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Preface

Abu l-Husayn! Muhammad b. al-Hasan? b. al-Tahhan al-Masiqi (d. after 449/
1057)% was the most celebrated composer, singer, lutenist, and music educa-
tor of his era in Cairo. He belonged to a family of musicians, was trained by
his father, and Shuja’, the ghulam of Ibn Tamama,* and flourished under the
Fatimid caliphs al-Hakim (375-411/985-1021), al-Zahir (395-427/1005-1036),
and al-Mustansir (420—-487/1029-1094). According to the historian ‘Ali b. Miisa
b. Muhammad b. Sa‘id al-Maghribi (d. 685/1286), al-Qurtubi said that he was
a marvelous composer and that he composed most of the Egyptian songs of
the time. Al-Maghribi added that al-Sharif Muhammad b. al-Hasan al-Husayni
1-Afsast sang some of his songs in Egypt. He saw him at the end of the year
449/1057, when he was an old man, well-dressed, riding an Egyptian [type
of] donkey with an ornate saddle, and accompanied by a slave. He held a
prominent position with the vizier Abi Muhammad al-Yaziiri (d. 450/1058) and
taught his singing slave girls.5

Ibn al-Tahhan'’s treatise Hawi [-Funiin enjoyed a certain popularity well into
the seventh/thirteenth century, when it was mentioned by the synonymous
title Jami‘ al-funin by the historians al-Maghribi and Kamal al-Din ‘Umar b.
Ahmad b. al-‘Adim (d. 660/1262), who said that he was an accomplished singer
with virtue and literary taste. Al-Tifashi (d. 651/1253) used it extensively in his
Mut‘at al-asma‘fi ilm al-sama‘ (The delight of the ears in the science of listen-
ing to music).6

1 The Ms has Abai I-Hasan (fol. 1), but, as Neubauer remarked, this was written by a later hand.
The correct name is Aba I-Husayn, as it appears later in fols. 57a, 74a, and 81a; al-Asad, al-
Qiyan 265; Ibn al-Tahhan, Hawi, ed. Neubauer vi; 2y (Zakariyya Yasuf’s Hawt ed.) 1—2.

The Ms (fol. 1) and zy have al-Hasani, but it is al-Hasan as it appears in fols. 81a-81b, p. 199.
Farmer incorrectly said that he flourished in the eighth/fourteenth century (Farmer, Sources
57; Ibn al-Tahhan, Hawi, ed. Neubauer vi).

4 Hawr fol. 40a, p. 106.

al-Asad, al-Qiyan 265-6; Ibn al-Tahhan, Haw, ed. Neubauer v; zy 2; al-Zirikli, al-Alam v1: 84.

6 Ibn al-Tahhan, Hawi, ed. Neubauer v. It is also worth noting that Kamil al-Khula‘T (12927—
1357/1875?-1938), the famous Egyptian composer and theorist, quoted chapters 5, 19, 10, 12,
43, 44, 46, 74, wholly or partially in his treatise Kitab al-Musiqa [-sharqt (48, 78-80). There
are, however, some divergences in the quotations which indicate that he may have used a
different copy than the one used in this book; it is likely one of the copies that was lost or
misplaced in the Dar al-Kutub (see pp. xiv for details about three more copies that are either
lost or misplaced). He does not mention the name of the treatise, and in one of his quotations
he shortens the name of Ibn al-Tahhan to just al-Hasan b. al-Tahhan.

w



XI1 PREFACE
1 Egypt under the Fatimids

In 358/969 Jawhar al-Siqilli (d. 381/992) wrested Egypt from its Ikhshidid rulers.
He conquered al-Fustat, then built a new quarter which he called al-Qahira;
it became the capital of the Fatimids in 362/973. Jawhar then built the great
mosque of al-Azhar, which was soon made into an academy by the caliph al-
‘Aziz bi-llah (344—386/955—996).”

Hitti remarked that the golden age of Fatimid Egypt began with al-Mu‘izz
1i-Din Allah (319-365/931-975), and culminated with al-‘Aziz; up to the time of
al-Mustansir, it was the leading country of Islam.

Al-Hakim, the fifth Fatimid caliph, and the third to reign in Cairo, estab-
lished the Dar al-Hikma or Dar al-Tlm (House of Wisdom or Science) in order to
teach and propagate extreme Shi1 doctrine, and in conjunction, he patronized
sciences such as astronomy, astrology, optics, philosophy, medicine, and oph-
thalmology. He encouraged the historian al-Musabbihi (366—420/977-1029)
and patronized the physicist and music theorist Ibn al-Haytham (ca. 354—
430/965-1038),8 but regrettably, like his grandfather al-Mu‘izz 1i-Din Allah, he
held strict religious views:? he forbade the drinking of wine, prohibited singing,
and ordered that musical instruments be destroyed. In that respect, he fol-
lowed the practice of the ‘Abbasid caliph al-Mutawakkil (206—247/822—-861).10
Though al-Hakim encouraged Ibn al-Haytham to write on music theory, he
was against musical practices, which he deemed sinful and impermissable. Al-
Hakim’s reign was marked by monstrous atrocities; for example, in 410/1020
he ordered that al-Fustat be burned down; he killed several of his viziers,
including the father of his vizier Absi 1-Qasim al-Husayn b. ‘Ali b. al-Maghribi
(370—418/980—-1027) who was forced to flee; and in 400/1010, he also killed his
maternal uncle Arsenius, the Melkite patriarch of Alexandria. He demolished
a number of churches, including that of the Holy Sepulchre in 400/1009; he
confiscated the possessions of the churches and monasteries in Egypt; he pro-
hibited the Epiphany Procession in Cairo; and he forbade the display of crosses
and the sounding of the nagiis (along piece of wood struck with a shorter one to
announce the prayer times). He forced Christians and Jews to wear black robes
and only ride donkeys; and in the bathhouses, Christians had to wear crosses
around their necks, and Jews wore a sort of yoke with bells.1!

7 Hitti, History 619.
8 Canard, Fatimids, E1%

9 See fol. 37a, p- 99; Farmer, History 190; Farmer, Sources 37-8; Hitti, History 628—9.
10 Farmer, History 138.

11 Canard, al-Hakim, Er? Hitti, History 620-1; al-Zirikli, al-Aam 11: 245, V11 305-6.
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Al-Zahir, the seventh Fatimid caliph and the fourth to reign in Cairo, was
politically incompetent and a hedonist who enjoyed wine and black slave
girls.? In 415/1024, he pompously rode through the streets with his courtiers,
followed by his servants, and surrounded by dancers, even as people on the
street followed him crying about the pain of the famine.!3

Al-Mustansir, the eighth Fatimid caliph and the fifth to reign in Cairo, fol-
lowed in the footsteps of his father al-Zahir's hedonism and was also a great
patron of music and musicians. He lived a life of luxury and in his palace he
erected a pavilion with a pond of wine constructed in imitation of the Zamzam
building and well at Mecca; there he used to drink to the accompaniment of
singers and string players and declared: “This is indeed more pleasant than
staring at a Black Stone, listening to the muezzin’s drone and drinking impure
water.'* He was so fond of music and musicians that he gave his estate near
the Nile, “Ard al-tabbala” (Estate of the female drummer), to his favorite singing
girl; his vizier al-Yazari had pictures painted of singing girls.”® His library had
200,000 books.16 His treasures, a good indicator of material culture in Cairo,
included precious stones, crystal vases, inlaid gold plates, ivory and ebony ink-
stands, amber cups, vials of musk, steel mirrors, parasols with gold and silver
shafts, chess-boards with gold and silver pawns, jeweled daggers, and swords
and embroidered fabrics manufactured in Dabiq and Damascus. In general,
the decorative and industrial arts during the Fatimid era showed musicians
and music instruments; wood engravings were made of living creatures, such as
deer attacked by monsters, and hares seized by eagles. The same themes appear
in bronze objects, ceramics, and fabrics.'” Architecture flourished as well. For
instance, in addition to al-Azhar mosque, al-Aqmar mosque, built in the late
Fatimid era in 519/1125, shows the first appearance of the corbeled stalactite
niche (mugarnas). The Persian Isma‘ili missionary Nasir-i-Khusraw (394/1004—

12 Bianquis, al-Zahir, E12

13 Al-Musabbihi, Chronique, 1v: 73. I owe this reference to Neubauer (personal communica-
tion).

14 This refers to the sacred stone built into the wall of the Kaba in Mecca, and the well of
Zamzam opposite it, whose waters the pilgrims drink (Hitti, History 626).

15 Farmer, History 191.

16 Hitti, History 626, 629.

17  Hitti, History 630—1. Neubauer and Neubauer, Arab music 441-51 provide a very useful list
of publications about art objects depicting music instruments, musicians, and dancers;
these publications include Behrens-Abouseif, A bronze tambourine player; Hussein, Die
Vergniigungen; Farmer, Islam 48-53; Jones, Notes on a tattooed musician; Kiihnel, Die
Lautenspieler; Kithnel and Goldschmidt, Die islamischen; Marqais, Les Figures d’hommes;
Mostafa, Darstellung; Mostafa, Musicians; Rice, A drawing; Shiloah, Musical.
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d. between 465 and 471/1072 and 1078), who visited Egypt in 1046—49, described
it in glowing colors: the caliphal palace of al-Mustansir had thousands of ser-
vants, foot guards, and horses; Cairo had thousands of houses five to six stories
high, its main streets were covered and lighted by lamps, luxurious galleys were
moored by the Nile, old Fustat had seven great mosques and Cairo had eight,
and Nasir enjoyed its military music. Hitti adds: “The whole country enjoyed a
degree of seeming tranquility and prosperity that made Nasir enthusiastically
declare: ‘I could neither limit nor estimate its wealth and nowhere have I seen
such prosperity as I saw there.' "8 At the same time there were periods of con-
siderable unrest, economic unsettlement, famine, and pestilence.l®

2 The Manuscripts

In this book I have used Eckhard Neubauer’s facsimile edition of the Cairo
MS, Funun jamila 539. It is in 11 folios of 15x20 cm, and written, according to
Neubauer, probably in the fifth/eleventh century.20
There are three additional manuscripts, but unfortunately they and their
microfilms could not be located in the Cairo Manuscripts Institute.
1. MS Funun jamila 32, 173 pages, 17x25cm, dated 1321/1903, microfilm
no. 50347.
2. MS Funun jamila Talat 84, 48 folios, 19x26cm, not dated, microfilm
no. 50348.21
3.  MS1362, 112 folios, 21x 33cm, not dated, microfilm no. 50338.22
According to Zakariyya Yasuf and Nasir al-Din al-Asad, Ms Funun jamila 32
was copied from MS Funun jamila 539.2% So there were likely no differences
between them, though the second copy might have helped to clarify effaced
words, undotted letters, and words without diacritical marks.
MS Funiin jamila 539 is missing four chapters:
— Chapter 48 of part 1, fol. 54a: Who are better, the singers of Persia, India, or
Byzantium, p. 136;

18 Hitti, History 625—6.

19 Farmer, History, 191; Gibb, al-Mustansir, EI2

20  Nashra bi-asma’ kutub al-Musiqa wa-l-ghin@ wa-muallifiha [-mahfiza bi-Dar al-Kutub o;
Ibn al-Tahhan, Hawi, ed. Neubauer vi—viii.

21 For the last three Mss, see Shiloah, The theory of music, Supplement 17, 110-11; ZY 2—4.

22 The information about these three Mmss and Funiin jamila 539 was kindly given to me by
Neubauer in a private correspondence.

23 Al-Asad, al-Qiyan 267; zY 2.
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— Chapter 62 of part 1, fol. 59a: Mention of the ‘Abbasid caliphs’ sons who sang,
p-152;

— Chapter 11 of part 2, fols. 9g6a—96b: The best person to have played the Arabic
lute and to have sung Arabic songs accompanying himself, p. 235;

— Chapter 16 of part 2, fol. 100b: On dance, its types and names. Fortunately,
this chapter is not lost, as it is quoted in al-Tifashi (Mut‘at fols. 153—4; al-
Sillami 279-80).

The first folio of MS Funin jamila 539 is missing, and fols. 2a to 6b are badly

damaged and have lacunae. Fols. 3b—5b contain the table of contents of part 1,

so the lacunae can easily be filled in from the titles preceding the chapters.

3 Chapters and Contents

The treatise “Encompasser of the Arts and Consoler of the Grief-Stricken” deals
only with the arts of music and poetry; as for the “consolation,” this concerns
the author himself, and by extension others in his situation. That is, he bemoans
the fact that he isnot accepted and recognized in his own era, when precedence
is given to the older masters and not his contemporaries.?* More importantly,
however, he lived in the era of the ruthless caliph al-Hakim who, as mentioned
above, held strict religious views like his grandfather al-Mu‘izz li-Din Allah:25
he forbade wine-drinking, prohibited singing, and ordered that musical instru-
ments be broken. In a sense, the treatise addresses the grief that he and his
fellow musicians felt during the era of al-Hakim. The prohibition of music may
have been the reason there is no mention of music or singing in the title of the
treatise.

The treatise is in two parts. Part 1is in 8o chapters and part 2 has 22 chapters.
Part 1 is called i/miyya (scientific, theoretical) and part 2 is ‘amaliyya (practi-
cal), though Ibn al-Tahhan does not strictly adhere to this division. For example,
chapter 25: “The names of voices, their good and bad qualities,” and chapter 26:
“Beautiful vocal music, techniques, and qualities,” are under part 1 (scientific,
theoretical), whereas chapter 15: “The beautiful techniques that affect rhythms
and rhythmic modes, their numbers and types” is under part 2 (practical) and
includes instrumental and vocal music. A closer look at the contents reveals
that part 1 tends toward vocal music, part 2 is heavily tilted toward instru-
ments and instrumental music, and both parts have theoretical and practical

24  For details, see fols. 2b—3a, p. 5 and chapter 11 in part 1, pp. 31-6.
25  Seefol. 37a, p. 99.
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elements. A more accurate division would have been to refer to part 1 as vocal
music, and part 2 as instrumental music.

The 8o chapters of part 1 include sayings of philosophers; subtleties and
the meaning of melodies; types of compositions; voice production and char-
acteristics of voices and vocal music, such as breathing properly, the quali-
ties of skilled singers, solo and duet singing, how to care for the voice, foods,
drinks, and locations that are beneficial or detrimental to the voice; impor-
tant theoretical matters such as poetic and musical divisions, types of preludes,
syncopations, tarji‘ (ornamented repetitions), tarkhim (tender voice with good
enunciation), tarab (acute emotion of joy or grief) and the primordial impor-
tance of tonality; reasons for poor rhythm and poor intonation; approaches to
teaching; musical and extra-musical behavior at the court; and the permissi-
bility of singing. 22 chapters of part 1 are devoted to the names of singers from
the pre-Islamic era to the Syrian singers and those in the Fatimid and Ikhshidid
eras, the latter three being an important addition to Arabic music history.

Part 2 includes the invention of the lute; extremely important information
about lute manufacturing, fret placement, and stringing and tuning; 47 rhyth-
mic ornaments, names and definitions of rhythmic and melodic modes; acous-
tics; names and types of dances; descriptions of twelve instruments; and fitting
modes with poetic themes.

At the beginning of the treatise Ibn al-Tahhan mentions that he is not inter-
ested in the topic of the division of the strings and its relation to the notes
produced. He is also not interested in the ancient Greek system of tones and
limmas. Thus, he departs from the approach of al-Farabi (b. before 258/872—3,
d. 339/950). On the other hand, he provides numerous details that only a com-
poser, singer, lutenist, and educator of his caliber could write with such mastery.
As Neubauer said, this treatise belongs to music literature, and is based on the
traditions of the Baghdad court established by Ishaq al-Mawsili (150—235/767—
850); in several respects it resembles al-Katib’s Kamal adab al-ghina’ (The com-
pletion of musical knowledge), written a generation earlier in what is now the
northern part of Syria and Iraq. The two treatises are wonderful examples of
early music dictionaries; they complement each other and add priceless infor-
mation that is missing or unclear in the works of al-Isfahani (284—360/897-971)
and al-Farabi. Ibn al-Tahhan'’s treatise contains 102 chapters, and al-Katib’s has
43 chapters. Some chapters are similar, with some more elaborate in one than
the other: for instance, the chapter entitled “On the sophistication of melodies,”
which is chapter 2 of al-Katib’s work is more elaborate than chapter 3 of Ibn
al-Tahhan’s book; the chapter entitled “Planning and figuring out where and
how much to breathe,” which is chapter 36 of Ibn al-Tahhan, is more elaborate
than its equivalent chapter 18 of al-Katib. Some chapters occur only in Ibn al-
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Tahhan, such as chapter 8, on the very important subject of poetic and musical
divisions; some occur only in al-Katib, such as chapter13, on the measurements
of the frets of the lute.

In addition to sharing similar topics, they also share a number of now lost
fourth-/tenth-century sources; they relied on the works of al-Kindi (d. after
256/870), al-Isfahani, al-Farabi, Ibn Khurdadhbih (ca. 205-300/820—9n), al-
Khuwarizmi (d. 387/997), and al-Mufaddal b. Salama (d. ca. 290/903). The lost
intermediary sources are those of [Ibn] al-Za‘farani I-Katib and others, perhaps
including al-Sarakhsi (d. 286/899), who is often quoted by al-Katib.26 In his trea-
tise, Ibn al-Tahhan mentioned [Ibn] al-Za‘farani twice: once when mentioning
the singing slave girls in the jahiliyya era or early Islamic period, and once in
relation to the definition of the light hazaj and its tapping.2?

Ibn al-Tahhan did not consult the works of al-Isfahani and al-Farabi, in fact
he mentions their names just once: he mentions al-Farabi with regard to the
shortest duration of sound perceptible to the human ear and he mentions al-
Isfahani with regard to the fact that al-Isfahant’s Kitab al-Aghant is based on
Ishaq al-Mawsili’s book by the same name.?8 It is abundantly clear from the
serious discrepancies between his text and their texts that he did not consult
them. For instance, his list of one hundred songs differs from that of al-Isfahani,
and the history of how these lists of songs were compiled also differs; his pas-
sage on ornaments differs from that of al-Farabi, whose name he does not
mention, and the passage is incomplete.?? From this we know that he did not
use their works, rather he relied on intermediary sources that distorted the orig-
inal works.

The works of al-Kindi, al-Isfahani, al-Farabi, Ibn Khurdadhbih, al-Khuwa-
rizmi, al-Mufaddal b. Salama, and al-Katib are very useful in deciphering ef-
faced words, letters without dots or voweling, and in defining technical terms
left undefined in the manuscript, such as the 47 rhythmic techniques in part 2,
chapter 15. In addition, I have used a fragment of an Arabic text in Hebrew
letters which has been preserved in the Cairo Genizah. This fragment con-

26  Ibn al-Tahhan, Hawi, ed. Neubauer vi-vii. Al-Sarakhsi wrote four treatises on music: Kitab
al-Miistqi [-kabir (Grand book of music); Kitab al-Musiqi [-saghir (Small book of music);
al-Madkhal ila ilm al-misigi (Introduction to the science of music); Kitab al-Lahw wa-
[-malahi (Book of entertainment and musical instruments [about singing, singers, boon
companions, and funny stories]) (al-Zirikli, al-A%am 1: 205). Al-Katib also knew and used
the work of [Ibn] al-Za‘farani 1-Katib (al-Katib, Kamal fol. 237; Kh. 147; al-Katib, La Perfec-
tion 206).

27 Hawr fols. 183, 1053, pp. 44, 267.

28  Hawi fols. 193, 19b, 94a, pp. 49, 230.

29  Hawr fols. 16a-16b, 61b—63a; pp. 37—40, 159—66.



XVIII PREFACE

tains three short melodic modes that were probably used as lute studies and
could be from the time of Ibn al-Tahhan. The fragment and the modes were
first described by Avenary; subsequently Neubauer transliterated the Arabic
text, translated it into German, and commented on it.3° Transliterations appear
in parentheses for the benefit of Arabic musicologists and philologists who
will want to know the Arabic terms, whether these are musicological or socio-
cultural in nature. I have adhered to Brill’'s transliteration system, available at
brillonline.com.

For the purpose of translating Hawt [-Funin I used the lone Cairo Ms Funiin
Jjamila 32 copy; Zakariyya Yasuf’s edition, which, though lightly edited, is very
useful to decipher obscure words; Neubauer’s article on the lute, which relies on
Funan jamila; al-Katib’s treatise in its manuscript format, the Cairo edition of
this manuscript, and Shiloah’s extremely useful French translation; al-Tifash1’s
Mut‘at in its manuscript form; and the excellent Arabic edition of al-Sillami. Al-
Tifashi made extensive use of Ibn al-Tahhan’s treatise. He must have had a more
complete copy of it or another work of Ibn al-Tahhan which has not survived.
For this reason, al-Tifash1’s work is a crucial resource whenever obscurities arise
in Ibn al-Tahhan'’s treatise. I have also used al-Asad’s book for the names of pre-
Islamic singing slave girls.

30  Avenary, Paradigms 21; Neubauer, Die acht, 408-12.
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Introduction [fols. 2a—3a; zY 6—7]

[The fact that the first page is missing and notwithstanding the presence of
lacunae, we can still find useful information in this chapter: the singer needs
to have musical and extra-musical knowledge fit for a boon companion, that is,
[he must be] a real renaissance man; and we find the age-old issue of people
disliking the contemporary repertoire and longing for the older one. Ibn al-
Tahhan explains the approach he takes in his treatise: he divides the book into
short chapters to make it easy for the reader to comprehend its rich material.
The first part is in 8o chapters and is scientific and theoretical; the second part
is in 22 chapters and is considered practical.! He eschewed discussing string
lengths and ratios as determinants of notes and the Greek tonal system.]

...2in the art (sinaa). And the narration (hikaya) of ... done correctly, so if any-
one without natural disposition (tab) could comprehend it, then ‘Allaya would
do so because of his skills and beautiful singing.3

The singer needs to be knowledgeable (murtad)* in many fields (im),> have
good perception (tasawwur),® be correct in his [time] measurements (giyas),
have a long breath ... be knowledgeable about the characters and tempera-
ments of the elites, [about] how to mix with scholars and littérateurs, know by
heart the melodies of the predecessors, be able to recite the poems of earlier
poets, have clear convictions, [have] the intuition (hads) of the cleverest (zarq)
astrologers,” be able to combine firmness (wathaqga) with sweetness and hit

1 This division is not strictly adhered to; see the introduction p. 5.

The previous page of the Ms is missing, and the introduction has many lacunae.

This sentence also occurs on the first page of Ms 32, Funuin jamila but it is missing the word
“narration” at the beginning, see p. 10. ‘Alltiya’s skills are corroborated by Ishaq, who, when
asked to compare ‘Allaya’s with Mukhariq’s said, “Allaya (d. 236/850) is more knowledgeable
in understanding what comes out of his head, and more cognizant of what he sings and per-
forms on the lute ... he performs well and composes with artful mastery ... But if they perform
in front of a caliph or a commoner, Mukhariq (d. ca. 231/845) would win the majlis and get the
reward because of his beautiful voice and excessive ornamentation and creative changes” (x4
XI: 334; Sawa, Musical and socio-cultural anecdotes 179). In short, what ‘Alltiya lacked in natu-
ral disposition (ornamentation and creative changes) he made up with his skill and intellect.
Lit., “trained, practising, exercising.”

Lit., “sciences.”

Tasawwur also means imagination, conception.

Lane defines zaraq as above but not zarq (An Arabic-English lexicon 111:1227). Zenker equates
it with hila (trick) and defines it as Aypocrisie and tromperie (Dictionnaire 479) which fits with
conjecture. zY edited it as rizq (income). This is repeated in fol. 49b, p. 126.

N O G p
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4 INTRODUCTION

the mark successfully (isaba)® so that he is able to [stealthily] reach (igtibas)®
his goal ... so consistency, trust, and decency [become] his stock-in-trade ...
he wins over people’s minds with his intelligence, is successful (yuwaffag)!©
in what ... he evokes tarab with emotion and his moving singing, imparts
serenity in [peoples’] lives with his serenity, and possesses the characteris-
tics described in a poet’s poem ... you do not feel anything [around you] but
what he sings ... he may cause tarab'? ... and one must hear it before one
can understand it;!3 he enslaves ears with his good performance and hearts
with his versatility and mastery (iftinan). I have not heard anyone who came
close [to this]"* except al-Sharif Abi 1-Qasim Ahmad b. | al-Rassi [d. 345/956]'°
because he was ... reaching back to those who preceded him and at the same
time he did not find anything in the world of knowledge that troubled him
or bored him or distracted him ... relying on his name, his honor, his pros-
perity, and rich (istimla’)'¢ melodies ... al-Rayigiyya and her younger friends
Ghunayma, Sharida,!” Yusra I-Rayiqgiyyat ... al-Rabahiyya, Nahar, and Shikla al-
Mu‘tasimiyya. Also he would not have an aversion to taking melodies from
the best compositions and setting them into his songs.’® So if a singer came
to Egypt, he would bring him ... [and see] what [new songs] he brought with
him and take him to inaugurations (bay)! and gatherings ... present the lat-
ter and everything he found ... of the rich melodies of the above-mentioned
older songstresses and so on. I have not heard songs comparable to his and
have not seen anyone who has distinguished himself and went ... with regard
to his [creative] melodic movements (intigal) and [I have not seen anyone]

8 zy 6 misread it as idafa (addition). For more detail about hitting the mark in both compo-
sition and performance, see KA I: 315, V: 113, 230, VI: 312—9; Sawa, Musical and socio-cultural
anecdotes 73—4, 2067, 216, 266.

