigh-
ing and sobbing

muhannan (notes that depict) longing

muharrar accurate, excellent, beauti-
ful, and elegant (slow melodies)

muhtadd

muhdath modern (music and poetry)

sharp (voice)
muin techniques and ornaments
that support the melody (see also
mu‘awanat)
mujaljal  avoice with a loud clamor
mujannab  anterior to the index finger;
it is not clear if it is used as a tonic, or
a course, or both, or just for softness
and ornamental purposes
mujannab al-sabbaba al-awwal
anterior to the index finger fret at
98 cents from the open string
mujannab al-sabbaba al-thani
anterior to the index finger
fret at 150 cents from the open
string
mujannab al-wusta anterior to the

middle finger, it is between the

GLOSSARY

index finger and the Persian mid-
dle finger and set at approximately
at 250 cents from the open string
(this is different from al-Farabi’s
mujannab al-wusta at 294 cents
from the open string)

mujjassasa plastered

mujn  ashameless pleasurable quality

in melodies
mujin shameless pleasures
mukhalif

nique in which successive cycles have

a rhythmic variation tech-

differing patterns; the ramal and the
hazaj with tajnib are wrongly called
mukhalif

mukhalkhal aloud, high-pitched,
beautiful voice

mukhannas (pl. makhanith) effemi-
nate

mukhtalat

mukhtalis
in a quasi-imperceptible manner (see
also ikhtilas)

mukhtaniq

mixed light meters
(an attack) stealthily played

constricted (voice)
mulahhin composer
mulawwan  chromatic tetrachord
mulayim harmonious (sounds)

rhythmic modes to

which tamkhir was applied

mumakhkhar
mumtali'at al-nagham  syllabic and
extra syllabic melodies
munafarat dissonant notes
munaghgham measured vocal music
(see also tanghim); it is similar to the
zawa’idt
ghayr munaghgham unmeasured
mundsabat  ratios
mun‘asir curved, squeezed, wrung
(voice) resembling the throats of

hunchbacked people



GLOSSARY

munfasil disjunctive rhythmic mode
in which the temporal spacing of
attacks is unequal and its cycles are
separated by a long duration

munkasira abroken note

munkhafid

stamina

low vowel sound ¢
munna
mungati‘ abroken (voice); voice
below pitch
munsarafat (lit., “leaving, exiting”)
a musical segment(s) preceding a
cadence and alerting the listener that
the cadence is about to happen
munsha‘itha see sha'ith
muqaddima an instrumental intro-
duction to the vocal part (see also
nashid and istihlal)
muga‘qa‘ see mutaqa‘qi
mugarnas awooden-terraced ceiling
muqawwi
tetrachord

a steady and straight note

strenghtening; a diatonic

muqima

muqtana‘at see taqni

muraja‘a the revision of a section
of a song such that it is sung again
and again and improved each time;
a kind of musical gloss, painting,
interpretation and rhetoric (see also
tarji)

murajjah  inclining (notes between
the mazmiim and mutlaq) (see also
tarjil)

murakkab heterogeneity (ie., two
consecutive cycles with variations); a
compound rhythmic mode made up
of two different genera

chanted

mursal  a plain melody made up of

murattal

small light attacks; without beauty

murta‘id atrembling (voice)
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musalsal consecutive plucking
(plucked attacks)
musalsal sharp, dry, sometimes akin

to screeching or the stridulation of
crickets
musarraj  singing and composing

in the style of Ibn Surayj (see also

surayji)
musawwit ashouter
mushabba“  (songs with) filled, embel-

lished notes; full attack (see also
tashbi)
mushakil successive cycles with the
same pattern
musht the lower bridge of a lute
mausigaqiya (apocryphal) Greek name
for the highest and greatest celestial
sphere (see also al-falak al-a‘zam)
musiqgar musician; musicianship
al-lahn al-tamm al-musigart a
perfect melody that is tripar-
tite (made of poetry, notes, and
rhythm)
masigariyya musical art (see also
sina‘at al-musiqr)
musiqt  music
ashab musigi  masters of music
musmat plain (melody)
mugra‘ poetic feet that follow one
another with a separator; a poem that
is prosodically sound with the same
pattern in both hemistiches
mustadira a note imagined as circular
mustahadd arhythmic mode much
used in al-Katib’s era (unfortunately,
he did not define it)
mustahsafa compactly twisted
(strings)
mustahsan liked, preferred

mustalin  high vowel sound a
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musta’naf
mutadakhil

mutafadila poems made up of

see maqta‘
interlocked light meters

unequal rhythmic feet
mutakafia heterogeneous poems with
symmetrical patterns
mutakathif  densely packed notes
mutakhalkhil
mutakhallil non-compact twisted

soft or porous (strings)

(strings)

mutaqa‘'qi‘ clattering voice resem-
bling the unpleasant speech of the
Bedouins

mutaradif consecutive and equally
spaced (attacks)

mutasawiya poems made up of equal
rhythmic feet

mutawassita moderate (attack,
tempo, tetrachord); medium vowel
sound u

mutlag open string; melodic modes
that use the open mathna string as a
tonic in the course of the middle or
ring finger fret

mutqin perfect (melody)

mutribt  see al-ilm al-mutribc

muttafig harmonious, consonant
(voices and strings)

muttasil conjunctive (rhythmic mode
in which attacks are equally spaced
temporally, and in which the attacks
and cycles are continuous and unin-
terrupted); melodies made up of
attacks that are continuous and close
together

muzija notes that are mixed heteroge-
neously or homogeneously

muglim  avoice or string with a hidden

and invisible sound

nabi rebounding air

GLOSSARY

nabra ashort letter sung starting with
a glottal stop, it always occurs in vow-
els; short notes are sung with a soft
glottal stop (nabra or hamza) before
or after a vowel; added to the begin-
ning of a long note and long vowel to
facilitate its performance; when the
end of a section or song lands on a
voweled consonant, a nabra is added
to facilitate the cut off

nadawa humid (voice) (see also nadi,
ratb)

nadb

nadt

lamentation

moist (voice) (see also nadawa,
ratb)

nadim boon companion

nafadat  (lit., “shaking off, shaking
out”) similar to tagni*

nafas breath; breathing

nafasiyyat

nafkh al-taswiya blowing the mizmar

wind instruments

to adjust its tuning

nafs
naghanigh

mind, soul

certain portions of flesh
by the uvula, or the partition between
the alimentary canal and the wind-
pipe that produces certain vocal
sounds