9 Lit., “taking with the end of one’s fingers.”

10  zY 6 misread it as yarfig (appends).

11 zY 6 suggested yaqgil (he says) for the unreadable word.

12 Regrettably after this word there is an official circular stamp that obscures the end of this
line and the following one.

13 This is a paraphrase and edition of an awkward sentence that says: “and before the ear
understands that which is sung so he can understand it.”

14  zY6 edited the effaced words as bihi li-l-ma‘na (in meaning), except that it cannot be bihi
because there are two fathas over the effaced word.

15 He was the best of those of ‘Alawid descent, leader of the Talibiyyin and a fine poet, com-
poser, and singer.

16 ZY6 edited this as istihla’ (beautiful).

17  The end of the word is effaced and zy 6 has Sharida.

18  Often the process includes taking a melody intact, or with alterations, and setting it to a
new poem (Sawa, Musical and socio-cultural anecdotes 82—92).

19  This can also mean exchanges.
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engaged deeply in inventiveness like him or anyone who followed him except
... a discarded and forsaken one. By my life, the value of a composer’s compo-
sitions is not known until after he has passed away and [it] has been lost. It
was said that the world of the young?? is looked down upon, and people seek
what is lost and prefer the works of the previous generation [to the modern
one].2! This is precisely the problem | that has occupied (kasaba)??> my mind,
spoiled my state, and forced me to ... continued to make me sick, and God is
my helper.

Euclid?3 said in his book entitled Ta’lif al-luhuin [The composition of mel-
odies]?* that it is good to divide the long road with landmarks or guideposts
(manar)?5 that are close to one another so that the hardship of traveling a long
distance is made easier by traveling from one landmark to the next. T have there-
fore adopted this approach in this book and divided it into separate chapters
so itis easier for the reader and more enjoyable. T have divided it into two parts.
The first concerns the scientific ( imi) and logical (mantiqgr) art, which I wrote
about exhaustively. The second part concerns the practical art of music, instru-
ments, strings, frets, plucking techniques (angar),?6 melodic modes, fingers
and courses, and rhythmic modes. I have ignored the theories my predecessors
followed with their obscure forms (shakl)?” and numbers [and proportions]
(‘adad), as well as tone (tanini 204 cents), half tone (nisf tanint, 98 cents) and
limma (bagiyya, 9o cents), and improper stories from long ago (masirat).?8 1

20  This refers to the generation of young composers.

21 This topic is dealt with in more detail in part 1, chapter 11, pp. 31-6.

22 Lit, “gained”; ZY 6 edited this as kaffa (hinder).

23  Euclid was the famous Greek mathematician who flourished in Alexandria around
300BCE. He was also known as a music theorist and for his Sectio Canonis, a treatise on
“the physical causation of sounds and their pitches, designed to justify the treatment of
pitches as relative quantities, and the intervals between them as numerical ratios” (Barker,
Greek musical writings: 11: 190). An Arabic translation of the Sectio Canonis has survived,
see Neubauer, Die Euklid.

24  Ibnal-Nadim gives a different title: Kitab al-Nagham (also known as the Book of music); it
may be the same work or another one (al-Fihrist 328). The story that follows about the
landmarks or guideposts which Ibn al-Tahhan attributes to Euclid is most likely apoc-
ryphal.

25 Lit., “lighthouse.”

26  This is an uncommon plural of the word nagra (attack, plucking); it is usually nagarat. It
probably refers to the plucking of strings and tapping of rhythm techniques mentioned
in part 2, chapter 15, fols. ggb-1004, pp. 241-54.

27 It is not clear what is meant here; he may have meant definitions.

28 zy 7 edited this as muthirat (exciting, emotional, love, and causing affection). In this case,
it would refer to the erotic anecdotes found in x4 about the lives of poets, musicians, and
patrons (Sawa, Erotica).

3a

zZY7



6 INTRODUCTION

have instead presented tender, lighthearted, and beautiful stories. God is my
helper and instructor, and for me, God suffices, and He is the best disposer of
affairs.2®

29  Thisisavariant of Qur’an 3:173: “For us God suffices, and He is the best disposer of affairs.”
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Chapters of part 1

Chapter 1: The preference of speech over muteness

Chapter 2: The gems of philosophers’ aphorisms | 3b

Chapter 3: On the sophistication of melodies

Chapter 4: The meanings of melodies

Chapter 5: Composing melodies that suit the poems

Chapter 6: The definition of singing and its components

Chapter 7: The definition of the voice and its production

Chapter 8: Poetic and musical divisions

Chapter 9: The origin of Arabic singing

Chapter 10: Favoring older poetry over the modern

Chapter 11: Favoring older singing over the modern

Chapter 12: The character, effects, and types of melodies

Chapter 13: The names of the first male singers in the Jahiliyya

Chapter 14: The names of the first songstresses in the Jahiliyya

Chapter 15: The names of the first male singers in early Islam

Chapter 16: The names of the first songstresses in early Islam in addition to the
ones I have already mentioned

Chapter 17: The names of the effeminates in early Islam

Chapter 18: The first to notate songs | 4a

Chapter 19: The grand, medium, and smaller compositions

Chapter 20: Tarab and its causes

Chapter 21: The tonalities in singing, their arrangements and types

Chapter 22: Vowels and consonants

Chapter 23: Testing the essences of the voices

Chapter 24: Tricks used to bring throats in tune with the strings

Chapter 25: The names of voices (halg), their good and bad qualities

Chapter 26: Beautiful (mulah) vocal music, techniques, and qualities

Chapter 27: Tricks used in stealing songs and precautions to prevent this

Chapter 28: Food and drinks that are beneficial to the throats and those that
are not

Chapter 29: Locations that are beneficial for voices and improve them, and
those that diminish and spoil them | 7Y g

1 There are some lacunae in the table of contents; some titles differ from the titles of the chap-
ters in the body of the Ms, and some are not in the same order. This issue is addressed in
footnotes on the chapter titles in the body of the ms.
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Chapter 51: Mention of the male singers in the ‘Abbasid era
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Chapter 60: Mention of the Umayyad caliphs who sang |
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Chapter 63: Mention of the ‘Abbasid caliphs’ daughters who sang
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Chapter 66: On the proper behavior to praise men and women when they reach
a state of tarab
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Chapter 67: Mention of the one hundred chosen songs |

Chapter 68: The permissibility of singing
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Chapter 71: Bad intonation among men and women
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Chapter 75: Sayings and poems of praise about male singers and songstresses
in the past
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CHAPTER 1

The Preference of Speech over Muteness
[fols. 5b—7b; 2Y 3, 11-2]

[This opening chapter emphasizes the importance of having both theoretical
and practical knowledge; man’s superiority to animals on account of his logic
and speech; and the similarity of the superiority of singing over speech to the
superiority of speech over muteness. The centers of fols. 6a—6b are badly dam-
aged and missing much text; Zakariyya Yasuf (referred to as zy 3 above) used
the now lost copy of Ms 32 Funun jamila to fill some of the gaps.]

God be praised, He created the human being out of His benevolence, and
brought him about with His wisdom | and from God, may His name be exalted,
he derived ...! those utterances and actions that anger Him, and I say, Utter-
ances without knowledge of the practical side are hardly useful except when
its laws are mangsur [?]? and its fundamentals are mashra [?].2 Similarly, prac-
tical knowledge cannot help theoretical knowledge by itself ...# some of both
can help with the other,® about this,® we see that people involved in practical
matters are more numerous than those involved in theoretical matters because
the latter” is difficult and is hard to understand. This is because the gain from
theoretical matters is difficult to reach and the gain from practical matters
is close by. The scholar without practical knowledge is like the geometrician
(muhandis)® who knows ... the roots and the branches® even though he does
not have ... [knowledge] about practical matters. Similarly, the position of the
practical person without theoretical knowledge is akin to the position of the

zy 11 has al-diyana (religion) and zy 3 has “T ask him.”

zY 11 has munsarifa (dismissed) and zy 3 has munsarima (elapsed).

zY 11 has mashri‘a (rightful) and zy 3 has mashritha (explained).

zy 3 has nagqil la-hasala ma‘an (copyist they would both have happened together [?]).

This issue is taken up later in more detail, see fols. 43b, 65a, 99b, pp. 1123, 171, 240.

zy 3 fills in the lacuna in the Ms with the expression “with the other, about this.”

MS, ZY 3 and 11 have the practical, but as the next sentence unfolds, it is clear that it is the
theoretical.

N Ot AW e

o

It also means surveyor, engineer, architect.
9 These are metaphors used to explain the main body of a melody and its variations. zy 3 has
wusil (arriving) instead of the correct word usii/ (roots).

© GEORGE DIMITRI SAWA, 2021 DOI:10.1163/9789004465497_004
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carpenter!® who constructs a wooden ceiling in hexagon, octagon, or angles (al-
muzawi),! ... with types of compositions and musical divisions, and does not
know the defect ... from where was it extracted (ustukhrija)'? ... and it branches
out and this is a quality in our era among the singers who cause tarab and who
earn a living. The singers causing tarab are content with the knowledge ...13 of
what occurs in the throat with regard to ornamented repetitions (tarji’), addi-
tions (tazyid), | and the [?]* ... and the doubling (id‘afat)'> and compositions
(talhinat) and in the strings from ... and the joining, disjoining, tagni !¢ and pre-
lude (nashid).'” So if one of them comes to a majlis where there are people who
do not ...!8 he would be in the same position as a person writing beautiful cal-
ligraphy (khatt)'® with people ... and unable to write but they call him a writer.
Likewise some of those who make a living from music have neither practical
nor theoretical knowledge despite the multitude ... of those shooting arrows
aimlessly in this art.2° Some of them talk ... and if asked about a [rhythmic or
melodic] mode (tariga), would stammer and speak incoherently ( jamjama)?!
and if asked about a singing matter, would desist (afjama). If asked about ...
and none of them has copied or composed.?2 And I say ... how?3 many knowl-
edgeable people in this art can judge between two compositions ... judge in
favor of the knowledgeable over the ignorant and attest ... and natural dis-
position is the primordial matter in this art. Ibrahim b. ... said ... if a person
does not have [the natural disposition] then he cannot be knowledgeable in
singing ... [and if] one without [this] disposition can attain and comprehend

10  “Position of the carpenter” is from zy 3.

11 Angles made up of lines intersecting lines, or arches intersecting arches, or arches and
lines intersecting, or surfaces intersecting other surfaces (al-Tahanawi, Kashshaf 111: 125-
6).

12 The sentence “from where was it extracted” is missing in zy 11, and zY 3 has istamarra
(remain).

13 There are effaced words and zy 11 suggested bi-[-hayn [a (to the easy and of little value and
not) so the complete sentence would read as “content with the knowledge of what is easy
and of little value and not what occurs in the throat with regard to ...”

14  zYu suggested sijahat (lower octaves) and zY 3 suggested hajat [?].

15  zY3hasisna‘anat [?]. For the meaning of id‘af, see fol. 30a, 100a item 8, pp. 79, 245.

16 For the definitions of the last three words, see fols. ggb—100a, pp. 81, 243—5.

17  MSand zY 3 have tashudd [?] For the definition of nashid see pp. 119—21.

18  zYu and 3 suggest la yughatti li-mahasin (do not cover the beautiful traits) and la yaftin
al-mahasin (do not comprehend the beautiful traits) respectively.

19  ZzY 3 has khatt whereas zy 11 and the Ms have yajid (to find).

20  The section from “multitude ... in this art” is missing in zy 3.

21 This phrase is missing in zy 11.

22 zy3has®“.. and as the one who has copied understood and did not compose.”

23 This occurs only in zY 3, and it is unclear in the ms.
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7Y 12

12 CHAPTER 1

it, then Ahmad b. Yusuf would have done so. About singing in tune with the lute
strings,2* if one without the natural disposition can attain and comprehend it,
then Ishaq b. Ibrahim al-Mawsili would have done so because of his superior-
ity ...25 | and [ God] endowed him?26 with senses which made him superior to all
animals which are not that privileged.

[God] made the eye to look attentively at people; the nose to smell perfumes;
the ears to distinguish voices; He gave the tongue logic, speech, and expression
[making him superior to] predatory animals and birds, each unable to know
the characteristics of others. | It was said that the tongue is a tool that makes
eloquence manifest itself; a ruler who helps decide about an appropriate ora-
tion; an utterance that brings forth the answer; an intercessor who helps attain
the need; a describer who explains things; a companion who eliminates lone-
liness; a preacher who forbids shamefulness; a companion who invites you to
do good deeds; a planter [sower] who seeds friendships and love; a harvester
who collects the treasures and blessings; an entertainer who purifies and paci-
fies the ears; a skillful and eloquent tool which clarifies the argument; its whole
body is a sense which differentiates between hot and cold, moist and dry, sweet
and sour, tasteless and the tasty and salty.

It was said that without the tongue a human being would be but an igno-
rant beast and a portrayed shape (sira mumaththala).?” Imam ‘Ali b. Abi Talib
[BH 23—40/600—-661], blessings upon him, said, “A human being obtains power
over things, and manages them thoroughly, by means of his heart and his
tongue (al-mar’ bi-asgharayh, qalbih wa-lisanih).”*® The Prophet, blessings
upon him and his companions, said, “Speak and you[r character] shall be
known.” ‘Al1 [al-Zahir] [395—427/1005-1036]%° the amir of believers (amir al-

24  Lit, “entry of throats with strings.”

25 For Ishag’s trick to circumvent the discord of his voice with the strings of the lute,
see fol. 26b, p. 66. zY 11 read the following obscure word as im (knowledge). zy 3 has
an added sentence: “in the art ... correctly, so if one without natural disposition can
attain and comprehend it, then ‘Allaya would do so because of his skills and beautiful
singing.” This sentence also occurs at the beginning of fol. 2a which opens the treatise, see
p- 3.

26  As is apparent in the next paragraph, this refers to human beings in general, not just
Ishagq.

27  This expression is obscure and difficult to translate. Sira can also be rendered as form,
image, pictorial representation; mumaththala can be translated as represented, resem-
bling.

28  Al-asgharan literally means “the two ... least things, that is, the heart and tongue” (Lane,
An Arabic-English lexicon 1v:1692).

29  The caliph al-Zahir, r. 411-427/1021-1036 (Ibn al-Tahhan, Hawi, ed. Neubauer v; al-Zirikli,
al-Alam v: 25).
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mu’minin), blessings upon him, said, “The value of every human being is in his
good deeds (ma yuhsin).”3°

It was said that the superiority of singing over speech is similar to the supe-
riority of speech over muteness.

Wise men have said that one endowed with heart and intellect ({ubb) should
be cognizant of his position and the position gifted [to him] (wa-manzilat ma
wuhiba lahu)3! from his heart and [should] reap such fruits while endeavoring
to seek knowledge and the desire to embrace it (itinaq).3?

If the superiority of the tongue is only limited to the utterance of the Qur’an,
mentioning the names of the Merciful God, and constantly mentioning the
creed, “There isno god but God and Muhammad is His Prophet,” then this supe-
riority would be the greatest.

It was said that with measured (mawszun) and well-arranged (muttafaq)
words the eminence of the mind and the image of the honorable soul appear.
Muting one’s speech buries the superiority of the soul, and abstaining from
showing knowledge prevents the appearance of the mind, and this is wrong
(zulm).33
30  zyizsuggested that the effaced word is yuhsin (to do good).

31 This phrase is effaced in the Ms; zy 12 suggested what is between brackets, though he has
fa-manzilat—which makes no sense—instead of wa-manzilat.
32 Ms has itigad (belief) and zy 12 correctly edited it as {tinaq (embrace).

33 This is almost verbatim from Balus al-Bizanti (Kazemi, Die Bewegte 145-50; 321—2). Zulm
also means “injustice, oppression, tyranny.”
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CHAPTER 2

The Gems of Philosophers’ Aphorisms
[fols. 7b—8a; zY 13]

[The author reports the sayings of the Greek philosophers Plato, Pythagoras,
Artemidoros, Euclid, and Hermes about music. Some of these sayings are most
likely apocryphal. ]

Plato [427?7-347BCE] said that singing is an honorable virtue and is meritori-
ous ( fadila), [and] that [it] remained under the subject of logic though logic
could not elicit [its virtue]. So the soul elicited them as melodies. When they
appeared, the soul was delighted by them and reached a state of tarab.!

Pythagoras? [ca. 582—507BCE] said that sung notes are remnants or sur-
pluses ( fadla) of logic and the former are considered delicate (latufa) by means
of perception (fiss) but was not grasped.? [ The remnants of logic] desire it the
way a knowledgeable person does and a desirous person looks for it. [Pythago-
ras] also said that it is beneficial for a person (anfa‘ li-l-insan)* to talk about
mental [soulful] matters (rafsiyya) but if he is not capable then he should lis-
ten to the one who [is more knowledgeable and] can explain it.

Artamidhras® said that listening to entertaining sounds incites one to sing
along (taghrid),’ to laugh, and to talk. And these [activities] are a great gift from
God, let Him be praised.

Plato said that we have not seen a person knowledgeable (arif )7 [in music]
who does not have perfect disposition and a proportionate body, especially if
he was knowledgeable in the specifics of its meaning, durations, [and the rhyth-
mic modes] of its notes and melodies (awzan naghmihi), and the measure of
its poetic feet and durations (maqadir ajza’ihi wa-awzanihi).

1 This theme occurred previously in Bulus al-Bizantl (Kazemi, Die Bewegte 138—40; 322).

2 MS has Fithaghurus.

The subject of the verb is the “remnant,” but zy 13 thought it was the “soul” and put it in square
brackets. This theme (soul and logic) also occurred previously in Balus al-Bizanti (Kazemi, Die
Bewegte 138—40; 322).

These words are obscure in the Ms; I have followed the suggestion in zy 13.

w

He is Artemidoros of Alexandria, a Greek medical doctor (early second century CE).
Lit., “singing, twittering, warbling.”
zy 13 has @zif (instrumentalist).

N oo A
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Euclid said, what is it about the tongue that [makes it unable to] convey to
us, or translate to us, as the distinguishing [factor] to the brain, which does not
know what is conveyed by listening. He also said that God, praise be to Him, has
given us the gift of hearing as a means to attain wisdom and [has] given us the
benefit of sound reaching our ears [so that we are able] to compose melodies
[with such sounds], in accordance with the stirring motions in our souls. And
melodies are not there for us to gain pleasure, which we share with animals,
as many people think, but melodies were bestowed on us to give us strength
to evaluate [the varieties of] souls within us, [if] they are not in harmony with
what is required.

Hermes?® said that when God, let Him be praised, found out about our weak-
ness, He gave us the science of melodies to remedy the state of our souls, and to
use them in our [religious] festivities to bring us closer to God when we glorify
and sanctify Him with moving melodies. This is the best we have in matters of
the soul.®

8 He is an apocryphal author who became known as Hermes Trismegistos; some of his Greek
writings about medicine, alchemy, astrology, and magic were translated into Arabic.

9 Thelast part of this sentence is similar to a passage in kA VIII: 224—5; Sawa, Musical and socio-
cultural anecdotes 378—9.



9a

CHAPTER 3

On the Sophistication of Melodies
[fols. 8b—9ga; ZY 14]

[This chapter discusses the subtleties of music, which go beyond mere enjoy-
ment to bring theraputical and behavioral improvements. Al-Katib’s chapter 2
is similar to this one but more elaborate.!]

The subtleties and sophistications ( fadl) of melodies are unknown (khafin) to
most people because they think that they [melodies] are composed for [the
sole purpose] of enjoyment and pleasure (iltidhadh), but this is not correct.
When reaching excellence was beyond the grasp of modern composers, they
aimed at the smallest possible refinement in this art, and remained at the limit
of their potential. When composing melodies, learned men aimed at types of
therapies (mudawat),? management [of proper behavior] (siyasa), and imagi-
nation (takhayyul) to transform the stingy person to generosity, the resentful
to contentment, the cruel to gentleness, and the coward to courage, and to
move the soul from one state to another and excite peoples’ imagination.3 Asan
example, one of the Greek kings heard about a region where people who were
very hardy and courageous went from this state to one of weakness, disgrace,
and failure. He asked for the reason and was told that their region bordered
a group of effeminates (makhanith); as a result their characters became soft
because of their softness and the slackness of their speech and they made them
listen to their soft, longing (hanin),* and effeminate melodies. So he ordered
them to move away from them [the effeminates]. Then he sent them musicians
who played instrumental pieces (tarq)® | that gave them strength, courage,

1 Al-Katib, Kamal fols. 26—33; Kh. 22—4; al-Katib, La Perfection 44—9.

2 The Ms has mudarat (tricks) but this is definitely a copyist mistake. In a similar chapter al-
Tifashi has mudawat (Mut‘at fol. 6; al-Sillami 61).

3 A similar but more elaborate passage occurs in KA VIII: 224-5; Sawa, Musical and socio-
cultural anecdotes 378—9.

4 zY14editeditas khanin (longing and crying) (Sawa, Arabic musical and socio-cultural glossary
95).

5 Targ is synonymous with darb which in k4 also means striking a percussion instrument, a
stringed instrument, instrumental exercise, instrumental piece, an instrumental rendition of
asong, a playing technique, style, ornament, or instrumental accompaniment (Sawa, Musical
and socio-cultural anecdotes 157, 160, 386).
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ON THE SOPHISTICATION OF MELODIES 17

ardor, anger, pride, and bravery. As a result they returned to their initial state
and avoided the [effeminate] enemies. Batlamyiis® used to order people to lis-
ten to strange (ghariba) [?]” melodies at the beginning of the day, so that only®
moderation in temperament and calm in the soul occurred in their mind for
the rest of the day. Likewise, he ordered them to listen to such melodies at the
end of the day and before sleep, so that their sleep would be clear from the
frightening harm of nightmares.® These melodies also make the soul more har-
monious.

The Ms has Batlimyts; it is Ptolemy, the Greek music theorist (fl. 127-51CE).

Al-Tifashi has a more likely term, mufriha (causing happiness) (Mutat fol. 6; al-Sillam1 61).
This word is missing in the Ms but supplied in al-Tifashi (Mut at fol. 6; al-Sillam1 61).

This has been attributed to Pythagoras and the Pythagoreans (Barker, Greek musical writings:
I1: 379; Strunk, Source readings 83).

© O3



CHAPTER 4

The Meanings of Melodies [fols. ga—gb; zY 15]

[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. This chapter is
very similar to al-Katib’s chapter 3, save for some anecdotes at the end of the
latter. It is quoted almost verbatim in al-Tifashi’s chapter 14;! I have identified
the divergences in footnotes. ]

Among those who are truly knowledgeable in the art of singing, there are those
who despise songs that have few short notes (shudhiir)? and notes, display lit-
tle compositional craft (galil al-‘amal),® and are composed of short rhythmic
cycles (gasir al-adwar),* but who admire the opposite, that is, [songs] with
many notes, long rhythmic cycles, and many short notes (shudhur). By my life,
they are correct, though they have not realized that there remains more to the
subject. This is because there are aspects of melodies (alhan)® that are clear
and apparent, and aspects that are hidden and obscure. The clear and appar-
ent are, for example, high (shidda)® and low pitches, fast and slow tempos,”
[metaphorically] sweet [ripe] and unripe fruit, and heat and cold. As for the

1 Al-Katib Kamal fols. 33—-8; Kh. 25-6; al-Katib, La Perfection 50—3; al-Tifashi, Mut at fols. 43—5;
al-Sillami 147-8.

2 Shudhur is the plural of shadhra, which is a short note that starts with a smooth voice and is
sung to long low vowels, that is, long 7, and phonetic alterations (a and a going toward i and
7). Shudhur 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 11: 59, 90;
Sawa, Music performance 102—4). Al-Katib has shudid (tensions) and by extension, multiple
modes and modulations (al-Katib, Kamal fol. 33; Kh. 25; al-Katib, La Perfection 50).

3 Al-Tifashihas the equivalent sahl al-amal (easy compositional craft) (Mut at fol. 43; al-Sillami
147).

4 Al-Tifashi has galil al-adwar (a few cycles), but gasir al-adwar (short rhythmic cycles) above
is more correct because a line later, we have its opposite “long rhythmic cycles.”

5 Fol. ga and zY 15 have insan (human being), but the next sentence shows that the context
is melodies and not human beings. In addition, both al-Katib and al-Tifashi have alhan (al-
Katib, Kamal fol. 33; Kh. 25; al-Katib, La Perfection 50; al-Tifashi, Mut at fol. 43; al-Sillami147).

6 The Ms has shadhra but the context clearly requires shidda, and zy 15 correctly suggested
the latter. See also al-Katib, Kamal fol. 33; Kh. 25; al-Katib, La Perfection 50; al-Tifashi, Mut‘at
fol. 43; al-Sillam1 147.

7 Lit, “lightness and heaviness” (khiffa wa-thigal).
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obscure [aspects of melodies], these are in addition to the previous [appar-
ent aspects] and are interspersed among them (tadaif ). | The obscure aspects
are sound compositions,® proper and pleasant settings [of music to poetry],®
and knowing the meaning of the melodies,!© for there are many that have no
meaning at all. Some have no meaning, such as poems that are well measured,
have sound [metric] arrangements and eloquent words, yet have no meaning.
Some have a delicate (ragiq)"! and beautiful meaning, are beneficial, and have
a strong effect on the soul. The listener must discern the meanings inherent in
the melodies,'? for they [these melodies] must reflect the [mood of] the words,
whether that is contentment, anger, happiness (surur),'® worry, sadness, or joy.
This is because the quality (surat) of the words of the contented [person] dif-
fers from that of the sad one,'* the preacher’s from that a hackneyed speaker,'®
the foolish one ( jahil)'¢ from that of the gentle one, the coward’s from that of
the courageous one, the flirtatious one from that of the modest one, the calm
one from that of the overbearing one,1” the spoiled one from that of the seeker,
and the proud one (muta‘azziz)'® from that of the humble one, as the humble
[person] is willing to accept as little as possible.

8 Here al-Katib adds sihhat al-gisma (proper musical divisions), that is, musical divisions
properly set to poetic feet (al-Katib, Kamal fol. 34; Kh. 25; al-Katib, La Perfection 50).
9 The added square brackets come from al-Katib, who explains that a proper and pleas-

ant setting for music means that it should properly suit the theme of the poem (al-Katib,
Kamal fol. 34; Kh. 25; al-Katib, La Perfection 50). The “proper and pleasant setting” is taken
up in detail in part 1, chapter 5 of Ibn a-Tahhan, pp. 20—2.

10  Interestingly, this refers to the musical meaning that is often hidden, and requires skilled
musicians to unravel it and understand it.

11 Al-Tifashi has the synonymous dagig (Mut‘at fol. 44; al-Sillami 148).

12 In al-Tifashi it is the singer who should make clear the meanings to the listener (Mut‘at
fol. 44; al-Sillami 148).

13 TheMs has shurur (evils) but the antithetical context requires surir; Y15 correctly edited
it this way, and al-Tifashi likewise has suriur (Mut‘at fol. 44; al-Sillami 148).

14  This phrase is more nuanced and detailed in al-Tifashi: “The essence of the words of the
contented differs from those of the angry one, and the essence of the words of the happy
differs from the essence of the words of the sad” (Mutat fol. 44; al-Sillam1 148).

15  Al-Katib adds: “The quality of the utterance of the irritating person differs from that of
the person who calms an agitated person, and the quality of the utterance of the dignified
scholar differs from that of the fun tempter” (Kamal fol. 35; Kh. 25; al-Katib, La Perfection
51).

16 Al-Tifashi has Gnif (rough) (Mutat fol. 44; al-Sillami 148). See also al-Katib, though the
sentences are reversed (Kamal fol. 35; Kh. 25; al-Katib, La Perfection 51).

17 zY15wrongly edited mustatil (overbearing) as mustatib (the one who finds delight).

18  Al-Katib and al-Tifashi have muta‘attib (accuser) (Kamal fol. 36: Kh. 26; al-Katib, La Per-

fection 52 reversed the meaning; al-Tifashi, Mut‘at fol. 44; al-Sillami 148).

gb
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CHAPTER 5

Composing Melodies That Suit the Poems
[fols. gb—11a; ZY 16 ]

[This chapter contains a very long list of poetic themes; the composer is
strongly advised to make the mood of the music reflect that of the poetry. By
contrast, if a poet wants to compose a poem on an already existing melody, he
should also make sure that the sentiment in the melody is in harmony with
that of the poem he intends to compose. Lastly, the performer should properly
enact the meanings and sentiment of the music and lyrics.]

The composer must take care to set the poems to music that suits them, and
the one who ignores this will not be considered superior.! Fidarus? said that
the skilled composer is the one who brings the melody he is composing close
to the meaning of the poem, and if the composer cannot bring the body of the
melody in line with the meaning of the poem that affects the soul, then he isnot
a consummate composer. If he is a poet, then [the right path for him—should
he want to compose a poem and set it to an existing melody—is to make the
meaning of the poem fit the meaning of the melody. And the right path for the
composer—should he want to clothe (albasa) a poem onto a melody—is to
make the meaning of the melody fit the meaning of the poem].3

1 This sentence appears in al-Tifashi at the end of his chapter 14, which is based on chapter 4 of
Ibn al-Tahhan above (al-Tifashi, Mut ‘at fol. 45; al-Sillami148). Chapter 15 of al-Tifashi is almost
identical (Mut‘at fols. 45-8; al-Sillam1149—50) to that of Ibn al-Tahhan’s part 1, chapter 5.

2 It is likely to be Pindar, 522?7—443? BCE or 518?—438 BCE, a Greek lyric poet, noted for his
Epinikia, which are lyric odes in honor of notable people, for example, the winners of the
ancient Greek athletic games (https://www.ancient-literature.com/greece_pindar.html). Al-
Sillami has Phidarsu and Phidrasu (al-Tifashi, Mut‘at; al-Sillami 149, 234; fols. 45 and 104 have
Qidras and Qadras); zy 16 has Findarus but later (zy 100) has it as Fidarus; Ibn Khurdadhbih
has Fidhrus; al-Mas‘tdi has Findaras (Ibn Khurdadhbih, Mukhtar 16; al-Mas‘tdi, Murdj, ed.
Pellat128). Ibn al-Tahhan'’s passage is almost verbatim from Bilus al-Bizant1's ‘Unsur al-misigt
inits Arabic translation (Kazemi, Die Bewegte 311—2), and Fidarus appears as Qidarus (Kazemi,
Die Bewegte 311-1) or with the first letter undotted (Kazemi, Die Bewegte 310, 314, 316).

3 Thesquare brackets are from al-Tifashi (Mut‘at fol. 47; al-Sillami1149-50); his passage is clearer
and more complete than the one in Ibn al-Tahhan, which reads: “If he is a poet. And if he is
not a poet but a composer, then the poet should bring forth the meaning of the soul by means
of a poem, and the composer should clothe (albasa) it to a suitable melody.” It is also clearer
than the original one of Balus al-Bizanti (Kazemi, Die Bewegte 311-2).
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There are many types of poems: those about pride, courage, asceticism,
flirtation,* wine, hunting, honor (sharaf),> sadness, elegies, [poems about]
the sound of thunder (haza)),® revenge, treason, loyalty, separation, meet-
ing, ardent desire, consolation, [about] the characteristics of horses, flowers,
water, ponds, seas, gardens, pleasure trips, distance, nearness, victory, con-
quest, meadows, envy, secrecy, cordiality, generosity, consolation, congratula-
tions, supplications, garb, dresses, pen cases, pens, writings, eloquent literature,
oration, the management of proper behavior, gentleness, leadership, honor,
weddings (a‘ras),” high-ranking people,® | feelings, skill, palaces, body shapes
(qudud),® female breasts (nuhud),'® posteriors, walking with a swinging gait,
fulfilling a promise, mentioning one’s needs, urges, ardor, provocation, condo-
lences, pastimes, absence, presence, and the like.

No person’s state is unaffected by some of the above topics, and each of these
themes has its corresponding melody.

The singer’s performance relies on what is appropriate to each of these
themes: if he praises a person, he intensifies his praise [with words, music,
and the sound of his voice];1 if he mentions battles, he frightens [his listeners],
causes [them] to tremble (ar‘ada), and emits bolts of lightning (abraqa);'? if he
mentions flirtation, he makes it tender and delicate; if [it is about] languishing
(wana),'® he laments; if he mentions death, he cries; and if he mentions youth,
he regrets its passing.!* Thus his singing will be based on the appropriate mean-
ing.

4 This is missing in Y 16.
5 MS has saraf (extravagance); ZY 16 edited it as sharaf.
6 More generally hazaj refers to a type of song with tarannumn; a voice causing tarab; a

husky voice; words close together in succession; a prosodic meter: mafa‘iun mafa‘ilun
mafatlun mafatlun mafa‘ilun mafa‘ilun; lightness and agility; the sound of thunder; the
buzzing of flies (Sawa, Musical and socio-cultural anecdotes 29).

7 The word is effaced and zY 16 has a‘rasi (weddings); al-KhulaT has arad (honors) which is
unlikely because it is the previous word (Kitab al-Musiqa 80).

8 This is missing in zy 16; al-KhulaT has shira’ (buying) which is unlikely (Kitab al-Misiqa
80).

9 zY 16 misread it as qudir (pots).

10  zY16 misread it as nuhar (rivers).

11 See the definition of tafkhim p. 75.

12 The verbs arada and abraqga are written in the margin and are quite effaced. zy 16 has
cleverly figured them out.

13 TheMshasrana;zy edited it as wana. Al-Tifashi has probably the more correct ratha (ele-
gize) (Mut at fol. 46; al-Sillami 149).

14  Al-Tifashiadds “become sad” (Mutat fol. 46; al-Sillami 149).

10b
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22 CHAPTER 5

Among melodies, there are some that cause depression (ingibad), some
that cause joy (inbisat),’> some that cause action (haraka),' and some that
bring calm (sukuin).'” The character of a melody that causes joy is proud and
evokes glory, bravery, and deliverance, determination, and nobility. The charac-
ter of a melody that causes depression is distressed and evokes sadness, crying,
and heartsickness; it makes one feel lowly, cowardly, and fearful. The calm-
ing melody is built on tranquility, peace of mind, safety |, and tenderness. The
melody that causes restlessness (muglig)'® is built on the agitation (galag) of
the soul, its wrath, and anger. All these melodies have poems that suit them and
[regrettably] none of our contemporaries knows anything about this topic.

15 For the melodies causing depression or joy, see n. 14, p. 39, and n. 25, p. 78, and for al-Kindi's
influence see pp. 37—41, chapter 12.

16 Afew lines later it is replaced by mugqlig (to cause restlessness).

17  This is a quadripartite division that differs from the tripartite in chapter 12. The two divi-
sions have depression and joy in common, whereas action and calm in the quadripartite
are replaced by moderation in the tripartite (see pp. 37—9).

18  The Ms and zy 16 have mu‘allag (suspended) but the definition that follows and the word

galag (agitation) clearly shows that it should be muglig, as it is also in al-Tifashi, who
copied Ibn al-Tahhan’s chapter here (Mut‘at fol. 47; al-Sillami150).



CHAPTER 6

The Definition of Singing and Its Components'
[fol. na; zy 17]

[Singing is made up of four components: notes, their arrangement, musical
divisions, and rhythmic modes. At the end of this short chapter the author adds
three more: (1) poetic divisions, (2) durations and the measurements of notes,
and (3) the length and amount of the prosodic meters. Interestingly, he views
a singer who only performs as not a full singer, that is, to be called a singer he
should also be a composer! Al-Tifashi has a shorter version of this chapter in
his chapter 16, to which he adds a shorter version of Ibn al-Tahhan’s chapter 8
on poetic and musical divisions.?]

Singing is made up of four indispensable components, none of which can be
left out; with them singing becomes complete and perfect. If one is missing,
then the singing is spoiled and incomplete. The first component is the notes,
then their arrangement and composition (ta’lif ), then the musical divisions
(gisma), then the rhythmic mode. Ishaq b. Ibrahim al-Mawsili said that the
one who has perfected all four is a true singer, whereas the one who does not
know all four well is wanting and incapable. Not every person who has learned
composed songs [that are not his], and made a living from it, should be called
a singer. Indeed, the only one who deserves this appellation is the one who
knows the musical divisions (gisma), poetic feet (¢ajzi'a), rhythmic modes, the
arrangement of notes in a composition (ta’lif al-nagham), the durations and
measurements of the notes (‘arad al-ghina’),® and the length and amount of
the prosodic meters (‘ariid al-shir). The only person I ever met who knew all
of these and applied them was my father, may God have mercy upon him, and
I have followed his tracks in this matter.
1 The title in the table of contents is more comprehensive: “The definition of singing and its

components, without them it cannot be adequate.”
2 Al-Tifashi, Mutat fol. 48; al-Sillami 151.

Lit., “prosody of singing”; this probably means the rhythms of the melody, as opposed to its

rhythmic mode and musical divisions.
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CHAPTER 7

The Definition of the Voice and Its Production’
[fols. na—11b; zY 17]

[This is undoubtedly one of the most priceless chapters in this manuscript. It
details the mechanics of sound production that involves the lungs, larynx, phar-
ynx, throat, tongue, palate, teeth, nose, and lips. Then it delineates two types of
voices: a head voice, and a chest voice that also includes the larynx and throat. ]

Learned men have said that the voice consists of air coming from the lungs
(ria) which encounters (sadama)? the tongue (lisan), palate (hanak), and teeth
(asnan), then ascends to the inside of the nostrils and nose (manakhir), then
flows to the tongue and lips (shiffa), and [finally] becomes a musical sound
(nagham muwallafa).® The loud ( jahir) sound originates from the larynx and
throat (hanjara), whereas the soft and delicate (dagiq) [sound] originates from
the chest (sadr). All vocal sounds come from the lungs (ria) to the throat and
pharynx (halg), then to the mouth ( fam). Some are chest voices (sadriyya) and
some are head (ra’s), larynx, and throat (hanjara) voices. In general, voices dif-
fer from one another in thickness (ghilz) and thinness (digga);* the difference
is due to the width (si‘a) or narrowness (diq)? of the passages that lead from the
lungs, and also because of the vocal instrument (ala musawwita), grooves, and
notches® in the lungs, but God knows better.”

1 The table of contents adds “and its beginning,” referring to the point where the sound starts,
i.e., the lungs.

Lit., “collide.”

Lit., “composed and arranged notes.”

This likely means low and high pitches, as becomes clear in the next sentence.

zY 17 has haniq (irritation).

The word is undotted; zy 17 suggested huziz.

Another very informative passage occurs in KA Xv: 155; Sawa, Musical and socio-cultural anec-
dotes 191, “The high note (sayha) in Hunayn’s melody [Liman al-daru] came from the chest
(ukhrijat min al-sadr), then from the throat (halg), then from the nose (anf), then from the
forehead (jabha), then it was sung with a glottal stop (nubirat) so that it came out from the
cranium (qihf) [specifically the cranium refers to the brainpan, the skull, or the bones at the
top of the head] then nunnated (nuwwinat) [sung with ghunna, that is, the prolonged unvow-
elled ] and returned (marduada) to the nose and then was cut off (quti‘a).” This passage is
more detailed regarding the head (i.e., the forehead and the cranium) voice, and regarding
the glottal stop and nunnation.

N OOt W
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CHAPTER 8

Poetic and Musical Divisions' [fols. 11b—12a; Y 17-8]

[This crucial chapter defines the importance of properly setting poetic feet to
musical divisions, as this makes the song easier to hear, perform, and learn. This
chapter also notes that some verses have different thematic material, and thus
the form is not strophic, but in this case, akin to an AABB type form.]

The tajzia is the process by which the composer divides the poem into equal
poetic feet? and sets each foot to a musical division (gisma); he does this
throughout the whole song, for two verses, or three, or more. If the poetic feet
are properly set to their corresponding musical divisions,3 then the teacher will

1 The author mixed up the tajzia and gisma, saying the former refers to music and the lat-
ter to poetry, but he corrected himself later in fol. 21a. For the benefit of the reader, I use
tajzia and gisma to mean poetic feet and musical subsections respectively. In essence, each
poetic foot is properly set to a musical subsection (or division) often referred to as gisma;
this means the musical subsection and its rhythmic pattern. On the first page of the Aghant
al-Isfahani explains the importance of mentioning the prosodic meter (‘arid) of the poem,
because through it one knows the poetic feet or division (tajzi'a), which should be properly
set to the musical subsection or division (gisma) (kA 1: 1; Sawa, Musical and socio-cultural
anecdotes 37-8). A shorter summary with the same mix-up occurs in al-Tifashi (Mut‘at fol. 48;
al-Sillami 151).

2 ‘Equal refers to the equality of divisions (meters) among the verses of the whole poem, for
instance, if a poem is in the tawil meter: faulun mafatun fa‘iwlun mafa‘iun // fa‘alun mafa‘lun

fa‘@ulun mafaun, then all the verses will have the same meter.

3 The following example of Ya ghazal (O my gazelle), a classical, nineteenth-century song from
Aleppo, well illustrates this point. The first measure, in 9/4, is set to the first hemistich Ya ghaz-
altkayfa ‘anni ab‘aduk, and has the prosodical scheme fa‘ilatun failatun fa‘ilun. The composer
divided the lyrics as follows: Ya ghazali = fa‘ilatun; kayfa ‘anni = fa‘ilatun; ab‘aditk = fa‘iliun.
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 to kayfa ‘anni = fa‘ilatun; and the third to ab‘aduk = fa‘ilan.
Note that in the Arab world, the medieval practice of 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.

Ya gha-za - I /I kay - fa ‘an - ni /I ab - ‘a - diok
Fa-49-la-tm / fa-49 - la - tun /- fa - 'i-lin
m 9 J J J J J I
r I' I I r L

CHART 1 Ya Ghazali
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26 CHAPTER 8

be able to understand it [and teach it],* and [it will be] easier for the student to
learn it,5 and [it] will be correct in the view of the singer who is knowledgeable
in both practice and theory. The song should also be free of added ornaments
(zawa’id)® and excess notes ( fudil al-nagham).

If the composer [maintains the proper correspondence of poetic feet and
musical divisions] then he will not be criticized about his composition | and its
qualities. Its precision will be similar to that of the old compositional style.

He may want to add a high note or a tajniba” in the third or fourth verse,
or [add] a different and newer melodic movement (intigala) to distinguish it
from other verses. He should not do this in all of the verses, for if he does,
he will decrease the beauty and uniqueness of such a high note, tajniba, or
melodic movement from the melody. And [if he does not do this in all the
verses, then] he will not ruin the division, for otherwise additional ornaments
[the high note, tajniba, or melodic movement] will emerge [and damage the
division].®

Ibrahim b. al-Mahdi [162—224/779-839] disagreed with Ishaq b. Ibrahim [al-
Mawsili] about the poetic and musical divisions; Ibrahim held the opinion that
they were the same,® but Ishaq and his son [Hammad] are right in this mat-
ter.10

4 Al-Tifashi has, “will be within reach to the listener hearing it” (Mutat fol. 48; al-Sillam1
151).

5 The phrase “easier for the student to learn it” was supplied from al-Tifashi (Mut‘at fol. 48;
al-Sillami1s1) because it is unreadable in the Ms. Y17 suggested tardiduhu (its repetition).

6 Usually ornaments are added during a performance, not in the composed song per se.
This probably means that the song proper uses ornaments excessively and as the end of
the sentence states, this produces an excess of notes. Such additions ruin the meter, as
becomes clear a few lines later.

7 This is a technique in which the note of the index finger is replaced by its anterior. In the
MsS it is clearly tajniba, but ZY 18 misread it as tahnina (tenderness), probably meaning a
lower register.

8 The additions in one verse are all right, but the excessive additions in more than one verse

may well cause an imbalance in the rhythm.

9 In kA X:146-7, the disagreement does not relate to Ibrahim considering the poetic feet and
musical divisions as the same thing; rather, it was a disagreement about the poetic divi-
sions of a song composed by Ibrahim. In another anecdote, it concerned the poetic and
musical divisions not fitting properly (v: 288). Other strong disagreements were about the
first and second heavy and their lights, what one called the first heavy, the other called the
second heavy and vice versa (1: 4-5, X: 96—7; Sawa, Musical and socio-cultural anecdotes 15—
20).

10 zY18 has “his father” instead of “his son.”
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If a singer does not divide his composition properly [with respect to poetic
and musical divisions], then he is called “law breaker” (mafsud al-ganiin).! This
was the case with Murajja b. Abil-Fath b. al-Huwayla and Yuhannas!? al-Nasrani
1-Qadibi, whose compositions were not discarded [though] they had these bad
qualities.

11 Lit, “his law is corrupted and faulty.”
12 zY18 edited it as Yukhkhas followed by a question mark.
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CHAPTER 9

The Origin of Arabic Singing' [fols. 12a—12b; ZY 18]

[Arabic singing originated in Mecca and Medina; they specialized in it in the
same manner that other cities specialized in particular goods. ]

It was said that Arabic singing had its origin and derived from the two holy
places, Mecca and Medina, and that it was confined to its people (tahayyaza),?
and brought them livelihood and food, much like the grapes of [?]3 the fine
linen fabrics of Tinnis,* embroidered or painted fabrics of Alexandria, silk fab-
ric (mulham) of Marw,5 sable fur of | Khuwarizm and adjoining villages, saf-
fron of Mah, musk of Tibet, sugar of Ahwaz, silk brocade of Tustar,® fanidh” of
Makran, quince of Suyut,® apples of Lebanon, veils and curtains of Wasit and
Bahnasa, glass of Tyre, anointing oil of Baghdad, [olive] oil of Palestine, cit-
rons of Caesarea, salt of Rosetta, fish of Pelusium, silk (khazz)? of Andalusia,
flax and linen of Lower Egypt (Malij),'° sugar cane of al-Mahalla, and vinegar
of Upper Egypt.!! Thus, each city specialized in a product so [the inhabitants
of each city] needed each other’s goods. Thus the origin of Arabic singing goes
back to Mecca and Medina, and from there it spread everywhere.

The table of contents adds the redundant “and its beginning.”

Itis undotted in the Ms, but the same passage in al-Tifashi clearly gives tahayyaza (Mut‘at

fol. 48; al-Sillami 153). Y 18 edited it as tajabbara (to show pride).

The word is effaced in the ms.

Tinnis is a city in the Egyptian Delta famed for its fabrics (Hitti, History 340, 346).

More specifically it is a fabric whose warp, but not its woof; is silk (Dozy, Supplément 522).

The Ms has Dustar, but Le Strange (Lands 234-5) has it as Tustar, a city famous for its

brocade. It was the second capital of Khuzistan and was called Tustar by the Arabs, and

Shustar, or Shushtar, by the Persians.

7 This is Arabized from the Persian panid; it is a particular type of white sugar made in
Makran and exported to neighboring lands (Le Strange, Lands 329). zY 18 has fayandh.
This is another name for Asyat in Upper Egypt (al-Firazabadi, al-Qamiis 868).
zy18 has Khanar.

10  Al-Firazabadi, al-Qamaus 263. zy 18 has malih (good).

11 This is missing in zy18.

[
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CHAPTER 10

Favoring Older Poetry over the Modern
[fols. 12b—13a; zY 19]

[Al-Tifash1’s chapter 18, “Favoring Older Singing over the Modern” is based on
this chapter and is very similar to it.! Al-Katib’s chapter is similar but shorter.2 In
essence, the author favors older poems because they are eloquent and masterly;
to his contemporary readers these poems are difficult to understand because
of their language, and unappealing because of their ancient themes. Instead,
contemporary readers favored modern poems and themes that were appealing
and use a language they can understand. Ibn al-Tahhan finds modern poems
weak and amateurish and says they use vulgar words. ]

Most people, when hearing Arabic poems—composed about dwellings, traces,
vestiges, meadows, homelands, the remains of an abandoned encampment,
dung, the qualities of horses and camels and wild animals, battles, revenge,
hatred, intertribal hostilities, eminent personalities, deserts, wastelands (saba-
sib),® steppes (bid),* and desolate regions—are displeased by them, [they]
find them unappealing, and do not understand them. They only like poems
about love and flirtation and eroticism, gardens, wine, | singing slave girls,> and
gatherings (majalis) because they understand these [topics] and because they
[poems on these topics] use words they are familiar with and [words they them-
selves] utter. The one interested in this art must learn the grammar (nahw)®
and language [of these poems] and examine what is obscure in the language
of the Arabs and the meaning of the poems and their words, [in order] to learn
them by heart and understand them. This is [true] because these poems are
eloquent and masterly, as if they were carved out of rock (nuhita min sakhr).”

Al-Tifashi, Mut‘at fol. 49; al-Sillami 155.
Al-Katib, Kamal fols. 46—7; Kh. 31; al-Katib, La Perfection 59—60.
zy 19 misread it as siyasa (politics).
zy 19 misread it as ‘abid (slaves).
Al-Tifashi has “the beauty and good qualities of women and ghulams” (Mut‘at fol. 48; al-
Sillami 155).
ZY 19 misread it as numuww (growth).
The same expression is used to describe ‘Abadil’s compositions in reference to their smaller
number but outstanding quality (kA VI: 97; Sawa, Musical and socio-cultural anecdotes 124).
zy 19 misread it as tunhat min hanjar (carved out of a throat).

g bW N M
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30 CHAPTER 10

They include the history of the Arabs, their battles, proverbs, sayings, charac-
ter, generosity, pride, lineage, and noble descent, [and these are found] only in
the works of learned poets. As for contemporary poems, they are amateurish
and composed of vulgar expressions, but they also have some good qualities,
such as specific types of rhyming words (tajnis),® [the use of] antithesis or
the juxtaposition of contrasting ideas (tatbig),? complete meanings with good
word choices (tatmim),!° sudden transitions in speech (itifat),! digressions
(istitrad),'? shared meanings (tadmin),!® and, in addition, some eloquence.*
But, if they lack such positive qualities, then there is no usefulness in listening
to them.