naghma or naghama note; melody;
motion of the vowel

n&’ih male mourner

naim soft (voice)

nar shouting similar to that of a
drunk man, long or broken, but in
one breath

nagqis al-nagham singing below pitch

naqra musical attack; the beating of a
percussion instrument; the plucking
of a string instrument

nagqra layyina soft attack
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naqgra mutawassita moderate
attack

naqra qawiyya loud, strong, and
resounding attack

nagqrat al-i‘timad  attack of support

nagqrat al-majaz  attack of passage

na‘ra seena‘tr

nashid unmeasured vocal prelude that
is longer than the istihlal; it consists
of one line of poetry if the poem is
made up of two lines, or two lines
if the poem is made up of four lines
in which the two lines of the nashid
can be in succession or not; more
than two lines of nashid are only
used by singers of a gasida (see also
nisf)

nasib
poetry

naw‘ melodic mode; rhythmic mode;

erotic introduction in classical

rhythmic variation
nawh lamentation, it occurs in soft
and sad melodies
nay soft oboe
nazafa exhaustion
nazim arranger, organizer; enhar-
monic tetrachord

néte hyperboléon see haddat al-
haddat
nimrisht soft boiled eggs

nisf anashid of five lines

nisf madda half tone (see also nisf

tanini)

niyaha lamentations
nusakh written works
proslambanoménos
qabdi
qabih
qadib
qadim

see mafruda
causing anxiety and depression
an ugly (sound)

awand

old (singing)
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qadr (pl. agdar) durational amount;
tempo
qadr al-hathth
qadr al-sawt
qafiya
qahqaha

amount of fastness

tempo of song

rhyme

singing akin to loud and
broken laughter, common among
Baghdadi singers.

gar®  plucking, beating

garra aplain and stable note

qasida along monorhyme classical
poem

qasir (pl. gisar) short (note)

qassara falling short (in performance)

qatt* (avoice) that can barely be
heard; it resembles the voice of a
tired singer who cannot complete the
notes; a singer who sings the higher
notes below pitch

qawi strong; diatonic tetrachord

qgawl masrad recitation

qawl al-qasa’id  reciting classical
poems in a declamatory style

gisma musical divisions

qgiyas

qusat

rabab

radda

verse of the poem after finishing its

analogical deduction
see bisat
rebec
a return to the first word or first

last one

rafa‘a ‘an being relieved (from playing
an instrument)

ramal in its metrical form it is made
up of four attacks plus the attacks of
passage and support: 3/2 | JJJ| JJJ
|; its modal formis | JJJ. | JJ 1. |; light
ramal 3/4|JJ1|J11];its modal form
is3/a|dd]0]

randaha

raqiq

see shadhra
thin (string)
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raqs dance (see also zafn)

ratb humid beautiful voice resem-
bling freely flowing water (see also
nadawa, nadr)

raththa

rawa

shabbiness

to relate, transmit

rawashin  Persian and Khurasani
instrumental pieces

rawm  desiring the attack but not
showing it yet to point to its loca-
tion so that people can be aware of it;
a soft attack; an obscure and slurred
vowel sound stronger than the ish-
mam (scent)

rikhw
kneaded together or chewed

(a voice) in which the notes are
ring finger see binsir
riwaya recital, transmission
Rum Byzantium

sabbaba

modes that use the index finger fret

index finger fret; melodic

as a tonic in the course of the middle

or ring finger fret

sadd see sudud
sadr chest, lung; front of foot; first
hemistich

saft clear (voice)
(al-) saft al-hiss
thin and high tone; hissing

clear voice

saftr

sahil gradual notes resembling
the neighing of a horse, they
are shaken and resemble the
nabra

sajha low note, lower octave (see also
sijah)

sama‘ ear

sama“ listening to music

samat an Ottoman-era instrumental

form in 10/8 meter with the form A

refrain B refrain C refrain D refrain;

GLOSSARY

sometimes the D section is in a differ-
ent meter such asa 3/4 ora6/8

sami‘ listener

sani (pl. sunna“) artisan

sard presentation (of melody, a
detailed presentation of a melody
involves a perfect melody with regard
to rhythm, rhythmic modes, melodic
movements and embellishments)

theft (of melodies)

a voice akin to screeching or

sariqat

sartr
the stridulation of crickets (see also
musalsal)

sart  fast

sarkha (pl. sarkhat)
uous high-pitched sound; it occurs in

scream; a contin-

the middle or the end of melodies
sarrar avoice that sounds like crickets
(see also musalsal)
sarsuri  avoice that sounds like
crickets, it is cockroach-like, thin,
high-pitched, naked, and ugly
sawiq juice of toasted and crushed
grains
sawt sound; voice; sung poem
al-sawt al-munaghgham amea-
sured vocal melody
sayha ahigh note; a higher octave; the
highest note in a song (see also séyah)
second heavy in its metrical form it
is made up of eight attacks plus the
attacks of passage and support: 5/2 |
Jdddd14dddl

oo |doo|;the second light heavy its

; its modal form is | J

metric formis /g |JJJJJ|JJI1]];its
modal formis | JJJ|JJJ|
shadd (pl. shudud)
while tuning; melodic mode
shadhra (pl. shadharat, shudhur) a
short soft letter starting with an

pulling the string
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imala; a short note that starts with
a smooth voice and is sung to low
long vowels (long 7), and phonetic
alterations (a going toward {)
shadid high-pitched notes
shahagat inhaling, sighing, sobbing;
they occur in the letter ha’ (h)
sha‘ith
clear, disarranged at other times,

(a voice that is) sometimes

muddled, its sound is unfinished
shaja moving, touching mood, sad-
ness; among the qualities that
produce tarab
shaji  moving, touching, sad, best, and
the most beautiful, clearest voice
filled with notes
shama’il nature and character
shidda high-pitched notes
shudhur
shudud

sibistan

see shadhra

see shadd

sebesten plum

sthhat al-gisma  proper musical divi-
sions

sijah low note; lower octave; trans-

position to a lower octave; lower

register; its role is to ornament and

let the throat rest

sijah al-sijah lower octave of the

octave (see also isjah and sajha)

sila  connecting a verse to a verse or a
hemistich to a hemistich without a
cut-off or breathing

sina‘a art
sina‘at al-musigi  musical art, theo-

retical and practical

sitara curtain; sahib al-sitara is the
man in charge of the curtain

siwak asmall stick whose tip is soft-

ened by chewing or beating so it can

be used to clean and polish the teeth.
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siyah ahigh note; higher octave; trans-
position to a higher octave; higher
register; cry, scream