8 There are many types: two words that differ by one letter, such as zari and bar; the first let-
ters of conjugated verbs, such as yanhawna and yarn'awna, that differ by one letter; words
that differ in short vowels, such as burdin and bardin; words in which the points over the
letters, such as anqga and atqa, differ (al-Jurjani, Kitab al-Tarifat 54).

9 Al-Jurjani, Kitab al-Ta‘rifat 63.

10 Al-Jurjani, Kitab al-Ta‘rifat 52; al-Khuwarizmi, Mafatih 74.

11 Al-Khuwarizmi, Mafatih 95.

12 This refers to saying one thing but meaning something else, not intentionally, but acci-
dentally (al-Jurjani, Kitab al-Ta‘rifat 20).

13 This is a poetic technique in which the meaning is shared between two verses (‘Abada,
MuS§am 192; al-Jurjani, Kitab al-Ta‘rifat 62).

14  These rhetorical devices are called badi“and were the distinguishing characteristic of new
poetry.



CHAPTER 11

Favoring Older Singing over the Modern
[fols. 13a—15b; ZY 19—20]

[In this long chapter, the older repertoire of the author’s era is presented as
superior to the modern one because it abides by prosodic laws; the poetic divi-
sions are sound, harmonious, and symmetrical; the musical sections are similar
and harmonious; and they fit the poetic feet correctly. The modern repertoire
is only acceptable if it emulates the superior craft of the older one. The author
warns about transmission problems; namely, that with a mix of good and bad
transmitters, good and bad performers, and with the passage of time, the older
repertoire has been altered a great deal. At the end, the author bemoans the fact
that people always think older is better, even though some modern songs are of
excellent quality. Of interest also is the use of colorful metaphors to show the
superiority of the old songs; namely, metaphors related to embroidery, food,
and calligraphy. Al-Tifashi’s chapter 18 is a shorter version based on this chap-
ter.]

There is no disputing the beauty of old/traditional singing, its correctness and
strength. For these reasons modern-day composers, generation after genera-
tion, have emulated it and followed it as an example.

Ibrahim b. al-Mahdt! said that the superiority of old singing to the modern
(muhdath)? | is similar to that of the old embroidered or painted fabrics to the
new ones, every time you re-examine the old, it is beautiful to the eye, whereas
the ugliness of the modern is exposed and seen as repugnant.

Al-‘Adawi® said to ‘Amr b. Bana, “Why do you dismiss modern singing?
I feel much tarab when I hear it, much more than when I hear the older
singing.”

1 Al-Katib has Ibrahim b. Mayman al-Mawsili (better known as Ibrahim al-Mawsili) who com-
mented on the superiority of older singing (al-Katib, Kamal fols. 45-6; Kh. 30; al-Katib, La
Perfection 59).

2 The word is unreadable in the Ms. Al-Tifashi has muhdath (modern) (Mut‘at fol. 50; al-Sillami
156), which fits the context well. zy 19 suggests tahaddih (challenging).

3 zY19 read the name as al-Ma‘raw1, which is quite possible, but al-Tifashi clearly states that it
is al-‘Adaw1 (Mut at fol. 50; al-Sillami 156).
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‘Amr said,

We only dismiss it because of a defect (/la), namely, much of mod-
ern singing is set to poetry that has incorrect meters and prosodic mea-
sures, whereas the old singing is the opposite; it abides by prosodic laws,
the poetic divisions are sound and similar (mutasawi [-ajza’) [among the
verses], the poetic sections are harmonious and symmetrical (mutadil
al-fusul), the musical sections and cadences are similar and harmonious
(mushtabih al-magati‘), and the musical subsections and divisions
(gisma) [fit the poetic feet] correctly.* |

Ibrahim al-Mawsili [125-188/742—804] said that the superiority of older singing
to the modern [songs] is like the superiority of tasty food to other [not tasty]
food. A sated man continues to eat good tasty food because it is good and
he knows its superiority, whereas a hungry one eats unappetizing food out of
necessity, knowing full well that other foods are better and superior, and the
sated person’s desire is repulsed by bad food and [so he] rejects it.

Ishaq b. Ibrahim [al-Mawsili] said, “My father used to say, ‘I have only com-
pared singing with calligraphy; a person may read a book that has no spelling
(hija’)> mistakes or missing letters, but there is still a huge difference between
[reading] that and elegant calligraphy (muharrar).”¢

In addition, the way to compare [what has reached us from]7? old singing
with modern [singing] is like | comparing different versions of the sayings of
the Prophet (hadith); it is like narrating from scholars, and the closer the [tem-
poral] chain of transmission (isnad),® the more correct and superior it is.

The music transmitter (naqil) should be a good performer and accurate in
his conception (tasawwur)® and transmission (kikaya),'° [he should] not add

4 For more detail, see kA v: 210, and for an excellent analysis of Ishaq’s composition, see v:
375—6; see also Sawa, Musical and socio-cultural anecdotes 99—106, 146.

5 The first two letters are slightly effaced and hard to read, it seems to be manjayihi and zy
edited it as manhah. Fortunately, al-Tifashi has the correct and suitable word, Ajja’ihi (its
spelling) (Mut‘at fol. 51; al-Sillami 156).

6 The verb harrara means he wrote in a handwriting that is accurate, beautiful, elegant, free
from defects, with its characters properly formed, and its faults corrected, and without
omission or erasure (Lane, An Arabic-English lexicon 11: 538).

7 This is explained in more detail in subsequent passages.

8 Closer likely means closer in time to the saying itself, or closer to the source, or a shorter
chain of transmission.

9 Tasawwur also means imagination, perception, apprehension; in addition, it may refer to
an imaginative teaching approach. zy 20 has taswir (depiction) which also fits the context
well.

10 Lit., “narration.”
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or remove anything from the original song and [he should] accurately perform
its musical sections!! and cadences, and do full justice to the notes, without
adding anything; otherwise he will spoil the song.!?

I say, people argue with one another about the superiority of singing in dif-
ferent times and eras, even though precedence should be given to the older
generation of composers. Someone knowledgeable in this matter said to me,
and I had taken the side of the older generation,

know that older singing, even though masterful (muhkam), solid (wathig),
and correct (sahih), has none of the beauty of what we hear in our time,
but rather generates (wallada) [beauty] over a long time and gains [fur-
ther beauty with the passage of time] from the throats [singing it], and
from the character, talent, and sadness (shaja) [of those who sing it]. It
is composed (harrara) the way fabric (nasy) is woven and the way books
(sifar) are written [for posterity| (tatahakkak).'3

So I'said to him,

This is not the case because the opposite is clear at closer examination.
Do you not see that the best of composers, creators (sagha), and instru-
mentalists we have known is Shaykh Abu 1-Qasim al-Rassi? Yet you see
that the songs we heard from him—from not nearly as long ago as the
older (gadim)'* songs—have been modified (tashadhdhaba), diminished
(nagasa), and transformed (istahala). The more time passes, | the more
the transmitters (rawi)'® multiply, [and those] of the first generation (al-
sadr al-awwal) who knew al-Sharif Abu 1-Qasim and learned from him—
[this first generation | have died out—/[and at their hands] his songs have
been diminished and spoiled. This is because the ones who learned from
him did not learn his songs accurately, [though they] assumed [incor-
rectly, that they got them right] and [as a result, they] diminished them
[because of their limited ability] (shufh).1® Then they relayed them to

11 Itistaken for granted that he will also ensure that the poetic feet, rhythmic divisions, and
subsections fit together properly.

12 For good and bad transmitters, see K4 XI: 334, XV: 269; Sawa, Musical and socio-cultural
anecdotes 178-80.

13 Lit, “engraved.” zy 20 has tanhak al-astar [?].

14 The word is effaced; zy 20 has gadim.

15 Lit., “narrators.”

16 Lit., “scarcity, paucity.”
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others who diminished their beautiful characteristics [again, because of
their limited ability], and so on.'” Then there is another shortcoming that
eludes the singer or songstress; for instance, a songstress would take it
upon herself to [make a change and would] be fond of [that] change
(aghrama) and use it to make up for the imperfection [caused by her lack
of skill] (sadd al-khalal),'® and as a result the song is spoiled, changed,
and transformed. If this happens to songs from a period very close to
our own, what then is the case when the period is more distant from us.
Most of those who have transmitted the old songs were not known to be
skilled or praiseworthy, nor were they better than Ma‘bad, Ibn Surayj, al-
Gharid up to Malik b. Abi I-Samh and others. [On balance] what reached
us came from good and bad transmitters, ignorant and knowledgeable
ones; some followed the rhythm (miqi)® and some were off. [What
reached us also came from] songstresses who did not know anything |2°
about the art, but imitated what they heard with [their limited] natu-
ral disposition (akhadha bi-l-tab®),? and when a passage eluded them
(shadhdha)?? they ignored it, and if they were imperfect in performing
a passage [rhythmically],2® they replaced it with something other than
the original musical division. If a person suggested that they repeat a
melody many times, so as to divide it properly, or to make the notes

KA has a wonderful passage about this issue. Al-Isfahani said this change was made
because some musicians who are lazy or have limited knowledge failed to learn the good
older singing repertoire properly, and then passed the altered ones to others. He then
said, “And if this process continues without interruption, then the composition belongs to
whoever is singing and making the changes at the time and not to the predecessors. [Ulti-
mately] if the new singers change what they have learned as they please, and the ones
from whom they learned had also changed it, and the latter had also learned from others
who had changed it—then once this process has gone on for a span of five generations
or so, then the audience in our era will not be listening to any part of the original form
from the early generation of composers” (kA X: 69—70; Sawa, Musical and socio-cultural
anecdotes 260).

Lit., “plug up the imbalance or flaw.”

Lit., “the one who taps the rhythmic mode,” but often it also means to sing (k4 1: 291; Sawa,
Arabic musical and socio-cultural glossary 537). So in this case it is those who perform cor-
rectly and those who do not.

This should have been page 21.

In al-Tifashi it is slightly different: haka ma sama‘a (sing what they heard) (Mut‘at fol. 51;
al-Sillami 157).

zy 21 edited the slightly effaced word shadhdha as ‘asura (is difficult), al-Tifashi has shad-
hdha (Mut‘at fol. 51; al-Sillami 157).

Lit., “if a passage is off balance for them.”



FAVORING OLDER SINGING OVER THE MODERN 35

[that are] sung more ample, emphatic, and richer, and [they] sung from
the chest (tafkhim),* when they should be sung in a soft, tender, and
smooth way (tanim), and vice versa, [they failed to do so]. All of this |
negates what you have said. Not long ago, Abu I-Hasan b. al-Shamiyya
and Nusayra, even though they did not have sound craft, composition,
excellence, or creativity, nevertheless taught a group of men and women.
I will demonstrate the deficiencies and imperfections among performers
who learned from them and I will listen to what I have composed and
[see] what makes me unique and [the characteristics] in which I excelled
from among songstresses [singing behind curtains] and singers (min al-
satayir wa-l-mughannin),?> and [what] I strove for and was not stingy
about [teaching to them]. [I will prove that they sang the song I com-
posed] in a deficient and imperfect way even though such songstresses
had moving throats with sentiment and sadness, relaxed hands [when
playing the lute], and singing skills to the utmost of perfection and beauty,
but inevitably, they add [something] here and remove [something] there;
thus, it then becomes fixed [with its mistakes] and does not change.
Some of them haughtily reject returning to the correct version, as they
are enamored [by their faulty performance]. And some of them rush
[in singing] songs in heavy meters and slow down the fast [light] ones
(mahthith), and in this manner the heavy becomes light and the light
becomes heavy. [And all of this happens] while I am with them, watching
and aware of what they are doing, whereas others are lost [and unaware
of the mistakes].

In this way my opponent accepted what I said and acknowledged its truth.

I say, contrary to what was laid out above, that modern songs, if their poetic
divisions are sound and similar (mutasawt l-ajza’), if their musical subsec-
tions and divisions (gisma) correctly [fit the poetic feet], if the musical notes
and divisions are harmonious (mu‘tadil al-nagham),?8 if the musical sections
and cadences are clear-cut (hadd al-magqta),?” if they fit the rhythmic mode

24  This explanation of tafkhim is from fol. 28 b, p. 75. In al-Farabi tafkhim qualifies the ample
sound as coming from the chest (kMK 1172; MA 11: 9o; Sawa, Music performance 101,104-5).
zy 21 has tankhim (clearing throat, spitting), but it is definitely tafkhim.

25  zy21edited this as sa’ir al-mughannin ([one who] stands among [the other] singers).

26  Infol. 13b, p. 32, this was: “poetic sections are harmonious and symmetrical” (mu‘tadil al-

fusid).

27  Infol.13b, p. 32, this was: “the musical sections and cadences are similar and harmonious”
(mushtabih al-magqati). But both are important for a good composition.

15a
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well (miigi‘), and are composed with patience (mutasawwif ),?8 then, they will
emanate (yusri)?9 from the old singing and follow its course. But people autho-
rize themselves | to prefer what is absent and distant from their era and belittle
what is near their time and [see it as] deficient.

If all old singing is better than what came after it, we would never know the
superiority of later generations over one another, their production would be
discarded and despised, and we would never know the superiority of the gen-
erations that came after the first one.3°

[But I must interject here] that every new type of singing becomes old when
it is added to what comes after it. I have tested people’s admiration for every-
thing old [who] think little of what they currently have. I would sing a song with
weak poetry and music, short meters (dawr), with little compositional craft,
and lacking beautiful qualities, and if I attribute it to my father or to earlier and
older composers I could think of, then the listeners would say, by God, this is
the beautiful, inimitable, wondrous, and delightful singing of old. Then I would
sing a good song with long meters, much compositional craft, [I would] go to
great efforts to sing it and attribute it to a modern composer or to myself.3! The
listeners would turn their attention away from it, shun it, and ask for a repe-
tition of the first one. Every knowledgeable person is looked down on by the
people of his era, but when he dies, his compositions are deemed magnificent,
and they seek them and mention them. This state of affairs is similar to the col-
lections of poets’ poems; they are only sought after when the poets are dead
and gone.

28  zy 21 has munsariq (stolen), followed by an obscure word “mawyilan (?) or mawdilan (?),
which zy 21 left out.
29  zy2iread it as yutwi (folds).

30 That is, of the author’s era.
31 The Ms has “to him.”



CHAPTER 12

The Character, Effects, and Types of Melodies'
[fols. 16a—-17a; ZY 21-3]

[Ibn al-Tahhan mentioned in his introduction that he would ignore the sub-
ject of tone (tanint), half-tone (nisf tanini), and limma (bagiyya), and true to
his word, he mentioned but did not analzye the gawi (diatonic) tetrachord
into tone and half-tones. He then added the chromatic and enharmonic, show-
ing the influence, but not mentioning the names, of al-Kindi, al-Farabi, and
al-Khuwarizmy; it is very likely that he took his information from another
source that included the above authors. To al-Kindi specifically, he owes the
three types of musical compositions/tetrachords that cause cheer, depression,
and moderation. He then mentioned the basic constituents of notes in the
melodies, namely, the basic and the ornamental notes, again influenced by
al-Farabi. He closed the chapter with types of melodies: measured and unmea-
sured vocal music, measured and unmeasured instrumental music, and a type
of music that occurs when tuning instruments. This chapter shares much mate-
rial with al-Katib’s chapter 21.]

Melodies are built on three different tetrachords ( jins):2
(1) thediatonic (gawr),® which is perfect and complete (kamil), is also called
the strengthening one (al-mugawwi);*

1 The title of this chapter is literally, “The honor of melodies and their attributions.” The par-
allel chapter 21 in al-Katib has na‘ (description, qualification) (al-Katib, Kamal fol. 18; Kh.
75; al-Katib, La Perfection 116). The title in the table of contents of the Ms is “The names of
melodies” rather than types of melodies. The latter is more correct.

2 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 59; al-Farabi, kMK 161-3; MA I: 60-1; al- Khuwarizmi,
Mafatih 243—4. For an overview of tetrachords from al-Kindi to al-Ladhigj, see al-Faruqi, An
annotated glossary 125-7.

3 Lit, “strong”

4 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 one-half tone (Mafatih 243—
4).
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the chromatic (mulawwan)? which is less than the first in strength; [and |®
the enharmonic (nazim),” which is the softest and the least adequate
[harmoniously] (mula'ama).® It was called nazim [arranger, organizer]
because it resembles a drawing that was dyed, colored, embellished, and
that became perfect, complete, and beautiful.® It is also called the one
that causes cheer and delight (basti)!° to the soul and strengthens
it.lt

Lit., “colored.”

In addition to mulawwan, al-Khuwarizmi also calls it lawi, and defines its intervallic struc-
ture as a half tone, half tone, and three half tones (Mafatih 243-4). Al-Katib also calls it
it lawt but both Khashaba and Shiloah read it as lawni (colored) (al-Katib, Kamal fol. 118;
Kh. 75; al-Katib, La Perfection 16—7).

Lit., “arranger, organizer.” In addition to nazim, al-Khuwarizmi also calls it ¢a’lifi (com-
posed) and rasim (drawer, sketcher) and defines its intervallic structure as quarter tone,
quarter tone and two tones (Mafatih 243—4). Al-Katib also calls it ta’lifi (al-Katib, Kamal
18; Kh. 75; al-Katib, La Perfection 117).

The Ms has malama (blameworthy), which is probably a copyist’s mistake. A parallel
passage in al-Farabi clearly has mul@'ama (kMK 162; MA I: 60). Al-Farabi divides the tetra-
chords into two main groups: the gawi (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 of the ancients called the strong “manly” and the soft “womanly” (kMK 161-3; MA I:
60-1). See also n. 14 below about a similar division in al-Khuwarizmi.

This sentence is clearer and more detailed in al-Farabi: “The extremely soft (rasim [drawer,
sketcher] and nazim [organizer]) have a weak influence on the soul. They are compara-
ble to an artist’s first drawing of a shape and organization of it, then coloring of it, but
without embellishments (it thus becomes colored, i.e., chromatic), and then completing
it (with embellishments; thus it becomes complete and strong, i.e., diatonic)” (kMK 161;
MA I: 60). The same idea can be found in al-Katib, Kamal fol. 18; Kh. 75; al-Katib, La Per-
Sfection 7.

The Ms has basiti, but zY 22 correctly edited it as bas¢7 as in al-Kindi. According to al-
Kindyi, it is one of three ethological types of musical compositions that causes cheerfulness
and delight. This is copied from Quintilianus’ exalting, systaltic, De Musica, Book 1 (trans.
Barker, Greek musical writings 11: 445; Sawa, Rhythmic theories 502—3). This and the other
two below (the one that causes anxiety and depression and the one that calms the soul)
are a nice theory, but they are faulty and unrelated to practice. k4 clearly shows a poem
set to music by many composers in many modes, and even one and the same composer
setting a poem to a number of modes; thus, this empirical evidence negates al-Kindr’s the-
ory of the correspondence between the theme of a poem and the modes used (x4 11: 238,
VI: 239, IX: 153—4, 248, XVIIL: 308-9, XX: 298; Sawa, Musical and socio-cultural anecdotes
110-4).

This is the opposite of what al-Farabi and al-Khuwarizmi said, see n. g9 above and 14
below.
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[Then we have the tetrachord,] which causes anxiety and depression
(qabdr),*? and the stable one (istigrari),’® which calms the soul into modera-
tion ({tidal).*

Melodies that have many shadharat'> and embellishments (tafsin) are per-
fect, complete (kamil), and beautiful (hasan).!® Melodies that have [more]
notes at the extremities of the poetic feet (juz’) and, in only some sections,
are inferior (dun) to the first.l” [The aspects of these melodies] that are infe-
rior to the first relate to the detailed presentation (sard)!® of the melody and
the neglect of the separators; [these aspects make] the melodies worth (taqdir)
one-quarter of the first.1°

12 Inal-Kindj, it is one of three ethological types of musical composition that causes grief
and sadness. This is copied from Quintilianus’ depressing, diastaltic, De Musica, Book 1
(trans. Barker, Greek musical writings 11: 445; Sawa, Rhythmic theories 502—3).

13 Al-Kindi uses the word mu‘tadil (moderate) instead, and according to him, it is one of
three ethological types of musical composition; it excites and produces sublimity, gen-
erosity, and beautiful noble praise. This is copied from Quintilianus’ peaceful, hesychastic,
De Musica, Book 1, trans. Barker, Greek musical writings 11: 445; Sawa, Rhythmic theories
502—3. Farmer says: “These three types of composition appear to correspond to the sys-
taltic, diastaltic, and hesychastic groups into which Pseudo-Euclid (Cleonides) divides the
ethos.” This discussion occurs in Pseudo-Euclid’s Eisagoge Harmonike, which was known
in Arabic translation as the Kitab al-Nagham (Book of Notes) or Kitab al-Naghm (Book of
Melody) (Farmer, Sa‘adyah, p. 25; rpt. p. 607).

14  Al-Khuwarizmi also has a tripartite division, but it differs from Ibn al-Tahhan’s: “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 creates a touching mood, sadness, depres-
sion, and it is called womanly” (al-Khuwarizmi, Mafatih 243—4).

15 For its definition, see n. 2, p. 18, fol. 9a.

16 Oddly, a partially perfect one is called waf7 (full, complete, fol. 17 a, p. 41, in part because
only the extremities of the separators are filled and embellished and not the whole
melody.

17  Al-Katib adds that it is half a melody (Kamal 18-9; Kh. 75; al-Katib, La Perfection 117).

18  Lit, “unraveling, uninterrupted succession of the notes.” Here detailed presentation
means perfect melodies with regard to the rhythm, rhythmic modes, melodic movements,
and embellishments. Shiloah has a different understanding, namely, the rhythm of the
words, but this does not fit the context of the sentence (al-Katib, Kamal; al-Katib, La Per-
fectionu7, n. 5).

19  zY21edited it as tagrir (decision) which does not fit the context of the sentence. The sen-
tence here is clearer and more correct than a parallel one in al-Katib, which states that
“a melody that has notes, shadharat, and arrangements in the separator and cadence yet
the rest is a detailed presentation, is a melody” (al-Katib, Kamal 119; Kh. 75; al-Katib, La
Perfection 117; Kh. correctly added “a quarter of the perfect melody”).
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People say2? we find that each melody consists of two types [of notes].
One of them is like the warp and woof in a cloth,?! and the other is equiva-
lent to the ornaments and dyes in the | cloth. The first is called the basis and
fundamentals (usul), and the second [is called the] additions and embellish-
ments (tazyidat). In the additions and embellishments we find elements that
are elegant and pleasant, and some that are not pleasant, and they spoil the
melody.

Melodies are of three types: harami,?? basti,?® and khattr.

The harami is made up of three components: poetry, musical notes
(ta’lif),%* and rhythmic mode.

[The basti] is made up of notes and poetry, like the caravan song (huda’)
and [those] like it that are unmeasured, or [it is] like recitations of the Qur’an
and [intoned] storytelling.25 [The basti] also includes notes and rhythm, such
as the complete pluckings (al-agra‘ al-tamma)?® heard only from playing

20  This paragraph is a shorter version than that of al-Farabi, and Ibn al-Tahhan likely took
it from a secondary source, otherwise he would have mentioned al-Farabi. The passage
from the latter states: “Each melody consists of two types of notes. The first type is equiv-
alent to the warp and woof in a cloth, the mud bricks and wood in buildings. The sec-
ond type is equivalent to the carving, engraving, facilities, and exteriors in buildings, and
the dyes, smoothing, ornaments, and fringes in the cloth ... The notes which are equiv-
alent to the warp and woof in a cloth we shall term basis and fundamentals (usul) of
melodies, while the second type we shall term additions and embellishments (tazyidat)
to melodies. Then we find melodies in which the additions and embellishments are pleas-
ant and increase the elegance of the melodies, and some in which the additions and
embellishments are unpleasant, and because of this they are detrimental to the melody
and they spoil it” (kMK 110-1; MA ©: 39; Sawa, Music performance 72). Al-Katib has a
shorter version of al-Farabi’s, but longer than Ibn al-Tahhan’s, and unlike the latter, al-
Katib attributes the passage to al-Farabi (Kamal fols. 199—20; Kh. 76; al-Katib, La Perfection
17-8).

21 The Ms and zy 22 have “buildings,” which is incorrect.

22 Shiloah read it as hazmi (al-Katib, La Perfection 18) and zy 22 read it as jarmi. In al-Katib
it is clearly harami (al-Katib, Kamal fol. 120; Kh. 76).