siyah al-siyah ahigher octave of
the octave
siyahi avoice out of tune with the

strings (see also sayha)
siyasa management (of proper behav-
ior)
al-siyasa al-madaniyya adminis-
tration of the city
siyasat al-bayt administration of
the house
siyasat al-nafs administration of
the soul

sudud (pl. of sadd)
tion (of voice)

blockage, obstruc-

sukun silence; unvoweled consonant

sulb solid (string)

surat al-lahn  instrumental version of
a vocal melody

surayji compositional style of Ibn
Surayj (see also musarraj, tas-
i)

ta'awwuh moaning, a melody can be
built on all or some of it; producing a
nice and soft melody

tab‘ character; natural disposition

tabaga register; range; intonation;
key; tone level; tonality; string tone;
tetrachord

tabarrama to become tired (of too
much instrumental music)

tabdil

tada’ul afeeble (voice)

replacing notes

tadawwara to become round

tadif doubling or multiplying the
attacks (see also muda‘af’)

tadrij gradually descending from a

higher to a lower register and vice
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versa; a note that is repeated with
equal durations (see also idray)
tafaghur opening the mouth widely
in letters with the short vowel a; the
Baghdadi musicians have a particular
style related to it
tafkhim an ample, emphatic rich
sound from the chest; expanding
the air passages in the lungs and
making the notes heavier; strength-
ening the note with what is similar
to it (as in an instrument playing a
note in unison with the voice) (see
also afkham, fakhima, fakhkhama,
mufakhkham)
tafkik
occurs in the letters ¢ and y
tafsil
and the cycles and not filling the sep-

taking apart, unfastening; it
disjoining; separating the attacks

arators; turning a conjunctive rhythm
into a disjunctive one; elongating the
separator in a disjunctive rhythm;
introducing a separator in a disjunc-
tive thythm in a location different
from its normal one

taghrid  twittering

tahrik al-ghin@’ ornamenting the
melody
tahsin embellishment, improving (the

melody)
tajnib, tajniba  (lit., “to the side”) soft-
ening and lowering of notes in the
middle of the melody and at the end
of sections or end of melodies; a tech-
nique in which the note of the index
finger is replaced by its anterior in
the middle or end of melodies; it is
not obtained on the frets but below
the little finger because it is possible

there; it is often used in melodies in

GLOSSARY

the mazmitm melodic mode (see also
mujannab)

tajzia  poetic divisions, feet

takahun atechnique that makes the
voice reverberate powerfully in the
throat, as if it comes from the bass
string, it resembles the speech of the
monks or the growl of a person with a
thick throat

takhallus

takhayyul

takri

notes of very short duration akin to

technical skills
imagination
burping; it may mean successive

burping
takthir (pl. takthirat)
tion of notes
talhin
ta’liff composition; harmonics (of

the multiplica-
composition
Nichomachus)

ta’lif mahdid
a delimited manner with respect

notes) composed in
p

to the tone system, melodic
modes, durations, and rhythmic
modes

ta’lif al-nagham  consonant notes

used in a composition

ta’lifi  an enharmonic tetrachord

tafliga it occurs in the unvoweled let-
ter [ when the tongue is suspended
from the palate and held for a certain
time

tamatti the completion of a song
with the breath taken to its limit on
the last note as if an innovation was
brought about

tamawwuj

tamdid

tamkhir
attacks of a rhythmic mode resem-

ble the first part of the second light

waving
string tension; tonality
making some or all of the
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heavy in duration (a quarter note);
sometimes it entails the repetition
of such attacks and the creation of a
longer cycle; dropping-out the attacks
of a thythmic mode in its original
form and repeating the parts with
dropped-out attacks; decreasing the
plucking of strings

tamtama stammering

tamzij mixing consonant and disso-
nant notes such that a consonant
note is placed between two dissonant
ones

tanahhud  a sighing that occurs after a
note(s) are followed by high breath-
ing; it depicts longing

tanaza‘a to contend with one another

tanghtim measured vocal music com-
position; composing; singing (see also
munaghgham)

tanin ringing, reverberation; sounds;
whole tone

tanint  diatonic tetrachord; whole tone

(see also madda)

bu‘d tanini  whole tone
nisftanint  half tone; limma (see

also nisf madda)

tagdimat preludes (see also mabadi’)

taqdir worth (of a melody)

tagni®  (lit, “raising the head of a

beast”) plucking the strings toward

the end of sections or melodies in a

downward motion when the hand

goes away from the strings toward the

right side
tagsis Christian chant
tarab acute emotion of joy or grief

tar@’iq see tariga and tarq
tarannum unmeasured chant; melody

or chant without text; vocalizations
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with long notes; melisma; orna-

mented repetitions sung softly

tariga (pl. tara’iq) compositional
style; instrumental prelude; instru-
mental rendition of a vocal melody;
rhythmic and melodic modes (see
also targ, turq, turuq)

‘amud tariga melodic mode played
in a scalar manner; rhythmic
mode in fundamental form

tarji‘ repetition of a section and
returning to it many times, revising
it to improve it; repeating the notes
with sweetness, grace, and beauty
with rhythmic variations and orna-
ments that cause farab

tarjth inclining notes between the
index finger melodic mode and that
of the open string; singing notes in

a weightier, more powerful way by

widening the air passage

tarkhim

of singing, making the voice graceful,

the softness and pleasantness

tender, and delicate and with good
enunciation; see also murakhkham
tarkib

tarnim (pl. tarnimat)

tuning; melodic mode

vibrato; vocal-
izations in the sense of textless
singing or textless chanting; lyrics
sung to long durations; melismas

targ striking a percussion instrument
or a stringed instrument; prelude,
instrumental exercise, instrumental
piece, an instrumental rendition of
a song, a playing technique, style,
ornaments or instrumental accompa-
niment (see also tariga)

tara’iq al-khayal

tartib (pl. tartibat)
ment”) a way to add to the melodic

see turuq al-khayal
(lit., “arrange-
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modes, ornamenting notes that do
not have a particular fret to pro-
duce their sound: some are between
frets, some are below the little finger
fret, some are above the index finger
fret
tartil
tasarruf
tashbi
tashbia filling the end of a section

slow tempo
creative performance
ornamented fillings

with ornaments (see also ashba‘a,
ishba‘, mushabba")
tashdhir

tashyra mainly instrumental

adding

postlude, different than the melody
of the song

tasrij asuccession of notes rhythmi-
cally arranged in the particular style
of Ibn Surayj or compositions resem-
bling his style; often related to the
ring finger melodic mode (see also
surayji)

taswit sound production

taswiya tuning (see also nafkh al-
taswiya)

ta‘thirat
two strings, causing intermixed quick
attacks that do not alter the rhythm

and produce beauty if added to one

tumbling the pick between

section and then to another
tathwib (tathwiba)
and broken note, akin to the sound

along, stretched,

of the call to prayer; a note bro-
ken equidistantly as in a gradation;
akin to a pigeon flying upwards and
flapping its wings in a temporally
equidistant manner.

tawsil joining; shortening the duration
of the separator; removing the sep-

arator completely; placing an attack

GLOSSARY

of passage in the separator; attacks
separated by equal durations

tawtiya the introduction of a song
with high-pitched note(s); starting
with notes different from those in the
song proper; starting with a taran-
num

tayy
attacks of the fundamental or the

(lit., “folding”) dropping-out the

doubled ones but not reducing the
duration of the cycle; a dropped-out
attack can be replaced by a softer one
such as a masha, ghamza or rawm
(see also matwr)

tazgyidat additions and embellish-
ments
tazyinat ornaments

thaqil heavy; low-pitched note
al-thaqil al-awwal
al-thagqil al thant

thigal heaviness of rhythmic mode

see first heavy
see second heavy
tunbur pandore; a long-necked lute
with two strings
rhythms

turq or turuq al-ma‘azif

turq, turuq
light
meters used in the performance

of lyres
turuq al-khayal light meters used
in shadow plays

ud wood; lute
‘unq the neck of alute
usul (pl. of asl) the basis and funda-
mental (aspects of melody)

usul al-iga‘at  the fundamental

form of a rhythmic mode

wajh  arhythmic variation
waqfa apause, rest
wasat a medium tempo

washy multicolored ornamentation

and embroidery
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watar (pl. awtar) astring
wazn  apoetic measure

the first note of the second

octave in Greek music and known as

wusta

meése; middle finger; melodic mode
that uses the middle finger fret as
a tonic in the course of the middle
finger fret
wusta al-Arab  see wusta Zalzal
wustd al-Furs Persian middle finger
fret at 294 cents from the open
string
wusta al-qudama® middle finger
fret at 302 cents from the open
string
wusta Zalzal the Zalzal middle fin-
ger fret at 354 from the open string
(see also mujannab al-wusta)
yabis dry (voice)
zafn
sound
zafra
zahafa

a dance; dance producing no

a moan, sigh
slide (of the bow on string)
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zahma crowding; it resembles the
glottal stop (hamza); a moan causing
a tightening of the throat
zahzaha praise
z@ida (pl. zawa’id) ornament
zajara holding back; a sound of sor-
row and worry though it may escape
the one listening to it

Zalzal see wusta
zaman, zaman (pl. azman) duration
zamir wind player

al-zamir al-muwagqa‘ measured

music played on wind instruments
zamm, zamma complete nasality in
which all the air flows from the nose
while the lips are closed, it occurs in
the unvoweled m
zamr wind instruments
zaw@idi  avoice that adds too many
densely packed ornaments; unstable
zir  the fourth string of the lute

gir hadd  see hadd



Charts

bamm mathlath ~ mathna zlr hadd

open
(mutlaq) g =o0 ¢ =498 fi =996 by, =294 e, =792
1st anterior to index tay =98 tdy =596+1g’ = 1094 tc’, =392+f, = 890
(mujannab al-sabbaba 1)
2nd anterior to index Tay’= 150+ dy" 1= 64818°= 1146 1 Cyla= 4441 1f000= 942
(mujannab al-sabbaba 2.)
index +a; =2041d; =702+g = 1200=0+Cy 498+f, =996
(al-sabbaba)
anterior to middle finger + ~ 250+ ~ 748 + ~ 46 + 544+ ~ 1042
(mujannab al-wusta)
Persian middle finger 1b°y = 294 1€’ = 7921a’, = go tdb,, = 588+g°,, = 1086
(wusta al-Furs)
middle finger of the ancients + b, = 302te’; = 8oota’, = 98 +d’, = 5961g’ = 1094
(wusta al-qudama’)
Zalzal middle finger +b? = 354+1e* = 852+ta% = 150 +d?, = 648+g% = 1146
(wusta Zalzal or wusta al-
Arab)
ring finger +b; = 408+e = 9ob6bta, = 204 +dy 702+g3; = 1200=0
(al-binsir)
little finger +¢; = 498+f = 9961bl, = 294 +eb, =792
(al-khinsir)

CHART 1  Lute Frets of al-Katib
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al-bamm  al-mathlath al-mathna al-zir al-hadd
(1ststring) (2ndstring) (3rd string) (4th string) (s5th string)
al-mutlaq
(open string) g =o0 ¢ =498 f; =996 byt = 294 ey = 792

mujannab al-sabbabah bi-tankis +a,’ = go +d’= 588 +g’ = 1086 tc” =384 £’ = 882
dhi al-maddatayn

(anterior to index finger, two
tones from little finger)

mujannab al-sabbabah bi-tansif =98 + =596 + =1094 + =392 + = 89go
al-tanini al-awwal

t

(anterior to index finger, half
tone)

mujannab al-sabbabah bi- tgf =114 tcf=612 +ff =1110 b, = 408 te, = gob
baqiyyah

(anterior to index finger by a
limma)

mujannab al-sabbabah bi-wusta + =145 + =643 + =1141 + =439 + =937
al-Furs
(anterior to index finger, Persian)

mujannab al-sabbabah bi-wusta + =168 + =666 + =1164 + =462 + = gbo
Zalzal,

(anterior to index finger, Zalzal,)

al-sabbabah +a; =204 td; =702 +g, = 1200=0+1Cy = 498 +f, = 996
(index finger)

mujannab al-wusta +bt =294 tef =792 +a=9go +dy” = 588 +g,” = 1086
(middle finger)

wusta al-Furs +bpP= 302 {+eP= 800 +a’=98 +dyP= 596 1gP= 1094
(Persian middle finger)

wusta Zalzal, +bn= 318 +e%= 816 tays= 114 +dyn= 612 +gy%= 1110
(Zalzal middle finger) = (g = (o) = (£7)
wusta Zalzal, +b™= 354 te%= 852 tay2= 150 +dy?= 648 +gy%= 1146
(Zalzal middle finger)

al-binsir +b; = 408 te =906 ta, =204 +d, = 702 +g3 = 1200
(ring finger)

al-khinsir +c¢; = 498 +fi =996 +by’= 294 +ey = 792

(little finger)