23 The Mms has basiti, but it is basti in al-Katib (Kamal fol. 120; Kh. 76; al-Katib, La Perfection
18).

24  Lit, “musical composition.” Shiloah translated it incorrectly as harmony (al-Katib, La Per-

fection n8).

25  Al-Katib adds tagsis (a Christian chant) (Kamal 121; Kh. 76 [has misspelled it as tagsis];
al-Katib, La Perfection 118).

26  Itisundotted in the Ms and zy 22 edited it as anwa“ (types). In al-Katib it is dotted clearly
and reads agra“which is the plural form of gar* (beating, plucking) (Kamal fol. 121; Kh. 76;
al-Katib, La Perfection 119). According to al-Farabi, the complete attack is the loud, strong,
and resounding one (Sawa, Rhythmic theories 535, 599).
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(darb)?” [string instruments] and from blowing in rhythm (al-zamr al-muwag-

ga“)?® [in wind instruments].

The khatti is based on just one thing with regard to the subject of music,
namely, [instrumental] musical composition. It can be divided into two types.
One exists in all perceptible sounds (mahsus), such as when strings are being
tuned (taswiya), in [unmeasured] instrumental introductions (darb) before
a song, and these are not frequent.2? The other exists in wind instruments
(nafasiyyat), such as the mizmars when the player blows to adjust the tuning
(nafkh al-taswiya).

The melody is the transition (istihala) from one note to another that is higher
or lower in pitch.30

There is also a type of melody called madani which has no clear effect | on
the soul; it has the same position as | Arabic words in poetry; they are uttered
but are not like regular utterances, and thus are not flowing or smooth to the
ear.

There is also the waft [full, complete], in which the extremities of the sepa-
rators (atraf al-fawasil) of its parts are filled and embellished (mushba‘a).

The khatil (deceitful) is the one in which the separators of its parts are built
on a thing [that is] appended to it, [that is] measured by means of it, and [is]
relied upon to end the song or its sections ( yuta lahu).3!

27  The Ms and zy 22 have sawt (voice) but the correct word is darb (playing, plucking) as in
al-Katib (Kamal fol. 121; Kh. 76; al-Katib, La Perfection 119).

28 zy 22 has zaman (time, duration), and al-Katib has zamir instead of zamr (al-Katib, Kamal
fol. 121; Kh. 76; al-Katib, La Perfection 119).

29 In kA it also refers to striking apercussion instrument or a string, an instrumental exercise,
an instrumental piece, an instrumental rendition of a song, a playing technique or style
or ornament, or an instrumental accompaniment (Sawa, Musical and socio-cultural anec-
dotes 157, 160, 386). In the Ms it is in the plural form durib then followed by the adjective
nadir (rare, uncommon) but nadir is in the singular, which is odd in Arabic.

30  Al-Katib adds that it also goes from one melodic mode to another within the same verse
(Kamal fols. 136—7; Kh. 83—4; al-Katib, La Perfection 130).

31 Lit, “stepped on, treaded upon,” meaning that it facilitated the ending, so one relies on it,
or puts weight on it.

17a
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CHAPTER 13

The Names of the First Male Singers in the
Jahiliyya' [fol. 17a; Y 23]

Reports and their transmitters concur that the first singer in the jahiliyya was
Jangabur, and it was also said that it was ‘Alas Dha Jadan.? After them came
‘Algama [b. ‘Abada] al-Fahl [d. ca. BH 20/603];3 Jadhima b. Sa‘d;* who was called
the Mustaliq, meaning the one with the nice voice; Rabia b. Huzam;® and al-
Fahl. After them came Dimam b. Hammad [?] and al-Nadr b. al-Harith Kalada.®
After them came the mukhadramun, i.e., those who reached the Islamic era,
such as Rabah b. al-Mu‘arrif, Aba Lahab, Ibn Abi l-Danakil, al-Juhmi, and Aba
Buwayh.

1

The title in the table of contents has “Islam” instead of the correct word jahiliyya. For
more information about the singers and songstresses, please refer to Kahhala, Mujam; Kah-
hala, Alam; alwaraq.net; al-Zirikli, al-Alam; Farmer, History; Kilpatrick Making; Sawa, Musi-
cal and socio-cultural anecdotes. For male ‘Abbasid musicians, see Neubauer, Musiker; for
songstresses, see Paraskeva, Entre; for songstresses during al-Mutawakkil, see Stigelbauer, Die
Sdngerinnen.

KA (1v: 217) mentions that he was the first to sing in Yemen. His full name is ‘Alas b. Zayd al-
Harith; he was a king from Himyar and nicknamed dhu jadan (endowed with a voice) because
of his beautiful voice. See also Sawa, Musical and socio-cultural anecdotes 195; al-Zirikli, al-
Alam 1v: 247.

Farmer, History18; Kahhala, Mujam v1: 294; Kilpatrick, Making 326; al-Zirikli, al-Alam 1v: 247.
This name is undotted in the Ms; Y 23 edited it as Jartha. Ibn Khurdadhbih has Judhayma
al-Khuza1b. Sa‘d ... known as al-Mustaliq (Ibn Khurdadhbih, Mukhtar 20).

This name is undotted in the Ms; ZY 23 edited it as Jaram. Ibn Khurdadhbih has Huzam (Ibn
Khurdadhbih, Mukhtar 20).

zY 23 read it as al-Nadr b. al-Hadath b. Kalada. Ibn Khurdadhbih has al-Nadr b. al-Harith b.
Kalada (Ibn Khurdadhbih, Mukhtar 20-1). Al-Zirikli has al-Nadr b. al-Harith b. ‘Alqgama b.
Kalada b. ‘Abd Manaf (d. -2/624) (al-Zirikli, al-Alam vi1r: 33). Farmer has only al-Nadr b. al-
Harith (Farmer, History 14,18).
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CHAPTER 14

The Names of the First Songstresses in the Jahiliyya
[fol. 17b—18b; Y 23—4]

Bi‘ad and Thimad lived at the time of ‘Ad the Great and their stories are well
known.! Among their songs are

“O Umm ‘Uthman bestow favors on me
For it may be useful to the little soul who receives it.”2

After them came ‘Anjahur,? then the two singing slave girls of Hudhayfa b. Badr,
then the two slave girls of al-Harith b. Zuhayr, then Wahram the singing slave
girl of Khalid b. Qays, then Hind and Fartana the two singing slave girls of Hujr
b. al-Harith, then the singing slave girls of ‘Abd al-Masih of Najran. The poet
al-A'sha [d. 7/629] composed this poem about them:

“Stopping at Najran is a must for you

So that you stop at its doors

To visit Yazid, ‘Abd al-Masih

And their singing slave girls, they are the best people.”

[There are also] the singing slave girls of Yazid b. ‘Abd al-Madan and the singing
slave girl of ‘Abd ‘Umar b. Bishr.> In Medina there was a singing slave girl called
Umm ‘Amr and the poet ‘Amr6 b. ‘Adi said

1 For variations of their names, see al-Asad, al-Qiyan 71-5. He also says that Ibn al-Tahhan
confused them with the Jaradatan (two locusts) of ‘Abdallah b. Jud‘an who were known as
Jaradatayy Ad (al-Asad, al-Qiyan 269), and see below n. 7, p. 44 where it is correct. For bio-
graphical notices about the persons in this chapter see al-Asad, al-Qiyan 269—71.
2 The original poem has “the soul who asks for it” (al-maktaba.org).
3 Al-Asad mentions that the woman’s name is derived from ‘ajhara (roughness) (al-Asad, al-
Qiyan 269).
4 Inka (VI 299) and ZY 23 the original poem says:
“The Ka‘ba of Najran is a must for you
So that you stop at its doors
To visit Yazid, ‘Abd al-Masih
And Qays, they are its best people.”
Al-Asad remarked that the people who are praised here are not the slave girls, but Yazid,
‘Abd al-Masih, and Qays (al-Asad, al-Qiyan 270).
5 Al-Asad corrected ‘Umar to ‘Amr (al-Asad, al-Qiyan 270); ZY 24 has “Abd ‘Amr b. Bushra.”
6 zY24has “Umar”
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“Umm ‘Amr turned the cup away from me
Even though the cup pointed to the right [toward me].”

Other singing slave girls include the “two locusts” ( jaradatan) of ‘Abdallah b.
Jud‘an:” Zabya and al-Rabab. The two singing slave girls of al-Khadram: Sirin
and her friend; and Asma’, Ghatma,® Qatl, and Bahwa.® There were also the
singing slave girls of ‘Abdallah b. Miqyas b. ‘Adi b. Sahm!? and the singing slave
girls of Jabala b. al-Ayham,! [who] reached the Islamic era. They sang to the
following poem of Hassan b. Thabit [d. ca. 40/661]:

“White faces and pure souls, of noble decent and generous
Proud and honorable, courageous to the utmost degree.”

Also the singing slave girl of al-Aswad b. ‘Abd al-Muttalib;!? Sara the singing
slave girl of ‘Amr b. Hashim; the singing slave girl of al-Awsiyyin; the singing
slave girl of al-Ansari; the two singing slave girls of ‘Abdallah b. al-Sa’ib al-
Makhzami, who are well known in the story of al-Sarigayn,'® whom Hamza
b. ‘Abd al-Muttalib made sterile; Qurayba, Fartana, and Humayda; the singing
slave girls of ‘Abdallah b. Salam; and al-Fari‘a and Su‘ad, the singing slave girls
of al-Sisab.'* Most of them reached the Islamic era and became mukhadramat.
These are all [the songstresses] we could find, and it is possible that there are
others we have not mentioned.

Ibn al-Za‘farani’® mentioned other singing slave girls but did not specify if
they were from the Jahiliyya or the Islamic era. One of them | is Manasa, the

7 For his biography and that of the two locusts, see k4 V111: 326—32; Farmer, History 11.
8 zy 23 and al-Asad suggested ‘Athma (al-Asad, al-Qiyan 271).
9 The letter before the 4 is undotted and difficult to decipher. zy 24 has Barha and al-Asad

has Bawha (al-Asad, al-Qiyan 271).

10 Al-Asad corrected this name to Miqyas b. Abd Qays b. Qays b. ‘Ad1 b. Sa‘d b. Sahm (al-Asad,
al-Qiyan 271).

11 He was the last of the Ghassanid monarchs (d. -20/641) allied with the Byzantines in Syria
(Farmer, History n1—2; Kilpatrick, Making 333; al-Zirikli, al-A%am 11: 111-2). ZY 24 has “Ali-
ham.”

12 Al-Asad corrected this name to al-Aswad b. al-Muttalib (al-Asad, al-Qiyan 271).

13 Al-Asad edited it as al-Sharifayn (al-Asad, al-Qiyan 271-2).

14  ZY 24 has “al-Siab.”

15  The Ms has Ibn Bin al-Za‘farani. Neubauer has [Ibn] al-Za‘farani I-Katib (Hawi [-Funin
vii). He is mentioned again in fol. 105a as a writer of a risala (epistle). Al-Sillami1 (Mutat
338) gives his name as Abti Bakr and says that he could not find his biography. Shiloah
believes his name is Abui I-Fath; he was a poet and litterateur and was part of the circle of
the Buwayhid vizier, belle-lettrist, and historian, al-Sahib b. ‘Abbad (326-385/938—995).
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slave girl of ‘Alqgama; Su‘da, the slave girl of Hassab;!® Mahdiyya, the singing
slave girl of ‘Amr b. Mas‘ada; al-Fari‘a the singing slave girl of Musahim b. Had;
Da‘dam [the singing slave girl of ] Qudama b. Salih; and Talama,!? the singing
slave girl of Ammar b. Munahib.

16 7Y 24 has Hassan.
17  ZY24 has Zalama.



CHAPTER 15

The Names of the First Male Singers in Early Islam
[fol. 18b; zY 25]

[Some singers belong to the early Islamic era, that is, of the “rightly-guided”
caliphs (632—661), and some belong to the later Umayyad era (661—750). In
chapter 49, the names of more Umayyad singers are added to the list of the
latter.]

Stories concur (tanasara)! that the first to sing in [ the] Islam[ic era] was Tuways
[ca. 11-92/632—711],2 and the first to accompany the singing [with the lute] was
Nashit, but it has [also been] said [that the first to sing in the Islamic era] was
Sa’ib Khathir3 [fl. mid-first/seventh century], before Tuways. After them came
Ibn al-Samh* and Ibn Surayj [d. early second/eighth century], al-Gharid [d.
ca.98/716],and Ma‘bad [d. ca.125/743]. After them came Malik b. Abil-Samh [d.
ca.136/754], Ibn ‘NAisha [fl. early second/eighth century], al-Hudhalil-Akbar [d.
ca.119/728] and his brother al-Hudhali l-Asghar, Abti Tunbtira, Budayh, Nafi‘ [b.
Tunbara], Karram® b. Ma‘bad, and Ibn Abi ‘Atiq [{l. late first/seventh century].
These are the origins of singing; I have mentioned them in succession because
of their fame.

1 ZY 25 edited this as tanazara (to dispute).

2 In kA (1v: 219) Tuways is credited as the first to compose in the hazaj and ramal rhyth-
mic modes, and also the first to compose well-crafted compositions. But k4 (VIII: 321) also
mentions that it was S2’ib Khathir who first composed the well-crafted ones. See also Sawa,
Musical and socio-cultural anecdotes 68, 126—7.

3 This is corroborated in fol. 78b, p. 195 where both Sa‘ib and Nashit sang in Medina and came
before Tuways. The latter is credited with ‘Azza al-Mayla’ as the first to sing measured music,
Tuways in Medina, and ‘Azza in the Hijaz (kA 111: 29, XVII: 162; Sawa, Musical and socio-
cultural anecdotes 8, 67). In KA (VIII: 321, XVII: 162); the Persian Nashit taught Ibn Surayj,
Jamila, ‘Azza al-Mayla@’, and Ma‘bad; and S&’ib Khathir imitated his Persian compositional
style and set it to Arabic lyrics, thereby producing the first Arabic song in Islam that was
among the well-crafted compositions (vII1: 321).

4 This is probably a mistake; Malik b. Abi I-Samh (see a few lines later in the text above) was
intended.

5 This name is Kardam (k4 1: 306) and not Karram.
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CHAPTER 16

The Names of the First Songstresses in Early Islam
in addition to the Ones I Have Already Mentioned
[fol. 18b—19a; ZY 25]

‘Azza al-Mayla’ [{l. late first/seventh century], Jamila [fl. late first/seventh cen-
tury], the slave girl of ‘Abdallah b. Ja‘far [d. ca. 85/704], Shuhayya | the slave girl
of the ‘Abalat [family], Umm Ja‘far,2 Sallama the slave girl of Abui Biqah [fam-
ily], Sallama al-Qass [fl. late first/seventh century], Hababa [d. ca. 104/723] the
slave girl of [the caliph] Yazid [d. 105/724], Rayya the sister of Sallama, Sababa
al-Madiniyya, Su‘da, the wife of Abu ‘Atiq, the singing slave girl of al-Akhtal
[d. 92/710], Umm Jubayr Barin, Rubayha l-Shammasiyya, the slave girl of Abu
1-‘Araqib, Inan the daughter of Hurt,® ‘Azza al-Marzugqiyya, and al-Basasa* the
daughter of Ma‘bad.

1 Here he meant the songstresses in the Jahiliyya period. For biographical details, see Kahhala,
Aflam; Paraskeva, Entre.

2 Sheis different from Umm Ja‘far (d. 216/831) of the ‘Abbasid era.

3 Since it has no diacritical marks, it could also be Hart or Hirt.

4 This name is Basbasa (k4 1v: 295) and not Basasa.
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CHAPTER 17

The Names of the Effeminates in Early Islam
[fol. 19a; ZY 25]

Hayt, who lived in the time of the Prophet Muhammad, God bless him and
grant him salvation! Al-Dalal [d. 145/762], Nafi‘, Bard al-Fu’ad, Nawm! al-Duha,
Tarifat al-Nu‘as, Fand,2 Abu Zayd, Rahma, Tiraz, Shabib, Saghira, ‘Ugba, Ibra-
him, Zunquta, Fahma, and ‘Abadil [fl. mid-second/eighth century].

1 In KA VIIIL 217 it is Nawmat; it is Nawma in Farmer, History 255.
2 In KA VIIIL 217 it is Find.
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CHAPTER 18

The First to Notate Songs' [fols. 19a-19b; Y 25-6]

[Notation here only means mentioning the rhythmic and melodic modes of the
songs, poems, and names of the poets and composers.]

The first to notate songs was Yunus al-Katib [fl. mid-second/eighth century].2
He sang the songs of the earlier generations; these [amounted to] six thou-
sand three hundred songs® and these were delimited (mahsura).* He entered
the songs in alphabetical order and mentioned the composers, the names of
the modes (tariga and naw*),5 and the names of the poets. | Ishaq b. Ibrahim
al-Mawsili based his Kitab al-Aghani [ Book of songs] on it® | and Abu |-Faraj al-

Isfahani based his on Ishaq’s and that of [Ishaq’s son] Hammad. In Yanus’ book

there are modern, low, and poor quality poems, and undoubtedly the melodies

to which they were set are the same. Proof of this [lies in the fact] that among

the one hundred songs chosen for the caliph [Haran] al-Rashid [145-193/763—

809], some were objectionable, according to what we heard. If the songs from

the era of Yunus until now were [extant] in notated form, then they could not

be enumerated because there were so many [of them], and this despite the fact
that our contemporaries practice [some of] these songs and sing them.”

1 The title in the table of contents adds the redundant “and enumerated them.”

This is corroborated in kA 1V: 298.

This contradicts Ibn Khurdadhbih who said that there were eight hundred twenty-five songs
by thirty-eight composers (Ibn Khurdadhbih, Mukhtar 41—2; Sawa, Musical and socio-cultural
anecdotes 47).

4 Itis unclear what is meant by delimited, maybe that they were well known. Yiinus was also
a singer, composer, music historian, and critic. For more details, see Sawa, Musical and socio-
cultural anecdotes 437.

5 This contradicts Ibn Khurdadhbih who said that the modes were not mentioned (Ibn Khur-
dadhbih, Mukhtar 41—2; Sawa, Musical and socio-cultural anecdotes 47).

6 Al-Isfahani only mentions that his book was the origin on which others were built (k4 1v:
398).

7 Because of the passage of time, it is very likely that these songs were altered by successive
generations.
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CHAPTER 19

The Grand, Medium, and Smaller Compositions
[fols. 19b, 21a—21b, 20a; ZY 26—7]

[In the binding process, folio 20 was bound in the wrong place, between 19b
and 21a. The correct pagination is 19b, then 21a—21b, then 20a].

[This chapter deals with the process of composing in a passage reminiscent
of one from k4, then the author adds his own view of the process, in which
trial and error is one of the components and which includes the metaphor of
music clothing the poem—reminiscent of al-Kindi—and embellishing it. The
author then delineates three levels of compositions: the grand one that involves
total creativity; the small one, which is in fact a contrafactum; and a medium
one that includes changes to an already composed song but in such a way as
to make it unrecognizable from the original. We also learn about the musical
form of the songs, namely strophic, and the possibility of starting them with an
unmeasured vocal prelude.]

It was narrated that [the caliph] al-Wathiq [ca. 198—232/814—47]! had asked
Ibrahim b. Maymun al-Mawsili about how he composes. He said: “O Prince of
Believers, I picture (maththala)? tarab between my eyes, remove thoughts from
my mind,? I go through composing the melody (salaka ila [-alhan)* with the
guidance of [my] knowledge (dalil al-ma‘rifa),5 and I do not fail” [The caliph]
said, “You deserve to be in the forefront, O Abu Ishaq.”®

1 KA has the caliph Haran al-Rashid (v: 230; Sawa, Musical and socio-cultural anecdotes 73—4).
Al-Sillami (Mutat 159) correctly remarked that it could not be al-Wathiq since he was born
ca. 200/816 and Ibrahim died in 188/804.

2 This can also mean to represent pictorially or graphically, to portray. This is a very interesting
sentence, in which he “sees” farab, and as a result, reaches a state of intense emotion of joy
or grief.

3 KA has the equivalent “I remove worries from my mind” (v: 230; Sawa, Musical and socio-
cultural anecdotes 73-4).

4 Lit, “traverse the path or travel through the melody.”

5 KA has the guidance of the rhythmic mode (dalil al-tga‘) (v: 230; Sawa, Musical and socio-
cultural anecdotes 73-4).

6 Al-Tifashi adds: “You are ahead of other composers” (Mut at fol. 52; al-Sillami159). k4 is more
detailed: “You deserve, O Ibrahim, to hit the mark and succeed, and your perfect description is
in total harmony with the perfection of your compositions and singing” (v: 230; Sawa, Musical
and socio-cultural anecdotes 73—4).
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Our master [the caliph] al-Zahir, may God sanctify his soul, asked me”—in
the white structure where people are given drinks (al-sigaya al-bayda’),® and
there were no singers present—about composing. So I said to him:

O my master, if I wish to compose, I go through previously known poems
with various themes (afkar)® |'© after I remove negative thoughts from
my mind, and I choose a poem from among the most flirtatious and elo-
quent ones and I clothe it (albasa) with the garb (hulla) of melodies,!
one [piece of] clothing after another,'? and whichever clothes I find jubi-
lant (mutahallil) and resplendent (mushriq) 1 scatter (afadda) over the
poem. Then I embellish its beautiful parts!® [further] with the jewels of
the notes, polish it by listening [to myself singing it], and contemplate it
according to the best of my knowledge. If it gains my satisfaction and I
think I'love it, then I will make it known to the public, and sing it seeking
excellence.

He was delighted hearing this and rewarded me, bestowed favors upon me, and
loaded gifts upon me. Upon hearing this, the other singers almost died of envy.

The grand composition (al-talhin al-akbar)'* is [the result of | the composer
inventing (ikhtara‘a) the melody of a song, [such that] it is unlike any other
melody, relying on the soundness of the poetical divisions (¢ajzia) [of the poem
and setting them properly] to the musical divisions (gisma). He composes the
notes and makes each note resemble (mathala) its like (shak().!> So if | he suc-

7 Al-Tifashi has: “One of the ‘Alawid kings asked one of the composers” (Mutat fol. 52; al-

Sillami159).
Al-Sillami has sagiya (rivulet; Mutat 159).
Al-Tifashi has awtar (strings) (Mut‘at fol. 52; al-Sillami 159).

10  Fol. 20a was wrongly bound after 19b; 19b continues on 21a.

11 Here the poem is clothed with a melody; in al-Kindi the clothing metaphor also appears,
but only with regard to rhythms: “One must clothe poems causing happiness with the
hazaj, ramal, and the lights ...” (Risala fi ajza’ 99; Sawa, Rhythmic theories 496—7). Al-Tifashi
adds, “Which befit the theme and the poetic meter” (Mut‘at fol. 53; al-Sillami 159).

12 This sentence and the one that follows refer to his process of composing, in which he tries
and is not satisfied, then tries repeatedly until he is fully satisifed with the composition
(Sawa, Musical and socio-cultural anecdotes 71-3).

13 Al-Tifashi adds Gtil (idle), meaning that the not-so-beautiful parts are the ones to be
embellished (Mutat fol. 53; al-Sillami 159).

14  The entry in al-Tifashi is similar but shorter (Mut‘at fol. 53; al-Sillami 160).

15  Itisunclear what Ibn al-Tahhan meant by this sentence, perhaps he means a strophic form
of the song, in which every line is set to the same melody, and the notes resemble each
other from line to line. This is corroborated in the next sentence.

21a

ZY 27
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52 CHAPTER 19

ceeds in composing (tanghim)'® the first line, then he will succeed in the rest of
the lines.1” If he wants to start the beginning of the composition with an istihlal
or a nashid,'® he can do so. Likewise, if he wants to have a high note (sayha) at
the end, then that is also fine. He embellishes [it] as much as he can, provided
he does not spoil the musical divisions, the durations, the poetical meter, and
[he does not move] from one rhythmic mode to another, heavy to light, or light
to heavy.1°

The medium composition (al-talhin al-awsat) is a degree lower than the
first.20 The composer brings up (wallada) the melody of a song that he had
heard, and which resembles his compositional style, fits his character (tab®),
and he fixes [it] in his mind. He then mixes [the notes of ] the melody,?! changes
their rhythmic?? and melodic modes (jins) (yujannisaha),?® and affects a
change between what he is assembling in his composition and what he hears
[from the original composition].2* He adds notes to it, removes notes from it,
changes the locations of high notes (sayha) and low notes (sajha), and makes
melodic movements (intigal) that depart [from the original] so that people do
not know what it is, and it does not resemble the original. He also changes the
poetic meters (wazn), corrects its musical divisions (tagsim) [to fit the altered
poetic meter], embellishes it with shadharat and added ornaments (za’ida),
and controls its sections ( fas/) and cadences (magta°).

The smallest composition? involves taking a poem in the same poetic meter
as that of a poem set to the music of a known song; if it has the same rhyme
(gafiya) it [becomes] a better [composition]. Then [it involves] dividing it

16 zY 27 has tan@m (polishing) and al-Tifashi has tagsim (musical division) (Mutat fol. 53;
al-Sillami 160).