CHART 2 Lute of al-Farabi
REPRINTED WITH THE PERMISSION OF THE PUBLISHER FROM MPP P. 79
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o cent A 40 B = 89
(H) 39 (Z)
89 ml 8 (1)
© a7 (L)
m 3 (N)
226 = s | 3 :5 7777777777777777 A = 315
281 = F 34 D = 370
333 = Q _._‘_'_._'_.3_3‘ _________ i R = 422
387 = Sh _._‘_'_._'_'3_2‘ _________ 1T - 476

Tuning B = H = 89 cents
Equidistant divisions of forty parts

o = A 40 B = 89
226 = S 35 A = 315
208 = F 33+13/19 D = 387
320 = Q 33+1/4 R = 409
387 = Sh 2 1T = 476

Tuning B = H = 89 cents
Non-equidistant divisions

o = A 40 B = H F Q ¢h

89 271 320 360

226 = S 35 A = 315 497 546 586

271 = F 34+1/5 D = 360 542 591 631

320 = Q 33+1/4 R = 409 591 640 680
I

360 = Sh 32+E_3+(4_1Xg)+(£_3xf_3) T = 449 631 680 720

Tuning B=H, F, Q, gl respectively
Non-equidistant divisions

CHART 3  al-Farabr’s Tunbur Frets
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E2 =

Eb2 =

D2 =

e -

B2 =

A2 =

G2 -

-

Eb1 =

CHART 4

1110

996

906

702

498

408

204

996

The Nay of al-Katib
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below little finger of zir

little finger of zir

ring finger of zir

index of zir

little finger of mathnda or open zir

ring finger of mathna

index of mathna

open mathna

open hole for air control and fine tuning
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anf 50

anterior to the index finger 43, 49-53, 59—
61, 9596, 98, 101, 129-130, 134-137,
204-205
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Arabic middle finger 51, 58, 60
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109, 158

desire

doubled 34, 71, 100102, 111, 13-115, 17—
118, 136, 139, 162, 175

102, 108—

110—111

dropping out 101, 111, 115, 136137, 162
feeble 100

heavy 99,110

light 99, m1-112, 16-117

loud 12, 115-116

moderate 100, 111, 115-116

moving 63

obscure and slurred vowel sound 100
passage
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Baghdadi musicians and singers 88, 9192
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basti 79-81

bells 179

binsir  see ring finger fret

bis diapason 37

bisat 155
see also tonality

breath, breathing 42, 69, 73, 76, 89
sufficient breath X111, 33, 65-66, 93, 95,

142, 165, 170
baq 13
burping 117
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84, 87, 95, 98,102, 119, 123, 144, 147, 157—
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see also maqta‘ and separator
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The Quran 32,174
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93, 117, 119-123, 125, 138, 142, 144, 148,
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composer XII, 5,17, 24, 60, 64, 82, 119—
125, 143-144
contrafacta 4,122
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process 119-121
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plain 23, 12

theft and its various levels  122-126
consonance 35-36, 127, 130, 178

see also harmony

see also fifth, fourth, and octave
consonant

unvoweled 33, 47, 63-64, 73, 75, 84, 87—

88, 95,159

voweled 47, 6364, 73-76, 84, 86
The Convincing Book about notes, melodic

modes and rhythmic modes 6, 53-54
curtain 158

dabdab 17
daghdagha 98
dajara 87
dance 108,147,165,179
historian 5
shadow 72,108, 117-118
darb 122
darib 137
dawr 70,108,144
see also rhythmic mode
defective pronunciation 104
devil 174
dhahib 43
diction 142
dirasa 164
diraya 142
disjoining 98-99
disposition 2-3, 6,13, 22, 28, 142, 150, 173,
176, 180
see also talent
dissonance 8, 35-36, 40, 56, 75, 77
distinctiveness of sound 86, 165
X11, 16, 28, 123
set to poetic foot xi1, 28, 119-121, 123
doubling  see attack
dropping out  see attack
see oboe, double

division, musical

danay

education  XI-XIII, 140, 142143, 170-172
effeminate 12, 78,165
exercise, ear training and instrumental tech-

nique 99, 122,164,171,175
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facial expression X1, X11, 146-148

farighat al-nagham  see melismatic

fastha 86

fasila 67, 69, 73, 110, 119
see also separator

fifth 35,38, 49, 57, 59-60, 89, 127,130,175
octave plus a fifth 58, 88,130

first heavy 5, 21, 63, 70, 113-114, 123, 138-139,

184

first light heavy 21, 99, 123

forms, strophic 73

fourth 35, 38, 49, 57-60, 88, 127-130, 135, 175
octave plus fourth 58, 88-89,130,135

frets see individual fingers

fundamental
elements of amelody 57, 80,120,175
rhythmic mode 23, 100-101, 108, 109, 136

gestures  4,146-147
ghamza 85, 91, 97,100
gharidi 138
ghilz 165
ghunna 33, 88,104,159
glottal stop 47, 76, 86, 90, 96
gradation 84, 87, 96, 99, 158
Greek kings 11,174
Greek mythology 44
Greek theoreticians 9,13, 35, 57,182
group of notes  57-61

see also tetrachords

habs 124

hadd
high note
fifth string  129-130
haddat al-haddat 37

hadhf 17

hadr see hathth

hadw 94

halg 151

hamza 47,76, 85-86, 96

harami 44, 80

harf see huraf

harmony 13-14, 16, 36, 40, 58, 79, 16
see also consonance

127, 150, 152

rhythmic 16

harrara 141

hathth 98,100, 111,124, 158
qadr al-hathth 65
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hazaj 70-71, 99, 109, 114, 17-118, 124, 137—

139, 153
fast n4
heavy 114
light 114
light heavy 114
haziq 151
hazza 85,92
hazzaz 154155
hearing impairment 3
heterogeneity 69, 115, 120, 132, 137
hidda 6,127,165
hidhq 170
high-pitched (note, voice) 43, 50, 65,
76, 86-87, 91, 93, 95, 97, 150, 155,
178
hikaya 142
homogeneity 69, 115, 139
huda 174
huraf
al-ghunna 104
al-lin 62
al-madd 62
musawwata 86
al-safir 104

ibdal 8s, 89,104

Iblis 174

ibta 10

idraj 84, 87, 96, 98-100,158
iftitah 175

ikhtilas 98,102

imala 85,87, 91

imsak 100,111

indabagha 165

index finger fret 4, 21, 37, 40, 43, 48-60, 75,
89-90, 95-96, 99, 101, 129-138, 153, 168,