17  This definitely describes a strophic musical form, as is also very clear in al-Katib (Kamal
fol. 110; Kh. 71; al-Katib, La Perfection 111-2).

18 For the definition of these, see fols. 28b, 45a, pp. 75, 119—21.

19  Al-Tifashi adds that the composer can embellish further with a nice melodic movement
(intigal) (Mut‘at fol. 53; al-Sillam1 160).

20  The entry in al-Tifashi is similar but shorter (Mut at fols. 53—4; al-Sillami 160).

21 This may mean changing the order of the notes and adding new ones. See below in the
paragraph about additions.

22 For examples of a song in which the melody was stolen and the rhythmic mode altered,
see KA I: 253, XXII: 302—3; Sawa, Musical and socio-cultural anecdotes 84—7.

23 The Mms clearly has yujannisaha (to give new mode, from jannasa) and not yuhassinaha
(from hassana) as in zy 27, which means to embellish. It is the same in al-Tifashi (Mut‘at;
al-Sillami 160), though the word is unclear in the Mms, fol. 53. A few words later al-Tifashi
mentions the change in modes, thus corroborating the modal change of Ibn al-Tahhan.

24  Thisis followed by a contradictory sentence that does not make sense: “So as not to change
it the way it was before.”

25  The entry in al-Tifashi is similar but shorter (Mutat fol. 54; al-Sillami 160-1).
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according to the way the prosodical meter (as/) of the original poem is divided
or the derivative ( far)?% of that meter [is divided], so that the composer does
not miss any note, shadhra, melodic movement (intigala), tajniba®” from it, and
does not change the duration of the notes. If he succeeds in doing this, he sings
it and pretends it is his. This is copying (raq!) [a melody] and it is the least
exacting (kulfa). The one able to compose | in the grand style should not resort
to it, unless he wants to deceive and play a trick (kada) on a fellow musician,?8
is stuck and obliged to do so in front of a king, or if something unexpectedly
happened to him (badaha),?® giving him no time to compose a skillful grand
composition, even though he is not unable to make the correct measurements
and follow the rules.3°

Ishaq would consider setting a poem to the two heavies and their lights, and
the ramal and hazaj and their lights.3! If he could not decide on a poem, like
it, and excel in setting it to music, he would discard it and say that the poem is
defective (makhrum).

26  InArabic poetry there are eight rhythmic feet that combine to make sixteen poetic meters.
The meters have basic forms (as/) as well as variations ( far). The variations are known as
zéhafat (minor variations occurring in the middle of the verse) and lal (major variations
occurring at the end of the verse). For more details see Weil, “Arad,” E12

27  This is a technique in which the note of the index finger is replaced by its anterior; this
technique is ornamental, used in the middle or the end of the melody. In the Ms it is clearly
tajniba but zY 27 misread it as tahnina (tenderness), probably meaning a lower register.
In al-Tifashi it appears also as tahnina and then adds sayha (high note) (Mutat fol. 54;
al-Sillami 160).

28  Kadaalso means “to dupe, outwit, harm by artful manipulations, desire to do an evil action
to someone without him knowing.” For examples of such trickery, see x4 11: 69, v: 3667,
X11: 156; Sawa, Musical and socio-cultural anecdotes 83—5.

29  zy27read it as bi-yadayh (with his hands).

30  The sentence from “even though ... following the rules,” is from al-Tifashi (Mutat fol. 54;
al-Sillami 161); this is much clearer than Ibn al-Tahhan’s.

31 Thatis, the first heavy and its light, the second heavy and its light, the ramal and its light,
and the hazaj and its light.

20a
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CHAPTER 20

Tarab and Its Causes
[fols. 20a—20b, 29a—29b; ZY 28—9]

[In this chapter the author expands the concept of tarab, which hitherto was
confined in the minds of the masses to music, to include poetry, speech, good
deeds, beautiful scenery, and meeting the beloved. A sophisticated listener is
not easily moved by singing, unless the poetry, music, and singer’s skills are
of very high technical quality, whereas an ignorant listener is moved easily by
poor quality music. There is a lacuna in the MS and the topic changes, namely,
to a singer’s ability to read his patron’s mind and sing accordingly, add tarab to
his performance, and thereby receive hefty rewards. Al-Tifasht’s chapter 20 is a
shorter version of this chapter, and clears up an ambiguity toward the end of
Ibn al-Tahhan’s passage.! Al-Katib’s chapter 1 treats the same subject, but with
less detail 2]

Tarab is what arouses people and results in joy or sadness; it is not confined
to singing or instrumental music. People are aroused by poetry, speech, the
mention of good deeds, beautiful places, by any clear and pure sight, or a nice
garden. Tarab can also occur out of fear, the mention of death, disaster, the
notification of someone’s death, separation, generous gifts, and meeting the
beloved.? The poet said:

“If he refuses to be moved by tarab from your work
He would be moved by the tarab of the brothel (nawala) or the con-
fused person.”*

As for tarab emanating from singing, each person is moved as by what suits him
and by what appeals to his soul. The greater a person’s knowledge of singing,
the less tarab he will feel because there is little to delight him and because he

1 Al-Tifashi, Mut‘at fols. 54—5; al-Sillam1163.

2 Al-Katib, Kamal fols. 20—5; Kh. 19—21; al-Katib, La Perfection 41-4.
For the definitions of tarab in Ibn Khurdadhbih and in medieval dictionaries, see Sawa, Musi-
cal and socio-cultural anecdotes 275—6; for its effects on people and animals, see ibid. 276-311;
Sawa, Arabic musical and socio-cultural glossary 281—322.

4 This refers to a person who is insensitive to tarab and only moved by lowly feelings.
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will be able to notice the imperfections (khalal), oversights (zalal), deficien-
cies (nags), and alterations (tabdil) [from the perfect art].5 This is because the
person knowledgeable about the art of vocal composition and singing is only
delighted by good composition (ta’lif );¢ the proper arrangement [of words]
(nigam);” eloquent words and language (kalam); a beautiful placement of the
throat (halawat mawqi‘al-halg);® a strong and firm (wathaqa)® voice; good con-
trol of the end of the cycles ( fasila); good, distinct, and [well-Jmarked cadences
(magta‘); good diction;!° correct rhythm, proper intonation;"! and good musical
division,'? God forbid [the contrary]! What is common among ignorant peo-
ple regarding tarab—whenever they listen to the strings, throats,'3 the sounds
(aswat)* of the soft or loud oboes (mazamir), drums (tubil), and all other
instruments—{[is that their feeling coincides with the lower level] tarab that
moves the non-speaking (samit) animals.’> Al-Jahiz [163—255/780—869] said
that each animal, whether silent or speaking (natiq), is affected by tarab, except
the billy goat (tays).16

Moving musical compositions cause mental reactions that incite farab, and
bring forth happiness because the sound of the strings has an impact on the
nature and soul of people.

5 Al-Katib expounds the same idea, but it is not as rich in technical details as that of Ibn
al-Tahhan (al-Katib, Kamal fols. 21—2; Kh. 19—20; al-Katib, La Perfection 41—2).

6 For more detail on this topic, see the section on the skilled singer (hadhiq) pp. 170-3.

7 This refers to words arranged according to prosodical meters, i.e., poetry.

8 This very likely means singing in the register that is proper for the voice. A very similar
passage in al-Tifashi has halawat al-mantiq (beautiful utterance) (Mut‘at fol. 55; al-Sillam1
163).

9 zY has watha@’iq (documents)?

10 Lit., “fulfilling what is uttered.”

11 Lit, “free of getting off the rhythm (kAurwj) and dissonance (nafar).” zy 28 edited nafar as
nashaz, which also means dissonance.

12 Thave placed “good musical division” before “God forbid,” following a similar passage of
this in al-Tifashi (Mutat fol. 55; al-Sillam1163). Placing it after “God forbid” makes no sense
if it is appended to the next sentence.

13 The ms has huli, it is missing the letter g in huliiq (throats); zy edited it as julid (skins),
as in percussion instruments that use skins; this is incorrect because a few words later the
membranophone tabl is mentioned.

14  The Ms has al-sawwat; zY 28 correctly edited it as aswat.

15  Al-Tifashi adds “speaking animals” but this is likely a mistake (Mutat fol. 55; al-Sillam1
163).

16 Al-Tifashi (Mut‘at; al-Sillami 219—20) mentions that things that are tarab-like or frighten-
ing somehow affect quadruped animals (bahim), but not insects and reptiles.
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56 CHAPTER 20

[There are] three human desires (shafwa): the desire of the rational mind
(nafs), thatis, wisdom; the desire of the angry mind, that is, revenge; the natural
desire, that is, food and other necessities.

[There are] three honors: the honor that comes from wisdom; the honor of
the mind; and the honor of aversion [to distasteful behavior].1” | People react
differently to tarab, that is, [they react] according to the poetic themes that
describe the state of the listener, [the themes of | abandonment or reunion, sep-
aration or union, distance or closeness, health or sickness, love or solace, joy or
sadness. So whichever of the above themes the singer sings, if it is in harmony
with the emotions of the listener, then the latter will reach a state of tarab and
reward the singer according to his means. It is possible that the listener will
reach a state of tarab because of the beauty of the melody and the composi-
tional skills used, and not because the poetry harmonizes with the emotions of
the listener, or other factors.

Popular [sayings] are in agreement that tarab affects many quadruped ani-
mals (bahim), among them stags (ayyil); if they hear the sounds of wind or
stringed instruments, they almost fall asleep because of the tarab. Likewise,
when thirsty camels, three or five of them,!® hear tarab-like sounds, they stop
[even] at the site of the water, and raise their heads before they drink.'® Most
horses, mules, and donkeys do not drink unless they hear whistling or the high
thin tones of a wind instrument. The poet said:

“Do not drink except when there is tarab
For I saw the horses drink when they heard whistling or the high thin
tones of a wind instrument.”

The plovers raise the [sound of their| piping when they hear the sound of
stringed instruments, | and they flap their wings and fly until they are close
to the performer. They may even storm the majlis where there is singing: I saw
some of them go up on top of the peg holder of the lute, and their company
was greatly enjoyed. I saw birds piping, listening to the playing of the lutes and
answering and talking to them. These are the nawabr [?], ba‘abit,?° turtledoves,
pigeons (dubsi),?! collared turtledoves, blackbirds, nightingales, and starlings.
I have indeed observed this phenomemon and not just heard about it.

17  There is a lacuna at this point; the continuation of this chapter starts at fol. 29a.

18  This could also mean “when they have been thirsty for four or five days.”

19 For a similar anecdote, see k4 XV: 30; Sawa, Musical and socio-cultural anecdotes 280.

20  This may be a copyist’s mistake for bughath which means a small bird.

21 This is also a small bird of a blackish color that cooes, or the male dove, or black and red
pigeon, or a species of collared turtledove (Lane, An Arabic-English lexicon 111: 848).
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As for the agreement [between] what the singer sings and what is inside the
listener’s heart, I saw a wondrous example of this! Our master al-Hakim, may
God sanctify his soul, appointed the commander Mudr’ al-Dawla Nasrallah b.
Yazal as governor of Homs and [put him] in charge of the administration of
its affairs, while Murtada I-Dawla b. Lu’lu’ was the king of Aleppo. [Murtada]
found [the situation] difficult to take, and refused to be close to him. So one
day he said to his brother, the amir Aba 1-Jaysh, “In three days [likely the time
it took to travel from Aleppo to Homs], do you want to drink and listen to al-
Isbahaniyya, the slave girl of Mudr’ al-Dawla Nasrallah b. Yazal?” The brother
said, “How can I do that?” He said, “Take one thousand Hamdani horsemen to
him. He will feel safe, so you can take him and her.” This Isbahaniyya songstress
| belonged to Prince Laki [?], Mudr’ al-Dawla rewarded him [Laki]—because
he was [in financial] difficulty—[with] wheat and barley worth one thousand
dinars. Prince Laki [returned the favor and] and gave her [the songstress] to
him.?2 She was a good [singer]. The horsemen mounted secretly and left Aleppo
by night. Mudt’ al-Dawla had a person inform him about the news and places
of relaxations ( jarmam)?? in Homs. So the informant wrote to him [and sent
the message] on the wing of a bird, telling him about the situation, and warn-
ing him.24 The letter reached Mudr’ al-Dawla as he was drinking and Ibn al-
Shamiyya the singer was present. When he read the letter his [Mudt’ al-Dawla’s]
color became ashen and he was dumbfounded. So Ibn al-Shamiyya sang fit-
tingly this verse:25

“By the House of God, you have lied and you shall not take it
By force as long as there is someone holding the sword.”

Mudr’ al-Dawla turned toward him [Ibn al-Shamiyya] and said: “Woe unto you!
Do you know the concealed, the invisible?” Ibn al-Shamiyya said: “O Prince,
God forbid!” Then Mudr al-Dawla told those present about the news. When
he arrived in Homs [in the past] he gave gifts to his allies the Bant Kalb, the
Banu Ashhab, and the Thaalib who are the Arabs of Homs. He loaded them
with gifts, and gave items of clothing to their women and children. | In the
morning, one thousand Arab?® horsemen and one thousand private military
horsemen were [loyal to Mudr’ al-Dawla; he] met and defeated his enemies and

22 This last phrase is missing in zy 29.

23 zY 29 has hammam (bath), although the Ms does not have a double m.

24  zY 29 is missing the phrase “warning him.”

25  This verse is from a poem by Fadl the poetess (d. ca. 257/871) (al-maktaba.org).
26  ZzY 29 is missing the word “Arab.”

23a;
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conquered Ma‘arrat al-Nu‘man; [they] gained booty, were victorious, and his
soldiers came back safely.

Soif the singer is smart, lucky [enough] to be knowledgeable, and is talented,
and the listener has knightly virtues,2” and ample means, and the singer reads
the feelings of his patrons correctly, and acts suitably, then the tarab becomes
deep-rooted and the singing (sama)?8 freely affects the soul; generosity, relax-
ation, and happiness (aryahiyya)?® appear; the distinctive powers of the soul
come to the fore and take shape in many forms of delight, they wear the gar-
ments of sovereignty, are adorned with the jewels of pride, attract virtues and
reject vices, seek noble things, raise themselves to [these characteristics], and
are honored by them; they persevere in the oceans of tarab, and ride into fields
of happiness.3° In this way the singer attains his desire and gains his greatest
wish.

27  These include manliness, valor, chivalry, generosity, and a sense of honor.

28 Lit., “listening.”

29  SeeKAI:257,1v: 212—3, XVIL 300-1 for anecdotes illustrating generosity as a result of tarab,
and Sawa, Musical and socio-cultural anecdotes 439.

30 A shorter version of this paragraph occurs in al-Katib (Kamal fol. 25; Kh. 21; al-Katib, La
Perfection 43—4).



CHAPTER 21

The Tonalities in Singing, Their Arrangements and
Types [fols. 23b—24b; zY 30]

[The most striking aspect of this chapter is that tonality is called bisat, a term
meaning a thing that is spread, like a rolled-out carpet being spread out; musi-
cally it refers to a pervasive spread through the music and is anchored to a
key or a tonic. It is so strong that invariably the song and cadences end on it.
There are five tonics on each string, and the names of the melodic modes all
start by naming the tonic. Ibn al-Tahhan cautions the singer, when singing in
a certain tonality, not to move from that tonality until they sing at least three
songs in it, and if the singer is unable to do so, then he advises him to resort
to a trick or distraction of some sort, in order to insert a break between the
songs. |

Singing is made up of many registers (tabaga) and tonalities (busut).! There is
a whole array of high and low registers and notes, and they are not confined to
just the highest and the lowest. No one knows this except [when encountering]
the instrumental playing (darb)? of a master | or [singing] from a well-trained
throat (halg),® and this is because singing varies according to [the singers’] free-
dom to act (tasarruf’) [in composition and performance], courses (majra),* and
the differing types of throats, their strengths and weaknesses. It may be that
a register is difficult and high (ishtadda) for one person, yet easy for another.
It also happens that one part of a song is easy to sing, yet another part is
not.

Voices, strings, and wind instruments are all designated by the same tech-
nical terms with regard to their registers.5 Each string of the lute produces five
notes (naghamat): one is produced by the open string, and the other four by
the four fingers.® So the song is designated by whichever one [of these five] the

See n. 7, p. 60 below for the definition of busut or bust (pl. of bisat).
7Y 30 misread it as tarab.
Lit., “special throat.” zy 30 has khalg (person) but a line later has Aulig (pl. of halg).
This refers to the musical mode using the middle or the ring finger (or being in the course of
the middle finger or ring finger), that is, the modality.
zy 30 is missing the word “registers.”
6 These are the index, middle, ring, and little fingers.
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song is built upon, or by the last note of its cadences (magqta‘ajza’ih), [which is
also the tonic], and it is the tonality (bisat)” of the song. There are five tonali-
ties (bust) that come from every string, as mentioned above. Regarding the five
notes, the beginnings® of a song can be on one string and its final cadence on
another, so the tonality is the last note of the cadence.

The genera of iga‘at (rhythmic modes) are included (dakhil) in the names
of tonalities (and melodic modes). No tonal name is mentioned without the
[eight rhythmic modes] attached to it: that is, the two heavies and their lights,
the two ramals, and the hazaj and its light.”

If you sing a song in a certain tonality, do not leave that tonality until you sing
three more songs [in that tonality].1° So if | you fall short (gassara)! in your per-
formance [and cannot find songs in the same tonality], then leave (ukhruj)!? it
and seek what is close to that tonality,!® without changing the rhythmic mode!#
So if you want to move from tonality to tonality, do not stray too far from its
genus, so singing and lute playing remain harmonious (istawa) with respect to
the listening audience and are not discordant (naba) to the ears.!> But if you
must move to a song that is tonally far from the preceding one,'6 then occupy
yourself, between the two tonalities, by [taking a break, such as] tuning a string,

7 Lit., “a thing that is spread” (Lane, An Arabic-English lexicon 1: 204). This means that the
tonic is the most important note, an anchor, from which other notes spread.

8 The word is unreadable, it could be yajri, yahwi, yahdi, yahrt; zy 30 has majra (course)
which is also possible. From the context, I edited it as “the beginnings.”

9 These are the first heavy and its light, the second heavy and its light, the ramal and its light,
and the hazaj and its light. This is an example of combining rhythmic and tonal and modal
names: “second heavy rhythmic mode and the melodic mode with the open mathna string
as a tonic in the course of the ring finger fret” (x4 v11: 71; Sawa, Musical and socio-cultural
anecdotes 96. For a list of rhythmic modes, tonics, and melodic modes, see Sawa, Musical
and socio-cultural anecdotes 8,13).

10  Ibn al-Tahhan would have been horrified at classical Western music, since it often modu-
lates from key to key (e.g., C major to G major). He probably would have been less shocked
if the modulation shifted from mode to mode and kept the same tonic (e.g., moving from
C major to C minor), or changed mode and tonic (e.g., moving from C major to its relative
A minor).

11 zY 30 misread it as gasada (to intend).

12 zY 30 misread it ma kharaja (that which comes out).

13 Ibn al-Tahhan did not elaborate on what a closer tonality would be. He may have meant
changing the course and not necessarily the key, as for instance going from the CD E F
tetrachord to CDEb F.

14  Inshort, one change is enough; do not add a change in rhythm too.

15  Seen.13above. (re., tetrachord changes).

16 Lit, “an art ( fann) far from it.”
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talking, or drinking from a cup, so that it appears that you began [the new tonal-

ity] just now [at that point], and in this way it will not be discordant when [it
is] heard."”

17 The same idea is found in al-Katib, but instead of tonalities, he refers to modes (Kamal
fol. 200; Kh. 127; al-Katib, La Perfection 177-8).
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CHAPTER 22

Vowels and Consonants' [fols. 24b—25a; ZY 31]

[This brief chapter concerns both singing and phonology. Ibn al-Tahhan delin-
eates the prolonged unvoweled consonants and the prolonged vowels which,
when mixed, bring about nine combinations. All this comes to a total of fifteen
sounds. The author relies on the writings of al-Farabi in whatever source was
available to him.]

Some letters can be prolonged with a note and some cannot. Of the prolonged
ones, some are ugly to hear, and some are not. Those that are ugly are three
letters: /, m, and n;? they are unvoweled (khurs ghayr musawwata).3 There are
three voweled ones: alif, waw, and ya@’ [a, u, i]. The Arabs call them letters of
prolongation (madd) and softness (lin). They occur at the end of words and are
prolonged in melodies |. The alif is high (mustatin), the ya’ is low (munkhafid),
and the waw is medium (mutawassit). The ya’ and waw follow one another,
but the alif does not follow them in the rhymes and notes [?]. All of these
may be mixed: alif and ya’, ya’ and waw, ya’ and alif,;* as in the utterances
wa, ya, wi, and ay. So there are nine mixed voweled letters.> When adding
the three vowels we get twelve, and adding the [, m, and n gives us fifteen in
total.®

1 Lit, “uttered (nawatiq) and muted (khurs) letters.”

2 This is contrary to what al-Farabi and al-Katib say (kMK 1070, 1172; MA 1I: 57, 9o; al-Katib,
Kamal fols., 128, 132; Kh. 79—82; al-Katib, La Perfection 124, 127; Sawa, Music performance 101—
4).

3 Lit., “mute and unvoweled.”

4 Al-Farabi has alif and waw (kMK 1073; MA 11: 59).

5 This passage is also found in al-Katib, Kamal fols. 96—7; Kh. 63; al-Katib, La Perfection g9—-100.
Thus, al-Farabi clarifies this by stating that each of these three combinations inclines toward
one of the two extremities, or in between, and it does not incline toward either of the two
extremities. When inclining, it leans toward one or the other, which means that the empha-
sis is on the beginning vowel or the end vowel (kMK 1072—4; MA 11: 58—9). For more details,
see Madian, Language-music relationships 274-5.

6 This is followed by an incomprehensible sentence: “So all the letters that are sounded are six,
and the jazmin [?] (zy 31 has unvoweled) are eight and one letter standing plus the medium
makes nineteen. And Ishaq said that they were nineteen but did not prove it.”
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CHAPTER 23

Testing the Essences of the Voices'
[fols. 25a—26a; ZY 32]

[Some singers sing best in the higher register and should stick to it, whereas
others sing better in the lower one and likewise should adhere to it. But the
best singers are those who excel in both registers and in the notes in-between.
Ibn al-Tahhan adds an important tip about buying a singing girl, that is, find
her correct register with the help of a master. Then, by sticking to that register,
she will excel, her voice will gain more beauty, and consequently her value will
increase.]

The essence and best quality ( jawhar) of some throats emerge in the high regis-
ters (al-tabaqat al-shadida), as long as the singer does not become out of breath
(inbahara),? tired, his voice does not cease, and [he does not] become hoarse
(bahah). The essence and best quality of other throats emerge in the lower reg-
isters (al-tabagat al-layyina), such that listeners can hear the voice [of a good
singer, even in a low register]. | [In general, the essence and good qualities
should include both] high and low notes [within the vocal range], and the notes
in between (tadrij),® to the extent (hadd)* that the singer is in control of both
his performance and his freedom to act (tasarruf); this is a thing which cannot
be confined (inhasara) [to some notes], delimited (hadda),® or pinpointed.5
The way for one to buy a singing girl is to ask her to go (tanagqul)? through a
number of registers, high and low. A person knowledgeable in this art should be
present [with] the buyer, [the buyer]| would ask him to tune [the lute] from one
register to another, gradually going up or down and [also] contemplate her per-
formance in these various registers. If he finds that the essence and best quality

The title in the table of contents is more comprehensive; it adds “and its registers.”

It also means “dazzled.”

Lit., “in a gradual manner.”

zY 32 read it as jidd (seriousness).

zY 32 read it as jadda (to be serious).

Ibrahim b. al-Mahdi illustrates this point; he excelled at singing in high and low registers, and
notes in between, see n. 7, fol. 69a p. 178.

7 Lit, “travel” The word tanagqul is undotted in the Ms, and zy 32 edited it correctly by adding
the required dots.
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of her throat emerge in one (ahad)® of the registers, he would then keep its
position after trial and error.® He would buy her, and ask her to stay within this
register, and forbid her from going away from it [to another one]. Her singing
would then become better and more beautiful and slowly become excellent,
and consequently her value would increase. This is [true] because some throats
become more tender (ragga) when singing at the higher register, develop a
ringing (tasalsala),'® branch out (tafarra‘a),! have fewer notes (ta‘arra),'? and
become like the throats of young boys.!® Some expand (tafarrasha) and become
thick [coarse, rugged] (ghaluza). Some grow dark and murky (azlama) and
cease (inqata‘a).

[Some] gain (iktasa)'* notes, become pure (safd), and their essence and
best qualities emerge [if the singer sings in the higher register appropriate to
his throat]. | The notes of some who sing [appropriately] in the lower regis-
ter become clear and manifest (zahara), become round (tadawwara),’s give
a beautiful impression (hasuna mawqiuh), and gain (iktasa) sweetness and
beauty.