204205
infisal 93
influence of melodies 11-15, 27-34
inqataa 106,150
insat 160,170
inshad 84-8s5,164
instruments

classification 179

role 173,175-176,178

version of a vocal melody 172
interlude X1, 84, 94, 171, 175-176
intiqal 76

INDEX OF TERMS AND SUBJECTS

<

iqa®  see rhythmic mode

iqtida® 157
igtidar 141
irkha &

irtiyad 175

isha® 49,120, 162
ishara 146-147
ishba® 66

ishmam 100, 1o—111, 116, 136
isjah  seesijah
istawa 121

istif 86

istiftah fil-darb g9
istighatha 85, 91
istihala 33, 85, 96
istihlal 85, 94
istiqrart 31,79
istiraha 175

itba® 85,92
itilaf 36,116
izhar 103

jahr and jahir 150

jalajil 179

jam
al-jam‘ alladhi bi-l-arba” 57
al-jam‘ alladhi bi-l-khams 57
al-jam‘ alladhi bi-l-kull 57
al-jam‘al-tamm 58

jarrat 98,102

jasa 143

jast 152

jass  98-99,154

al-jins 55, 78,118,124
see also tetrachord

joining 99
jumad 165
juz’ 67,79,94

kadara 104
kamil 78-79
karra 84,89
kettle drum  see dabdab
khabb see hathth
khafif 99,109,127
see also hazaj
khatti 80-81
khinsir  see little finger
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lahn 13
al-lahn al-tamm al-musiqari 44
lamentations 94,174
lathgha 104
lawi 78
layyin 78,127
learning and practicing 9, 121, 143, 161
letters
assimilation of letters 103-105
moving from letter to letter 89
nasal 62, 92,104
see also nasality
prolonged 62-63, 75—76, 94, 105-106
letters], mandn 33, 85, 88, 92,159
sibilant 104
soft 62
see also consonant
lightness of rhythmic mode
limma 60, 205
lin 62,127,134, 145,153
little finger fret 42, 48-50, 5255, 5760, 96,
101, 128-129, 132134, 168, 204—205, 207
low pitch  84-85, 95—96, 127, 150, 153, 167
lara  seelyre
lute, lutenist

112, 116

charts 204205
bridge, lower and upper 42, 50, 52, 54,
169

dimensions, material, frets 167-168
fifth string 37, 49, 58, 128-130, 204—205
first string 37, 40, 49, 51-52, 55, 57—
60, 128-131, 133, 135, 167, 169, 204—
205
fourth string 37, 50, 52, 56, 58—60, 96—
97, 127-130, 135, 167169, 204—205,

207
neck 48, 50-51, 54, 133, 168-169
peg and peg holder 50, 54,154, 169

posture 146
second string 37, 50, 52, 55-57, 59—60,
85, 96, 128-130, 133, 135, 169, 204—205
third string  4-5, 37, 40, 49-52, 55-57, 59,
96,128-131, 153, 168-169, 204—205, 207
virtuosity 147-148
lyre 12,172,108, 116, 118, 179, 184

ma‘badi 138
mabda’ 81, 98—99, 176
mabna 57
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madda 60, 85,159

nisf madda 60
mafrada 37
maghamiz g1

see also ghamza
mahbis 65
mahmal 4, 96, 131133, 137
mahsir 5, 96,123, 131-133, 151
mahthath 65,139
mahzuza 33
majlis, majalis

159, 163

makharl 70, 132,136-137
mala’a 142
malwan, malawi
mantiql 151
magqta‘ 65, 85,175

al-bayt (end of verse) 69, 73-74, 119

end of musical cycle or melody 73, 95,

18-19, 26, 82, 144, 147, 153,

see peg, under lute

102, 119-120
musta’naf (a resuming cadence following
acadence) 95
see also cadence and separator
marthiya, marathi 174
masha 100
masrad 67-69, 104
masters of music 29-30
mathlath  see second string, under lute
mathna  see third string, under lute
mawla 7
mazmim 89, 96, 101, 123, 129, 132-135, 138,
153
midrab 101
miftah 49
mizmar 42
see also wind instruments
meanings in music and poetry 16-19
measured music  XI, 4, 22, 68-69, 81, 116, 119
measured instrumental 78
measured vocal 78, 112,176
melismatic melodies  44—47
melodies, melodic
change from mode to mode
155
inclining between modes
mode

96, 154~

89,134

4-6, 9,12-13, 16, 21, 28, 37, 44—45,
48, 53, 55-57, 70, 7677, 92, 101, 113, 120,
122-123, 131-139, 153, 155, 161162, 170,
183
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movement 45,73, 75-79, 81, 123
played as scale 120
types 80-81
see also the various fingers and frets
that denote the modes
meése 37
mi‘zafa seelyre
mourner 144
mu‘allaq 136
mu‘ammat 151
mu‘awanat 49
mubalbal 152
muda‘af see doubled
mudarat 170
mudawwar 150
mudtarib 143
muhaddab =1
muhahat 85, 93
muhannan 95
muharrar 112
muhtadd 151
mujaljal 150
mujannab  see anterior to the index finger
mujjassasa 165
mukhalif 132,137,139
mukhalkhal 150
mukhannas, makhanith 12
mukhtalat g9
mukhtaniq 151
mulawwan 78
mulayim 40
mumakhkhar 70,136
munafarat 75
see also dissonance
munaghgham 12,150
ghayr munaghgham 94
munasir 152
munkasir 33
mungqati‘ 140
munsarafat 98,102
muqgaddima 81
muqawwl 78
mugima 92
(al-) Mugni- fi I-nagham wa l-iqa“
113, 18,184
murajaa 89
murajjah  88-89,134
murakkab 120
murattal 112
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mursal 94, 12

murta‘id 152

musalsal 151

musarraj

musawwit 179

mushabba‘ 15

mushakil 139

musht 42, 50

musical art, theoretical and practical 1,6
superiority of theory over practice 1-2,

27-30

musiqaqgiya 44

musiqar 27, 44—45

musmat 23

67-68

mustadira 93,150

mustahadd 115

mustahsafa 127

mutadakhil g9

mutafadila 67

mutakathif 148

mutakhalkhil 165

mutakhallil 127

mutaqa‘qi‘ 152

mutaradif 108

mutlaq see open string

mutqgin 79

muttafiq 40

muttasil 109, 112

muzija 99

muzlim 151

101,137

musra‘

nabi 41
nabra 47,76, 86, 96
nadawa, nadi 149, 151

nadb 94
nafadat 98,101
nafas 65

nafasiyyat 81

nafkh al-taswiya 81

naghanigh o1

naghma, naghama 62,150, 170

na’ih 144

na‘im 152

nalr 8s,92

naqis al-nagham 142

naqra see attack

nasality 33, 87-88, 159
see also letter, nasal
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nashid 22, 68-69, 84, 94,153
nasib 93
naw‘ 96,118,123
nawh, niyaha 84, 88,174
nay
chart 207
double 168
single  x1, X111, 155, 157-168, 207
players 169
nazafa 87
nazim 78-79
néte hyperboléén 37
nisf 94
nostrils, nose
notes

41—42, 87-88

broken 33, 92, 96,152,158
circular, round 93,150

densely packed 143,149
high 50, 69, 73, 76, 87, 93, 131, 140, 145,
163, 171

inclining between modes 134

long 33, 71, 88-89, 93, 96, 142, 149, 158

low 16, 40-41, 44, 64, 70, 76, 87, 50, 123,
127,131

mixed (homo and hetero)

multiplication of notes 48

plain, stable 92-93

prolongation 46,103

replacement 84

short 16, 71, 84, 8687, 95, 119, 142

73,75 99, 12

oboe
double 37-38, 59, 77,128-130, 168
loud 117,168
soft (with lute and voice, playing tech-

nique) 155-156,168-169
octave
high or higher 69, 73, 88, 128,168, 171,
175

higher octave of the octave 130
low or lower 51, 69, 85-86, 88,128, 131,
168, 175
lower than the lower octave 130
see also fifth and fourth
open string 4, 21, 49, 51, 55, 57—60, 70, 75,
77, 89—90, 128-136, 148, 153, 155, 204—
205
ornamentation, embellishments, addition
9,16, 23—24, 31, 33, 40, 76, 79-80, 84—
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86, 89, 93—94, 9798, 100-101, 110, 113,
122-123, 137, 140, 142-143, 145, 162, 170—
171,173, 175, 184

instrumental 98-102

vocal 84-97,149-152

pandore 54, 94,174,179
charts 206
fret X1, XIII, 42—43, 54, 206
players 43,95
panegyric 18, 82, 93
pause, rest 63, 69, 73—74, 76, 79, 85, 90, 110—
111, 116, 136, 147, 154, 171, 175
performance
arrangements of songs in a concert 153—
155
creative 143,158
excellence 142
instrumental rendition of a vocal
melody 122,171-172

playing technique 99, 122,171
revisions and repetitions 89, 121
stealth 102,113,136
see also ornaments
performer

instrumentalist 144, 148, 171

reading his audience 82-83
Persian
fables 24

instrumental pieces 175
kings 172,174,179
middle finger 49-53, 55, 58—60, 128-129,
132-136, 138, 179
musician 147-148
physics of sound production 3943
pick, plectrum  8s,101-102, 10-111
dragging 102
tumbling 102
plucking 40, 42, 76, 81, 102, 111,137, 158

with fingers (daghdagha, jass) 98—99
in downward motion 101

poetry
equal or unequal rhythmic feet 67-68

setting music to poetry 69—70
correspondence between poetic meters

and rhythmic modes 70-72
meters 67-72
music structure 73—76

postlude 84, 89, 94, 98,171,175
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praise 157-160

pre-Islamicera 54

prelude 84,172
measured instrumental 99, 171, 175—
176

unmeasured instrumental
176

measured vocal

unmeasured vocal

81,171, 175—

87-88, 92

22, 68, 87, 92, 94,153,
176

proslambanoménos 37

prosody 1,5, 8,17, 23, 26, 6769, 71-72, 109,
120, 182

puppetry 72,108, 17-118

qabdi 79, 81
qabih 105
qadib 27

qadr, aqdar 124
al-hathth 65
al-sawt 65

qahqaha 85,92

qar* g4o-41

qarra 92

qasida 73,94

qati’® 142,150-151

qawl 22,78

qawl
masrud 104
al-qasa’id 174

gisma 16

qiyas 120

Qur’an of singing 143

rabab
radda 85, 89, 91—92
ramal 70-71, 76, 87,109-110, 113-115, 123—
124,137-138, 153
light 99,109
randaha 87
range 37,49, 57-58, 128,153,175
raqiq 197
raqs see dance
ratb 149
raththa 104
rawa 141
rawashin 175
100, 110-111, 116
39, 43,102, 118, 179

see rebec

rawm
rebec

INDEX OF TERMS AND SUBJECTS

recitation 69, 94,104
Quran 81,100
recurrence 89
register 50, 55, 66, 85-86, 138, 145, 150,
156

relationship between music and poetry 16—

22, 31

musical divisions and poetic feet X11, 16,

23, 28, 119—121, 123
repetitions’ requests  157-160
replacement of vowels and notes

89—90, 103104, 123, 134135
rest see pause
rhythmic mode or cycle

compound 13,120
conjunctive 109-110
disjunctive 109-110

interlocked 99
mixed light meters g9

ornaments 99, 110-113
simple 13
theory and definitions 37, 78,108-118,
136-139
rikhw 152
ring finger fret  4-5, 21, 37, 49-50, 52, 55—

60, 96, 101, 128-134, 138, 155, 168-169,
204-205, 207

riwaya see transmission

sabbaba  see index finger

sadd, sudad 165

sadr 88

safi 155

safir 104

sahil 85,96

sajha, sijah 50, 69, 76, 84-86, 130, 135

sijah al- sijah 130

sama‘, sama‘ 3, 40, 157
samal 59, 110

sani, sunna‘ 30

sard 79

sariqat 122-126

sarir - 152

sarkha, sarkhat 84, 87
sarrar 152

sarsurl 152
sawt 65,170
‘amud 120
al-sawt al-munaghgham mn2

73, 84, 86,
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sayha, siyah 50, 69, 73, 76, 84-86, 120, 130
siyah al-siyah 130
second heavy 63, 70-71, 15-117, 123, 136,
138-139, 161, 184
second light heavy 70-71, 99, 136
separation motif 93