If the singer takes control of his breathing he can cause his audience to reach
a state of farab. To some singers, the lower register is not suited for their throats
at all, [and if they sing in it] a clamor (¢asyth)'® and poor intonation (nafar)
occurs in their singing, [then] it turns into screaming (siyah), and becomes con-
fined (inhasara). What I have mentioned regarding good quality singing only
occurs for the performer who is well-formed (tasawwur) [with respect to vocal
gifts]. [In summary], the essence and good qualities of throats should emerge
from high to low notes in a gradual manner [within the singer’s range],!” and
these [essence and qualities should] not be confined or limited. So understand
that.

8 zy 32 incorrectly edited it as ahadd (sharpest); the Ms not only clearly shows just one d,
but the passage also makes no sense when it singles out the sharpest register. The object
of the exercise is to find the right register, not the sharpest one.

9 Lit., “by feel and habit.”

10 See also the description of the musalsal fol. 27a, item 12, p. 70.

11 This may mean that the voice loses its good qualities and tends toward bad ones.

12 Lit., “become naked.”

13 That s, the voices become more tender when singing at a higher register, and as a result
become thinner, akin to the voices of young boys.

14  Lit, “put on, be dressed.”

15  This can also mean “turn around.”

16 zY 32 edits this incorrectly as tagbih (ugliness).

17  This means that the voice is good in the low register, high register, and in between.



CHAPTER 24

Tricks Used to Bring Throats in Tune with the
Strings' [fols. 26a—26b; ZY 33]

[Ibn al-Tahhan explains the remedies he has for students who sing above or
below pitch. The chapter concludes with an anecdote, corroborated in ka4,
about the famous Ishaq al-Mawsili, who reached an advanced age and, as a
result, his throat had a higher register. To remedy this problem he tuned his
lute higher.]

These [tricks to remedy throats not in tune] are a very difficult field (bab), and
[the singer] must work hard (ta‘ab). Only the young succeed in it; as for the
older person, no amount of teaching can help, as the poet said:

“Do you want to get married after you grow old
[Verily] hardship is the practice of the senile.”

The one involved in treating this matter needs a long time; this is because | the
voice is often not in tune with the strings (nafara), neither at a higher or at
a lower pitch.2 So he must correct his intonation (tabaga).? So if the voice is
higher than the lute, then you [the teacher] should order the [student] singer
to sing at a tone a level lower than the lute is tuned to by half a fret,* and show
it to him with your own voice. If the student disputes this and says he sings cor-
rectly with the tone level of the string, and says I [the teacher| must lower the
strings or raise my voice,® then you have to prevent him from doing this and

1 Interestingly, the literal translation of the title is: “The Use of Tricks (tahayyul) to Insert the
Voice into the Strings.” Al-Katib has a chapter on music education that differs from the con-
tent of Ibn al-Tahhan, save for the tricks used to disguise a poorer voice. In essence, al-Katib
concentrates on the need to listen to great masters, and the importance of being in rhythm
(Kamal fols. 217—21; Kh. 136—7; al-Katib, La Perfection 191—3). The title in the table of contents
is more detailed; it has “discordant throats.”

For details about singing below pitch, see fol. 67a, pp. 175-6.

Lit., “tone level”

This is approximately half a tone.

In essence, the student is accusing the teacher of being out of tune, and saying that the
teacher should correct his own faulty intonation, which is lower or higher than the correct
one. The student asks the teacher to tune the strings down or raise his voice by raising the
strings!
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teach him that his voice should be in tune with the strings. You should persist
in doing this so that his voice goes down little by little to be in tune with the
lute. Similarly, if his voice is lower than the tone level of the lute, then he should
sing higher till his voice is in tune with the lute.
It was mentioned that toward the end of his life Ishaq b. Ibrahim al-Mawsili
was affected by a higher register (tasyth) in his throat, that is, a discord (muna-
fara) and difference (mubayana) with the strings of the lute. So he used a trick:
he tuned [the open string] to the anterior [of the index finger] (mujannab [al-
sabbabal)® to hide what was in his throat, and he would sing mostly in that tun-
ing, thus hiding the discord (nubuww) of his throat [in relation to the strings]
and his higher register, and this [showed] the utmost excellence ( fad!)” and
capability in his art.8
6 Itis either 98 or 114 cents from the open string. But it is more likely that the mujannab (ante-
rior) is not the mujannab al-sabbaba (anterior to the index finger) but the mujannab al-wusta
of al-Farabf; this is his own term for the wusta (middle finger). So in essence, instead of tuning
his lute a half-tone above standard tuning, Ishaq tuned it approximately a minor third above
(see details in a similar and more elaborate passage fol. 103a, pp. 263—4, n. 11).
7 zy33readitas gasd (aim).
8 This is similar to a passage in k4 (Vv: 326; Sawa, Musical and socio-cultural anecdotes 204-5) in
which Ishaq resorted to singing in a counter-tenor style (fakhnith, which can also mean head

voice) to overcome the discord of his voice with the lute. As a result, he sounded better and
emerged as a wonder of wonders.



CHAPTER 25

The Names of Voices (halg),' Their Good and Bad
Qualities [fols. 27a—28a; 2y 34—5]

[In essence, the thirty-seven names include positive attributes such as
timbre, dynamics, emotions, aesthetics, ornaments, moisture, purity, bird-like
[sounds], and various combinations of the above. The negative attributes in-
clude the lack of ornamentation, dryness, trembling, bad intonation, the murk-
iness, darkness, thirsty, gasping sound, congestion, blockage, song alteration,
and insect-like sounds. Al-Katib’s chapter 35 is similar to this one but has
only twenty-fives names, as opposed to the thirty-seven in Ibn al-Tahhan.2
Al-Isfahani has twenty-five terms; most are common (the same words or syn-
onyms) to the list of Ibn al-Tahhan, which has very important additions to
al-Isfahan?’s® and to al-Farabi’s masterly classification of the voices. The latter’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.#|

1 al-shaji> [moving, touching, sad]| is the best (aksan), most beautitu
[-shaji> g hing, sad he b h b ful
(ahla), clearest (asfa)® [voice], and [the one] filled with notes (aktha-

raha naghaman).”

1 Lit., “throats.”

2 In Ibn al-Tahhan’s list the round voice (mudawwar) is missing, but it already occurred in
fol. 26a, p. 64

3 To the list of the positive attributes in kA we have sweet/juicy, thunderous, loud like a wash-
basin; for the negative attributes, we add a damaged throat (Sawa, Musical and socio-cultural
anecdotes 189-90).

4 Sawa, Music performance 99—101.

5 The Ms has shaja as a noun, but it should be shaji as an adjective, like the other thirty-six
entries. See also al-shaja number 64, fol. 31b p. 84. Ibrahim al-Mawsilt adds tenderness to the
shaja (KA I: 290). See also kKA XI: 119; al-Katib, Kamal fol. 195; Kh. 124; al-Katib, La Perfection
174; Sawa, Arabic musical and socio-cultural glossary 228-9; Sawa, Musical and socio-cultural
anecdotes 133, 458.

See also kMK 1070; MA 11: 57; Sawa, Music performance 99.

Here it is interesting that the takthir (melodic ornamentation) is added to the timbral and
aesthetic voices. See also k4 1: 290, XV: 8, XXI: 110; Sawa, Music performance 101; Sawa, Ara-
bic musical and socio-cultural glossary 228—-9; see also item 20, n. 26, p. 78 for a definition of
takthir.
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CHAPTER 25

al-mukhalkhal [lit., anklet sound]® is the loud (@lin) and high-
pitched (hadd) sounds endowed with beauty (halawa) and loudness
(jahara).®

al-musahraj [lit., that which is made with plaster of quick lime]'° is the
loud (sayyit),"! polished (sagil),’? [sound] without ornamental repeti-
tions (tarji’), or [many] notes (naghma).'3

al-khadimi [lit., servant-like] is a voice that gives a strange impression
(mawgqi©), like the unpleasant voices of servants.

al-jahir [loud] is the thick (ghaliz) voice that penetrates and remains
(dhahib) in the ears.'*

The related terms khulkhul or khalkhal refer to the anklet or pair of anklets. As the defini-

tion unfolds, it is clear that the metaphor of anklets is good, and is namely a loud, ringing
sound.

Al-Katib has mujaljal (reverberating), not mukhalkhal. Mujaljal is defined as clamorous.
Both terms have the idea of loudness, but mukhalkhal is more nuanced, with a high pitch
and beauty. There may have been a copyist’s error: the letter k% instead of j or vice versa
(Kamal fol. 195; Kh. 124; al-Katib, La Perfection 174 [has mujaljil incorrectly, translated as
voix mordante)). See also Sawa, Musical and socio-cultural anecdotes 198 for the related
word jahir.

Quick lime was used in water troughs or tanks; the related word sihrij is a cistern or a large
water tank (Lane, An Arabic-English lexicon 1v: 1738; Wehr, A dictionary 528).

For loudness as a good vocal quality, see kA VI: 325-6; Sawa, Arabic musical and socio-
cultural glossary 264; Sawa, Music performance 171; Sawa, Musical and socio-cultural anec-
dotes 198.

Sagqil also means “smooth, burnished, shiny, glossy.”

In short, it is a voice that is polished, plain, stable, and powerful like the plaster of quick
lime that holds together a large water container—an interesting metaphor. For a plain and
stable (garra) voice, see al-Farabi kMK 1071, 1166; MA 11: 58, 86; Sawa, Music performance
100, 104; Sawa, Musical and socio-cultural anecdotes 34. For a softer type, see amlas item 19
below, p. 71.

For loudness as a good vocal quality, see k4 VI: 167, 291—3; Sawa, Musical and socio-
cultural anecdotes 448; Sawa, Music performance 171. For a sound that remains in the
ear, see the anecdote about ‘Alliiya’s voice, which resembled the sound of a struck wash-
basin (kA X1: 337; Sawa, Musical and socio-cultural anecdotes 198). Al-Katib defines jahr
as being loud, thick, with clear notes (Kamal fol. 195; Kh. 124; al-Katib, La Perfection 174—

5)-
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al-ajashsh' is a loud voice with a nice huskiness (buhuha),'® with rich
and abundant notes, and ample sound (mufakhkham).\”

al-na‘im [lit., soft, smooth, tender, fine]'8 is a voice that has a beautiful
impression (mawqi‘) and pure (saft) sound.

al-abahh [huskiness] is caused by three factors: natural disposition
(khilga), fatigue (taab), and illness (Ula). The best is the natural one.1®
al-karawant [plover sound]?? is like the sound of the plovers in [terms
of being] fine and delicate (digga), pure (saf@’), and [having a] contin-
uing sound (tasalsul).

al-zawa’idr [lit., with added notes] is the one with notes added to the
song itself (magadir al-ghina’).2!

In Lane, ajashsh is defined as having a rough, loud, intense sound (An Arabic-English lex-
icon 11: 425-6); it is similar in k4, where the voice of the poet ‘Amr b. Ma‘dikarib in his
old age is described (k4 Xv: 213; Sawa, Musical and socio-cultural anecdotes 199). Al-Katib
mentions the term but does not define it (Kamal fol. 195; Kh. 124) and Shiloah translates
it correctly as a thick voice (voix grasse) (al-Katib, La Perfection 175). Al-Khalil (al-Khalil,
Kitab al-Ayn vI: 3—4) adds huskiness (buhha) to thickness and hoarseness (ghilaz) and
says that ajashsh is one of three sounds used in Arabic music compositions, and that it
comes from the head and out of the nose (khayashim). This is then followed by an ambigu-
ous sentence translated by Lane as: “followed by a gradual fall (tahaddur but the Arabic
text in al-Khalil has bi-khadarin [with numbness]) [of the voice] modulated in accordance
to that same sound and then followed by a sound ... like the first.

See also abahh, item 8 below, p. 69.

In al-Farabi, the related word tafkhim qualifies the ample sound as coming from the chest
(KMK 1172; MA 11: 90; Sawa, Music performance 101, 104—5). This is unlikely to be the same,
as al-Khalil defines it above as related to huskiness or ampleness, but not a chest voice.
Al-Farabi mentions the related word na‘ma (kMK 1070; MA 11: 57; Sawa, Music performance
99)-

Al-Katib has a different take on abahh; he says it can be nice if it is not overdone. So in his
mind, the huskiness can be controlled by the singer and is not the result of a natural state
or fatigue or illness. He also adds that Ishaq said that one of the best voices is one that is
husky [and] fatigued (abahh matub); in this case he contradicts Ibn al-Tahhan (Kamal,
fol. 195; Kh. 124; al-Katib, La Perfection 174).

In KA XIX: 141 it is another bird, the bulbul (nightingale) that denotes a beautiful voice
(Sawa, Musical and socio-cultural anecdotes 440). In the contemporary Arab world, both
denote a beautiful voice. Later in fol. 43b it is the pigeon, p. 114.

Lit., “amounts of singing.” In k4, za’ida and its plural zawa’id are used mathematically to
mean both additions and subtractions (k4 X: 129, Sawa, Music performance 185-90). They
can be aesthetically pleasing or detrimental to the melody (k4 xx111: 179; Sawa, Musical
and socio-cultural anecdotes 41,163). Here it clearly refers to the additions of notes, often
ornamented ones. Al-Katib provides more detail: they are added notes that are densely
packed (mutakathifa); they alter the songs with ever-changing ornaments, making it dif-
ficult for the student to learn a song (since the teacher does not adhere to one version).
This is corroborated in k4 X: 129; al-Katib, Kamal, fols. 187, 195; Kh. 119, 124; Shiloah wrongly
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CHAPTER 25

al-muqa‘qa‘ [lit., clattering, rattling, clanking, noise, gnashing, high-
sounding words] resembles the speech of the Bedouins, that is, [it is]
without beauty (halawa).??

al-musalsal [lit., ringing, clinking, clanking, clattering, rattling] is the
fine and delicate (dagiq), dry (yabis),?® adept, and efficient sound
(mujid),?* without a moving, touching mood, and sadness (shajan).2>

al-sarsuri [lit., cricket, cockroach-like] is the thin (dagiq), high pitch
(hadd), naked (al-arr)?% sound that has an ugly (gabif)?” impression.

al-murta‘id [trembling] is the sound of one chilled because of a
fever.28

al-agharr?® [lit., beautiful] is the voice that has charm ( fitna),3° beauty
(halawa), and many notes.

translated it as redundant and of thick timbre, al-Katib, La Perfection 166, n.1,167,174; Sawa,
Musical and socio-cultural anecdotes 177; al-Tifashi, Mut at fol. 63; al-Sillami 174.

Al-Katib has a similar definition; instead of muga‘ga‘ he has mutaga‘qi; and Kh. edits it as
the former (Kamal, fol. 195; Kh. 125; al-Katib, La Perfection 175). For an anecdote illustrating
the unpleasant voice of the Bedouins, see K4 VI: 291-3; Sawa, Musical and socio-cultural
anecdotes 356—7.

Al-Farabi has the related word yubs (dryness) (kMK 1070; MA 11: 57; Sawa, Music perfor-
mance 101).

Al-Katib has muhtadd (sharpened); see the following footnote.

In k4, it has a positive meaning, as can be gleaned in a poem about Sallama (d. ca. 130/748)
composed by al-Qass: “She stretches the proper metrical arrangement of the words in the
poem and repeats them /

With a ringing (salsal) in her voice that is repeated” (k4 V111: 336; Sawa, Arabic musical
and socio-cultural glossary 253). Al-Katib, however, describes the musalsal sound nega-
tively, as a sharpened (muhtadd) dry sound without humidity, and as a consequence, the
sound of a screeching or crickets’ stridulation sound (sarir) results and the voice is called
“cricket” (sarrar). Thus, he considered it like the sarsiri, item 13 above (Kamal, fol. 196; Kh.
124; Shiloah read it as sarikh (scream), al-Katib, La Perfection 175).

The word is unclear in the ms. It can be ‘ari (naked) as above, or adr (ordinary, plain,
indistinguishable).

Unlike al-Katib, who compares musalsal to a cricket sound (sarir), Ibn al-Tahhan makes a
distinction between the two: musalsal is positive and sarsuri (a cricket sound) is negative.
Al-Katib, Kamal fol. 196 has the same definition; Kh. 125; al-Katib, La Perfection 175. The
related word ar‘ada appears in kA (X1X:145), where the singer Ash‘ab lost his voice because
of old age and his singing had a tremble in it. The word murta‘sh (trembling) also appears
in KA XX1: 252 (see also Sawa, Arabic musical and socio-cultural glossary 168; Sawa, Musical
and socio-cultural anecdotes199, 201-2).

The Ms does not have a dot over the letter ‘ayn, making the word a‘arr (most shameful)
which does not fit the description that follows. zy 34 correctly added the dot over the letter
‘ayn to read agharr (beautiful).

In the Ms, the word does not have the letter n, and zy 34 correctly added it.
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[16]
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al-ratb [lit., moist, humid]®! is the one [that] resembles water flowing
freely and with beauty.

al-siyahi [lit., high-pitched]32 is being out of tune (nafara)3? with the
string, either sharper or flatter.

al-lugmi [lit., clogged up] is the one who sings as if there is a morsel of
food (lugma) in his mouth.

al-amlas [lit., smooth]3* is moderate (mu‘tadil), clear (safr), and with-
out (al-khal)3> [too many] notes and ornamental repetitions (¢arji*).36
al-muglim [lit., dark] is the one with no sound (raghma),3” and almost
cannot be heard.38

al-talr [lit., pleasant, nice] is close to a thin, moist, and humid (ratb
dagiq) sound that is weak (da‘ufa) and almost hidden (khafa).
al-rajiht [lit., preferable] is fine and delicate (dagiq), soft, smooth, ten-
der (naim), moderate (mutawassit), and moist (nadr).3°

al-sha‘ith [lit., disheveled, unkempt, disarranged] is a sound that is
clear sometimes, unkempt at other times, with an unfinished sound.*®

The related word rutitba (humidity) appears in al-Farabi. He says that it is used to embel-
lish long notes and notes at the end of the song (kMK 1172, 1174; MA 1I: go-1; Sawa,
Music performance 101—4; Sawa, Musical and socio-cultural anecdotes 34, 194). Al-Katib
also has ratb and adds its synonym nadri (Kamal fol. 195; Kh. 124; al-Katib, La Perfection
174).

In this definition, however, it is both higher and lower. See also the related word sayyah,
item 7, p. 76. For the meaning of siyah to refer exclusively to high pitch, please see n. 10,
p. 76 of item 7 below.

Lit., “to be discordant.” Al-Tifashi gives the related term nifar (Mutat fol. 55; al-Sillam1
163).

Al-Farabi provides the related word malasa (smooth) (kmk 1070; MA 11: 57; Sawa, Music
performance 99).

7Y 34 read it as ibkhal and edited it as ittihad (union), so the sentence reads: “moderate,
clear and with the union of many notes and ornamented repetitions,” but this rendering
is contrary to the beginning of the definition, where it is described as moderate and clear.
Clearly it is a smoother and gentler type of musahraj (item 3 above, p. 68). Al-Katib
restricts the definition to a “clear” sound (Kamal fol. 195; Kh. 124; al-Katib, La Perfection
175).

Lit., “notes.”

Al-Katib describes it similarly: it is a voice in which most of its sounds are hidden (khafa
and Kh. edited it as khafita which means inaudible). He then adds the sense of sight “invis-
ible” (mu‘mat) to the sense of hearing. He also mentions that it can occur in the sound of
the strings (Kamal fols. 195-6; Kh. 124; al-Katib, La Perfection 175).

With such attributes, it makes sense to refer to this as “preferable.”

Al-Katib mentions al-sha'ith but does not define it (Kamal fol. 195; Kh. 124; al-Katib, La
Perfection 175).
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CHAPTER 25

al-sadi [lit., thirsty] is a voice that has the ability to give a sound but
falls short of it (kaddara).*!

al-mukhtaniq [lit., strangled, choked] is the voice of the singer who has
a constricted throat and clears it (tanahnuh) often.*2

al-mughtass [lit., congested, crammed] is the voice of the singer who
does not swallow his saliva and as a result, his singing is altered.
al-mantiqi [lit., speech] has no [musical] sound because of its feeble-
ness (tada@’ul) and cessation (ingita©).*3

al-nutft [lit., drop, dribbling, trickling]*# is the voice that is strong at
times, and weak at others.45

al-haziq [lit., tenaciousness] is the one that spreads all the way (tabad-
dada) and does everything conceivable (dhahaba kull madhhab).4®
al-mutayassir [lit., made or becoming easy] is the one that starts lumpy
(mamdur)*” then becomes smooth.

al-mun‘asir [lit., squeezed, wrung] is the one resembling the throats of
hunchbacked people (hudb).#®

al-akhann [lit., speaking through the nose] is the voice of a person
[who sings] as if his nose is blocked (masdud).*?

Kaddara also means “to spoil, roil, muddy, trouble, disturb, ruffle.”

Al-Farabi clearly defines it as choking (sharga), as if something is stuck in a person’s throat
(kMK 1165; MA 11: 86; Sawa, Music performance 100). Al-Katib mentions the mukhtanig and
ascribes it to a “narrow tenaciousness or compression” (al-hazq al-dayyiq); this may be a
copyist mistake for al-halg al-dayyiq (narrow throat). Shiloah paraphrased it as “génée et
sort difficilement” (Kamal fol. 195; Kh. 124; al-Katib, La Perfection 175).

Al-Katib says al-mantiqi is even less than the muglim (Kamal fol. 196; Kh. 124; al-Katib, La
Perfection 175).

zy 35 edited it as nuqgti with the same meaning, as drops.

Indeed, the term nutfi perfectly represents the way the voice comes and goes, in the same
manner as drops come and go.

Al-Katib’s Ms has fizq; he defines it negatively with more detail, such as stretching far and
wide, excessive in such a way that the notes are elongated, and have added values (Kamal
fol. 196; Kh. 124; Shiloah conflates it with the mantigi, al-Katib, La Perfection 175).
Mamdur refers to a place plastered with clay or mud (Lane, An English-Arabic lexicon v11:
2699). The definition has a nice metaphor; a lumpy plastered voice that becomes smooth
as the singer warms up. zy 35 edits it in an unlikely way, as maghzuz (pricked).

Al-Katib has the same definition (Kamal fol. 196; Kh. 125; al-Katib, La Perfection 175).
Indeed, there is an amusing anecdote in k4 in which a singer is called al-Masdud because
one of his nostrils was completely blocked. The singer said that had his nostril been open,
he would have amazed people with his singing and would have distracted them from their
religion, worldly affairs, livelihood, and the hereafter (k4 xx: 288; Sawa, Musical and socio-
cultural anecdotes 197). Obviously the blockage prevented him from excelling.
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[33]
[34]
[35]

[36]

[37]

al-rakhw [lit., loose, flabby, languid, soft] is the voice in which the notes
are kneaded together (ta‘ajjana) and broken up (tafaddagha).5°
al-mubalbal [lit., confused] is the one in which the notes are different
[from the original] (ikhtalafa), and do not fall in the right place.5!
al-jasi [hard, rough, rugged] is the one that is disliked (naba) [by those
who] hear it because of its ruggedness ( jasa’).52

al-nabi [opposite] is the one that diverges from the voice [of another
singer| during the alternation of singers singing with one another
(murasalat).

al-qati* [cut off, abandoned] is a voice that can barely be heard at
all.53

Too many people listen to these [poor quality] throats but are not aware of their
defects and names; if>* they knew, they would not have liked the ugly and would
not find ugly what is, in fact, beautiful.

50

51

52

53

54

zy 35 edits it as tafarragha (become void). Tafaddagha also refers to something that is
dry and becomes soft, to break up, to crush a hollow or moist thing, to bruise or pound
coarsely, split or rend slightly, or to put much clarified butter in the food (Lane, An Arabic-
English lexicon v1: 2352). Al-Katib defines it as kneading the notes and chewing them; this
corroborates the meaning of breaking (something) up (Kamal fols. 196—7; Kh. 125; al-Katib,
La Perfection 175).

It is not clear what is meant by “different”; fortunately, al-Katib, who has a similar defi-
nition, used a clearer term, mudtariba, meaning disturbed, disordered, confused (Kamal
fol. 196; Kh. 125; al-Katib, La Perfection 175).

Al-Katib has a shorter definition, namely, that it is the opposite of the na‘im (soft, smooth,
tender, fine) (Kamal fol. 196; Kh. 125; al-Katib, La Perfection 175). Al-Farabi has the synony-
mous khushiina (roughness) (KMK 1070; MA 11: 57; Sawa, Music performance 99).
Al-Katib has a different wording with the same meaning, namely, the voice of a restricted
singer who cannot sing the notes to their end (Kamal fol. 195; Kh. 124; Shiloah has voix
étranglée (choked voice) for gatt, al-Katib, La Perfection 175). Later in fol. 67a, pp. 175-6,
Ibn al-Tahhan defines it as singing below pitch when singing high notes.