separator
musical 65, 73-74, 79, 99, 108-110, 138—
139
poetic 69, 73-75

see also cadence and maqta‘
shadd, shudad 9,16, 81
shadhra, shadharat, shudhar 16, 23, 28, 79,
87, 91
shahaqat 8s5,93-94
sha‘ith 33,140, 151,165
shaja, shaji 141142, 149
shidda 153
shouter, shouting 92,179
sihhat al-qisma 16
sila 85,95
singer’s good qualities 141-145
see also throat, voice
slave and freed slave 4-5, 7,18, 26, 105, 125,
147-148, 158, 183
sources of al-Katib’s treatise 182185
stammering 104
strings  127-131
compactly twisted 127
soft or porous 128,165
solid 128
thin and thick 127-128
see also lute
superiority of music  27-30
sarat al-lahn 172
Surayjl 92, 98, 101, 118, 132, 137138, 142, 173
syllabic and extra syllabic melodies 44-47

taawwuh 84, 88
tabaqa see register
tabarrama 175
tabdil 73, 86, 89
tadif see doubling
tadrij see idraj
tafaghur 85, 91
tafkhim 21, 84, 86, 88, 142, 151, 178
tafkik 85, g1

tafsil  see disjoining
taghrid 82
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tahrik al-ghina® 23
tahsin 23,79
tajnib, tajniba 85, 95-96, 98, 101, 134, 137
tajzia 120
takahun 85,97
takhallus 12
taki’® 117
takthir, takthirat 48,175
talent 6, 9, 28, 121, 140, 145, 157, 170171, 173,
176-178
see also disposition
talhin  see composition, ta’lif
ta'lif 29, 44,73, 80
taliqga 84,88,92
tamattl 33, 85, 93
tamawwuj 39
tamdid 77,167
tamkhir 111,132,136
tamtama 104
tamzij 75
tanahhud 84, 95
tanazaa 56
tanghim 75,176
tanin 50
nisf tanini 60
tanini 60, 78, 205
tapping
fingers on fingerboard of lute ~ see jass
rhythmic mode 4, 27, 66,108, 120, 162
taqgdimat 175-176
taqni® 98,101
tagsis 81
tarab  XI, 7-10, 26, 28-29, 78, 83, 85, 88-89,
94, 102-103, 105, 141, 157
tarannum, tarnim 46, 93, 176
tariqa, tard’iq, tarq, turq, turuq 132-140, 171—
172,175
‘amud tariqa 120
tara’iq, turuq al-khayal 72, n7-n8
turq or turuq al-ma‘azif 72,116

tarji 84, 89
tarjih 84, 88-89,134
tarkib 12

tartib, tartibat 48,175

tartil 98,100, 111

tasarruf 158

tashb1 66, 85, 89, 98, 115, 142, 162
ta‘thirat 98

tathwib, tathwiba 85, 96, 158
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tawsil 99
tawtiya 85,93
tayy, matwl 98,101,139
tazyinat 48,175
tempo
accelerated 33, 95, 111,139
fast 16, 65, 98, 109, 112, 117, 120, 124, 153,
158
held back 65,109, 11
medium 65, 111, 120, 139, 153
slow 43, 71,109-112, 124, 127
speeding 100, 124, 136
testing 161163
tetrachords 22, 31, 45, 50, 55, 76—79, 81,133~
134, 138
textless melody or chant 46, 93
thaqil
al-thaqil al-awwal ~see first heavy
al-thaqil al thani  see second heavy
throat
qualities 149-152
see also voice
what is beneficial versus harmful X1,
XI11,164-166
tired singer 145, 150-151, 154
tonality 45, 77,138,155
tone
half tone 57, 60, 78-79, 205
lowering by half a tone 96, 101,135
three-quarter tone 60
whole tone 60, 78, 205
tone system in al-Katib’s time 48-53
transmission  142-143, 145
trumpet 13
tunbar see pandore
tuning 12,184
of lute 49, 55, 78, 99, 127129, 131, 146,
154-155
of nay and oboes 81,168, 207
of pandore 54, 206

‘ad  see lute
unison 49, 88,127,131, 175
unmeasured music X1
instrumental 78, 81
vocal 22,68, 78, 81, 92, 94, 174, 176
usal (asl) 8o
usal al-igaat 100

INDEX OF TERMS AND SUBJECTS

vocalization 46, 87, 93
voice

abundant 96,151
barely heard 140,151
below pitch 140, 142143, 145, 151
blockage, obstruction 166
broken 33,92, 96,152,158
chest 33, 43, 84, 88, 96, 151, 155
clattering, Bedouin-like 151-152
clear 33,140, 150-151
coarse, thick 97,150, 155, 165
cockroach-like 152
confused, disordered 140, 151152
constricted 151
continuous 87,98

not continuous 140
crickets’ screeching 152
crying 91
curved, squeezed, wrung 152
distinctiveness 165
dry 151152, 165
exhausted, exhaustion 66, 87
expanding 33, 88-89

feeble 151
hard 143,152,165
hidden 151

high-pitched 65, 76, 86-87, 91, 93, 95, 97,
150,155

hissing 104

horse neighing 96

humid, humidity 33, 91, 149, 151

hunchbacked 152

husky 150

invisible 151

kneaded notes 152

longing 95

loud and broken laughter g2

loud clamor 150

low-pitched 76, 87, 95,102, 155

moan 88, 96

moving  141-142, 149, 152

muddled 33

naked 152

nasality, half and complete  see nasal-
ity

passion 40,149

rough 152

round 150

rugged 152
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sad 88,149,152 wusta 37
scream 87 wusta l-Arab 51
shabbiness 104 wusta I-Furs  204-205
shaking, shaken 92-93, 96, 101 wusta l-qudama® 135, 204
sharp 151152 wusta Zalzal 51, 204—205
sigh, sob 85, 93, 96 see also Ancients’ middle finger, Ara-
smooth, moderate, clear 16, 87, 150, bic middle finger, Persian middle
155 finger, Zalzal middle finger
sorrow and exhaustion 87
touching 149,152 yabis 151
trembling 152
twittering 82 zafn 147,179
ugly 152 zafra 96
unfastening o1 zahma 85,96
unfinished 33,140, 151 zahzaha 157
unkempt 33 za'ida (pl. zawa’id) 143
vibrato 46 zajara 87
well-prepared and trained 165 Zalzal middle finger 46-55, 58, 60, 128135,
worry 87 138, 204—205
see also throat zaman 108
zamir 12
wasat 139 al-zamir al-muwaqqa‘ 81
wind instruments  39—42, 168, 179 zamm, zamma 33, 84, 87-88, 159
wind players 12 zaw@idi 140, 143, 149-150
women and vocal music excellence  141— zir  see fourth string under lute

142 hadd see fifth string under lute
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