Instead of “if” (law) zY 35 has “did not” (@), thus confusing the sentence.
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CHAPTER 26

Beautiful (mulah) Vocal Music, Techniques, and
Qualities [fols. 28a—31b; zY 36-8]

[This is truly one of the most beautiful and interesting chapters in the trea-
tise. The author draws on his extensive knowledge as a singer and composer to
enlighten us about issues of vocal composition, contrafactum, theft, musical
forms (strophic and multi-components), melodic movements, modulations,
transposition, ornaments, performance practice, unison and parallel octave
and duet singing, breath control, vocal timbre, dynamics, tempi, aesthetics,
rhythmic ornaments, competitions, bird-like sounds, passion and emotions,
caution in performance, the effect of age, and behavior at court. Al-Katib’s
chapter 23 deals with the same topics but has fewer entries; sometimes there
are synonyms, and sometimes similar words have different meanings, and some
common words occur in a different chapter.! The combined lists of Ibn al-
Tahhan and al-Katib are a very important addition to the works of al-Isfahani
and al-Farab.]

[1] al-irtiad [lit,, commotion]? means the moving of the singer in the
genus [of the rhythmic mode] (jins) until he settles (istagarra) his
mind on a type (naw*)? [of melodic mode].

1 Al-Katib, Kamal fols. 124—5; Kh. 78; al-Katib, La Perfection 121. In Ibn al-Tahhan, the follow-

ing terms are missing: sarkha, zajarat, zamma, ta‘liqa, tashyta, tafkik, tafaghur, tathwib, and
takahun.

2 The related term murta‘id, which occurred in item 14 p. 70, refers to the sound of a feverish
person with chills. In addition, the related term tarid (thunderous) is found in the writings
of al-Farabi, but with a different meaning. He defines them as the thunderous attacks that
happen so quickly and with such a short duration that the ear is almost unable to perceive
them; the duration is shorter than the shortest time, and anything shorter would be hard for
the ear to perceive (for thunderous as rhythmic ornaments, see Sawa, Music performance 249;
Sawa, Rhythmic theories 247, 267, 307, 327, 578).

3 Ishaq’s system, as described by al-Isfahani, clearly envisages the rhythmic modes as principal
and the melodic modes as subordinate. Thus, each of the eight rhythmic modes is a genus
(jins) that is subdivided into types (sinf) according to the eight melodic modes, which act as
differentiae (Sawa, Rhythmic theories 48). In al-Tifashi, naw* is the combined rhythmic and
melodic modes (Mut‘at fols. 70-1; al-Sillami 19o-1).

© GEORGE DIMITRI SAWA, 2021 DOI:10.1163/9789004465497_029
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[2] al-ijtihad [effort] means that the singer works hard at the point when
he sings the separators ( fasila) and cadences (magta“).*

[3] al-istihlal [beginning, opening] is derived from [when] a baby “begins”
crying at the time of birth.5

[4] al-istirsal [ease, naturalness, relaxation, correctness] means that the
singer sings with ease and correctly without straying from the melody
(khuruy).6

[5] al-tafkhim [making ample] is making the notes [that are] sung more
ample, emphatic, and richer, grander (ta‘zim),” and arranging (tartib)
[them][?].8

[6] al-tarkhim [softness]® is the softness, gentleness, and pleasantness
(rakhama) of singing, and making the voice graceful, delicate, and ten-

der (taltif).

4 According to al-Farabi, the separator is the longer duration separating the cycles in the dis-
junctive rhythms (Sawa, Rhythmic theories 571, 606, 632—3). Both the separators and the
cadences are filled with ornaments that al-Farabi called “attacks of passage” and “attacks of
support” (Sawa, Rhythmic theories 564, 575, 624, 635). That is, the singer embellishes his perfor-
mance with such attacks. In K4 (XVIIIL: 364; Sawa, Arabic musical and socio-cultural glossary
68; Sawa, Musical and socio-cultural anecdotes 218-9) ijitthad means striving to defeat an oppo-
nent in a singing match.

5 Inshort, it is the beginning of a song, i.e., a prelude. See also later in the text, fol. 45a pp. 19—
21 where it is treated in more detail. Al-Farabi defines it as consisting of speech-like sung
words (with many syllables to a note) taken from the text of the song and varying in length
from a word to less than a hemistich (kMK 160-2; MA 11: 84—5; Sawa, Arabic musical and
socio-cultural glossary 513—4; Sawa, Music performance 103; Sawa, Musical and socio-cultural
anecdotes 447). In al-Katib, it is a poetic foot or just one word (Kamal fol. 134; Kh. 82—-3; al-
Katib, La Perfection 128-9). In al-Tifashi, it is also a prelude (Mutat fols. 53, 55; al-Sillami 160,
165).

6 The added meaning of correctness comes from an anecdote in k4: Ibrahim al-Mawsili said, “I
left Ibn Jami singing while he was drunk, and in this case, he sang with ease, acted naturally,
free from restraint or affectation (istarsala), and thus he sang it straight (mustawiyan) and
[was] not on guard. So I took it from him and learned it perfectly” (kA v: 226; Sawa, Arabic
musical and socio-cultural glossary 165; Sawa, Musical and socio-cultural anecdotes 178).

7 This is missing in zy 36.

8 Inal-Farabj, the vocal tafkhim refers to singing with an ample sound through the chest (kmMx
1172; MA 11: 90; Sawa, Music performance 101,104-5). Al-Katib adds that it is done by expanding
the air passage (majra l-hawa’) (Kamal fol. 128; Kh. 8o; al-Katib, La Perfection 124). In x4 (1:
315; Sawa, Arabic musical and socio-cultural glossary 262-3; Sawa, Musical and socio-cultural
anecdotes 206—7) it relates to good diction. For instrumental tafkim, see Sawa, Arabic musical
and socio-cultural glossary 387-8; Sawa, Music performance 95—7. It is not clear what is meant
by arrangements.

9 Zy 36 misread it as tarqim (numbering). See also chapter 40 fols. 44a—44b, p. 116.
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CHAPTER 26

al-sayyah [lit., high note, higher octave]'? is the improvement (taksin)!
of the voice.

al-sijah [low note, lower octave]'? is choosing!® a section of a song
(sawt) and singing it at a lower octave.

al-tarji [repetition] is the repetition of notes [of a section] and then
the return to it [many times].14

al-tafri[lit., branching out] is the moving on the part of the singer from
one type (naw°) to another, then returning to the first type.1>

In the medieval Arabic sources it is usually siyah or sayha (the latter is also found in Ibn al-

Tahhan, Hawi fols.12a, 21a), which means a higher register, or higher octave. In x4 (V1: 293)
it can be the highest note in a song, “Ibn Jami‘ used to prepare the highest note (sayha)
of the song before composing its basic melody (‘amud)” (Sawa, Musical and socio-cultural
anecdotes 78); Ishaq started a song on a very high note (siyah) (v: 366—7; Sawa, Musical and
socio-cultural anecdotes 103). Al-Katib mentioned that the best place for the sayha is in the
first hemistich of the second verse to its middle, or from its middle to its end, and it may
also include a bit of the second hemistich (Kamal fols. 1o—1; Kh. 71; al-Katib, La Perfection
112). Ibn al-Tahhan mentioned earlier that it can occur in the third or fourth verse, or at the
end of the poem (Hawr fols. 12a, 213, pp. 26 and 52). The sayha clearly beautifies a melody,
as is clear in the following examples. “Ibn Surayj sang one of his songs to Ma‘bad. He sang
it plain without high notes (sayha). So Ma‘bad said to him: ‘Why do you not embellish it
(hassana) with high notes’” (kA 1X: 247). Al-Farabi clearly stated that transposing some
notes of the melody to their higher octave (tabdil) would beautify the melody. In addition
to the octave, he mentioned the fifth, octave plus fifth, and sometimes the fourth (kmx
1060-1; MA 1I: 51; Sawa, Music Performance 97). Al-Farabi also added two types of siyah:
the medium one, that is the fifth, and the small one, that is the fourth (kMK 517; MA 1:
174). See also Sawa, Arabic musical and socio-cultural glossary 265—7; Sawa, Musical and
socio-cultural anecdotes 458 and siyahi item 17 above, p. 71 for a different meaning.

zy 36 read it as tahnin (tenderness).

Al-Farabi also added two types of sijah: the medium one, that is the fifth, and the small one,
that is the fourth (kMK 517; MA 1:174). According to al-Katib, sijah consists of the notes of
the lower octave of the %d and is played by the two low register strings, the bamm and the
mathlath (Kamal fol. 8o; Kh. 50; al-Katib, La Perfection 86). kA also has the related noun
sajha instead of isjah (v: 367, VI: 259). See also Sawa, Arabic musical and socio-cultural
glossary 205—6; Sawa, Musical and socio-cultural anecdotes 459.

The word in the Ms is partially dotted and zy 36 edited it as yashtadd (to become intense),
a meaning that does not fit in this sentence. To fit the context I opted for “choosing.”

Ibn al-Tahhan elaborates further on this topic later in chapter 41, in fols. 44b—45a, see
pp- 117-8. Al-Katib defines it as “many long notes repeated from the beginning to the end,
and from the end [going back] to their beginning once or more,” that is, it is a section
that is repeated one or more times (Kamal fol. 129; Kh. 80; al-Katib, La Perfection 124). For
another meaning of tarjT; see fol. 30a, n. 33, p. 78. In al-Tifashi it is part of an excellent
performance (Mutat fol. 63; al-Sillami 174); for another meaning, see item 35, p. 80. For
more detail, see Sawa, Arabic musical and socio-cultural glossary 157—9.

This can mean going from a rhythmic mode to another one, or from a melodic mode to
another one, or both.
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al-tamkhir occurs in all types (naw‘) [of rhythmic modes], and its
occurrence brings beauty (hasuna).'6

al-taqdir [evaluation] is the [proper] evaluation of the duration of the
notes (sawt)' sung and their separations ( fas/).18

al-murasala [lit., correspondence] is the alternation (tarasul) of sing-
ers singing with one another.®

al-mugqabala [lit., encounter] is each note being mirrored by the same
note in [every successive | hemistich and verse.20

al-mutawala [lengthening] is lengthening the exhalation of the breath
to its limit; [ this takes place] when a singer competes with another one
to see who will run out of air first.2!

al-mukhatala [lit., craftiness, deceit] is the singer singing with his col-
league in such a way that the latter stops singing and is cut off.22
al-munadala [competition] is two musicians competing and vying
with one another for superiority, with each [trying to] show who is bet-
ter.2

zy 36 read it as hassa (to feel), so the sentence will read: “and its position is felt.” For
details about tamkhir, see mumakhkhar, see part 2, chapters 6,18, fols. g1ib—92a, 102a—103b,
pp- 222—3 and 262—3.

In K4 X: 106, 1101 it has the same meaning; Sawa, Arabic musical and socio-cultural glos-
sary 404; Sawa, Musical and socio-cultural anecdotes 180—2.

Here the separations refer to going from one note to the next and giving each note its
proper duration. One can also translate sawt as song, and fas! as the last duration in a
cycle that separates one cycle from the next one. In this case, the sentence would read:
“evaluation of the durations of the song and the last duration in every cycle.”

In fol. 42b this has a different meaning: it refers to singing in unison and not in alterna-
tion. In the ‘Abbasid majalis there were two distinct formats when many musicians were
present. In the first, each singer sang only one song when his turn came; in the second,
each singer sang a number of songs in succession, and when he was finished, he seldom
sang again (Sawa, Music performance 166). Here Ibn al-Tahhan explains the first situa-
tion.

This is clearly a strophic form, that is, every line is set to the same melody.

This is the last line in fol. 28b. The text continues on fol. 30a, and according to zy 36, n. 44,
fols. 29a—29b are part of chapter 20. In k4 (I: 41, v: 12; Sawa, Arabic musical and socio-
cultural glossary 333; Sawa, Musical and socio-cultural anecdotes 265-6) the related verb
atala (l-shir) means setting too many notes and ornaments in a composition.

In kA (XVIIL: 69; Sawa, Arabic musical and socio-cultural glossary 97; Sawa, Musical and
socio-cultural anecdotes 214) the related verb khatala means conquering a difficult song
with skill and craft.

KA refers to competitions as leading to performance excellence, and as a way to amuse the
patrons. See Sawa, Music performance 178-83.
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al-mudawala [lit., (broken) deal] is when a singer is in [some kind of]
agreement with a fellow singer to relieve, aid, and alternate with the
latter (rasil),* and then breaks the agreement.

al-taghrid [warbling, twittering, cooing] is derived from the warbling
of birds and [resembles] their beautiful sounds.2

al-ta‘did [lit., numbering, making numerous] is a type of joy much liked
in singing.26

al-tawtiya [introduction, preparation |2’ is what one uses to prepare the
high note before its occurrence, in performance or composition.
al-ikhtilas [lit., stealth]?8 is performing (tw’khadh)?® a note before its
prescribed time and before the previous note ends.

taqdir al-anfas [figuring out breathing] is the singer’s breathing at the
location of the separators.3°

al-ishtirak [lit., sharing] is going (mazaja)3! from one type (naw‘) to
another type and then back to the first type.32

al-ighraq [drowning] is submerging (yatagharaq) oneself in a section
of a song to improve it.33

zy 36 misread it as wasila (way).

See also fol. 43b, p. 114 for a similar meaning. Al-Katib mentioned the taghrid of birds as a
beautiful sound that brings joy to the listener, but he does not mention it as a quality of a
human voice (Kamal fol. 123; Kh. 77; al-Katib, La Perfection 120).

Ta'did with the meaning of making numerous is unlikely to be a tarji* since tarji has been
mentioned above. Ta'did could be a positive tarab, that is, one bringing joy; or a technique
known as takthir (making many, and using more than seven notes in the melodic mode) in
al-Farabi (kMK 1059; MA 11: 50; Sawa, Music performance 91—5). For songs containing eight
or ten notes, see Ibn al-Munajjim, Risala 24; KA VI11: 373—5, IX: 43, 601, 344—5; Sawa, Arabic
musical and socio-cultural glossary 50, 349—53; Sawa, Musical and socio-cultural anecdotes
22-8.

Al-Katib defines tawtiya as a higher octave or high-pitched note(s) (sayha), or a taran-
num, or pre-composed notes before the song begins (Kamal fol. 134; Kh. 82; al-Katib, La
Perfection 128). For another meaning and entry see part 2, chapter 15, item 34 p. 252.

For more detail see fols. 43a—43b pp. 112—3; for another meaning, see item17, fol. 100a p. 247.
Lit., “taking.”

For more detail see fol. 42a, pp. 109-10.

Lit., “to mix, blend.” zy 36 misread it as kharaja (to exit).

In x4 the term “sharing” is used with respect to songs in which the course includes both the
middle and ring fingers (k4 Vv: 270, XXI1: 146; Sawa, Arabic musical and socio-cultural glos-
sary 232—3; Sawa, Musical and socio-cultural anecdotes 13, 17, 393). Here the term sharing
most likely means going from one melodic mode to another, and not from one rhythmic
mode to another. For the latter, see item 36, fol. 100a p. 252.

This may mean practicing diligently to reach perfection by repeating the section over and
over. Or it may mean repeating it while performing it, also to improve it. In the latter case,
it is a more intense tarji".
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[26]

[27]

28]

[29]

34

35
36
37
38

39

40

42

43

44

al-ittifaq [lit., agreement] is [when] the singer is in time with the other
musicians.34

al-id‘af [lit.,, doubling] means singing with another singer but an oc-
tave higher.3%

al-isttnaf [lit., resumption] is finishing a line of poetry and immedi-
ately connecting (ista’nafa)3 it to the next line.3”

al-hasr [confinement]38 is the use of the mahsur (yuhsar) melodic
mode and modulating into the mazmum3® or open string melodic
modes, or others.

al-batr*0 [ cutting off, separation] is cutting off the end of a long section
or cadence (magqta‘ tawil)* without straying from the melody (khu-
ritj).42

al-ibtida“ [invention, creativity] means creating a melody from one’s
own natural disposition (tab‘) and not relying on another melody.43
al-ikhtira“ [lit., invention, creation] is composing a song (sawt) with
many melodies (sawt).**

Lit., “to be in agreement with other musicians with regard to durations.” In k4 (VIII: 217;
Sawa, Arabic musical and socio-cultural glossary 534; Sawa, Musical and socio-cultural
anecdotes 242), ittifaq also refers to a similar voice and singing style.

For the related word tadf as a rhythmic ornament, see fol. 100a, item 8. p. 245.

Lit., “resume.”

This clearly means that there is no pause between one line and the next.

The Ms and zy have hasran, but it seems that the an is repeated, because it is followed by
another an. But it could be hasran in the dual form, to mean confined to the two modes of
mazmum and mutlag. See also fol. 108a, p. 279 where mahsir (a melodic mode that uses
the ring finger fret of the mathna string as a tonic in the course of the ring finger fret)
modulates into mazmum; and see tarjih fol. 31 b, p. 85 for modulation from mazmum to
mutlag. For more detail about mahsur see fol. g1b, p. 222.

Mazmum refers to melodic modes that use the index finger fret of the mathna string as a
tonic in the course of the middle or ring finger fret, for more detail, see fol. g1b, p. 222.

ZY 37 misread it as batran.

Al-Katib mentioned that the end of the melodic section should coincide with the end of
the rhythmic foot (Kamal fols. 111, 135-6; Kh. 71, 83, 87; al-Katib, La Perfection 13, 129-30).
He may mean without getting off rhythm. It seems likely that the long cadence is cur-
tailed and replaced by a pause, that is, notes are removed but their durations are replaced
by pauses.

Ibn al-Tahhan used this definition of ikhtara‘a to explain the grand composition al-talhin
al-akbar (fol. 21a). Al-Tifashi used the same as well (Mut at fol. 53; al-Sillami160), and listed
it under inventing types of songs from the meters (bahr) of the twelve bardawat (Mut‘at
fol. 39; al-Sillam1142).

This may mean that the song is made of parts and is not strophic in form. Clearly, in this
case tkhtira“ differs in meaning from ikhtira‘ (inventing a brand new composition) in rela-
tion to the grand composition. In this chapter, ibtida‘ means a brand new composition.

7Y 37
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al-itba“ [lit., following] is [one] song following another in the same
[rhythmic and melodic] modes (tariga).*>

al-intiza“ [extraction, removal] is extracting the wholeness (sihha) of
the melody of a song (sawt) and setting it to another poem (sawt).#6
al-tarji* is a type of regret, sorrow, and anguish.4”

al-tafajju‘ [agony] is more intense than pain (tawajju‘) and suitable
[for] lamentations (marthiya).

al-tadhallul [self-abasement] is found in melodies that befit poems [of
self-abasement].

al-tadallul [lit., coquetry] is a pleasant type of resisting an amorous
dalliance [from a beloved] and expressing grief [because of him] (tas-
hajt).

al-taharruz [caution] is to be on guard (tahaffuz)*® about slipping
(zalal)*® while singing.

al-ta‘azzuz [lit., pride] is found in songs with themes of confidence
(i'tidad) and reprimand (tawbikh).>°

al-takahhul [lit., turning into middle age, mature age] is called old
age (shaykhitkha) by some people; it resembles (hdka) older peoples’
voices.5!

In al-Katib this refers to the doubling of the letters; it is especially effective when the [, m,
and n are doubled (Kamal fol. 132; Kh. 81; al-Katib, La Perfection 127).

For a large number of synonyms to this contrafactum in x4, see Sawa, Musical and socio-
cultural anecdotes 65. Ibn al-Tahhan calls it the smaller composition (al-talhin al-asghar)
p- 52. In al-Katib, intiza“ has a different meaning; it is similar to a poem’s movement from
the nasib (erotic introduction) to the madih (panegyric, praising a person or a tribe). In
music, he mentions that he does not call it a movement, rather he calls it a separation
motif (infisal); it occurs in the middle or end of the first verse or in the middle of the sec-
ond verse (Kamal fols. 133—4; Kh. 82; al-Katib, La Perfection 128).

See fol. 28b, item g p. 76 for another meaning of tarji

For an anecdote about caution, see k4 v: 226; Sawa, Arabic musical and socio-cultural glos-
sary 79; Sawa, Musical and socio-cultural anecdotes 460.

Zalal also means deficiency, moving aside. The various meanings point to mistakes in into-
nation, timing, lack of a full breath, or a memory lapse.

zy 37 read it as ta‘azzur (reprimand) instead of ta‘azzuz (pride). This is a possibility, in
which case the sentence would read “Reprimand: It is found in songs with themes of con-
fidence and reprimand.”

Al-Tifashl mentions the use of the mathlath and mathna (that should have been the
bamm) strings to accompany the voices of older singers (al-takahhul) and that these
strings should be used for lower notes (Mut‘at fol. 104; al-Sillam1 233). For the negative
effects of old age on a singer’s voice in x4, see Sawa, Musical and socio-cultural anecdotes
463.



BEAUTIFUL (MULAH) VOCAL MUSIC, TECHNIQUES, AND QUALITIES 81

[42]
[43]
[44]

[45]

[46]

52
53
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57

58

59

al-tamahhul [lit., slowing down] is when a person has a pain in his side
(majnub) and sits and holds on [to it].52

al-zafn [lit., dance]53 is a type of ramal rhythmic mode that is much
liked and most often found [in compositions played on] tunburs.>*
al-mujn [pleasure] is derived from mujun [shameless pleasures]; a sec-
ond type (naw°) is found in melodies, and these are beautiful >
al-ittisal [lit., joining] is when a singer is in the company of another
singer and competes with and opposes him (mu‘arada) with a better
performance (gaw!).56

al-infisal [lit., separation? is when the singer separates from the other
singer and sings a song in the same rhythmic and melodic modes
(tariga).

al-qahgaha [lit., laughter] occurs in singing; it means [singing with]
laughter and is peculiar (mustaghraba) to the singers of Baghdad.>®
al-hamza [glottal stop] is the use of the glottal stop in some notes in a
song; it is very agreeable.>®

This ambiguous sentence very likely refers to a very slow tempo. zy 37 correctly added a
question mark after the definition.

Al-Farabi defines this as a type of dance that does not result in any sound. For more detail,
see Sawa, Musical and socio-cultural anecdotes 312—21.

In k4 we read about a particular style of tunbur compositions, namely, those set to the
ramal and hazaj rthythmic modes (XX11: 212; Sawa, Musical and socio-cultural anecdotes
152).

It is unclear what is meant by the second type.

Lit., “utterance.”

zy 37 misread it as infial (being affected). For another meaning in al-Katib, see item 34,
p- 8o.

Al-Katib defines gahqaha as the loud and broken laughter that was so common among
the singers of Baghdad that it became their “property” (Kamal fol. 133; Kh. 82; al-Katib,
La Perfection 127. Shiloah misread people of Baghdad and had musicians instead). In the
dictionaries it is defined as repeated and extended laughter, and laughter accompanied by
the word gah, and when repeated it becomes gahqah. x4 reports that Ibn Surayj sang in
a laughing manner (kA 1: 293; Sawa, Arabic musical and socio-cultural glossary 425; Sawa,
Musical and socio-cultural anecdotes 208).

In al-Farabi the hamza is used to fill the beginning of a note (kMK 1m17; MA 11: 71; Sawa,
Musical and socio-cultural anecdotes 34). It is also used in the nabras, which are short notes
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 embellish-
ments (KMK 1077-8,1173; MA 11: 60, 90; Sawa, Music performance 102—4). 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
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al-ghamza [lit., wink; soft attack] occurs at the end (tarf) [of melodies]
and the end of sections ( fas!).6°

al-dujra [lit., anxiety arising from grief] is a sound that derives from
its name and occurs in the melodies [or sections thereof] resembling
grief.6!

al-fatra [lit., slackness, weakness] occurs at the end of sections ( fas!)
of melodies in such a way that it is not heard.2

al-mubayana [the first type] [lit., separation, opposition] is when a
singer sings with another singer, one [sings one] verse and one [sings
the other] verse.%3

al-mubayana [the second type]%4 [lit., separation, opposition] is when
a singer sings with another singer, one [sings one] hemistich and [the
other sings] one hemistich.

on a voweled consonant, thus facilitating the difficult cut-off (kMK 1084-5, 1173; MA 11: 61).
The nabra (or soft hamza) is also added at the beginning of a long note and long vowel to
facilitate its performance (kMK 1117; MA 11: 71). See also Sawa, Musical and socio-cultural
anecdotes 34—5. In al-Katib, the hamza is an ample chest voice that resembles moaning
(Kamal fol. 138; Kh. 84; al-Katib, La Perfection 130).

Al-Farabi mentions that a ghamza (or wink) is the practitioners’ term for a soft or weak
attack; it is used to indicate the position of an attack in a passage or support or a doubled
attack (Sawa, Music performance 231; Sawa, Rhythmic theories 168, 350, 371-2, 379, 426, 573,
580, 639). It indicates an attack that is weak and resembles a wink. Al-Katib corroborates
Ibn al-Tahhan, saying that it occurs at the end of a section of a song and that, in addition,
it is a sharp-pitched note played stealthily after low-pitched notes (Kamal fol. 138; Kh. 84;
al-Katib, La Perfection 131).

Al-Katib has dajara and says that it resembles the sound of vexation, anger, worry, and
grief (dajar) (Kamal fol. 27; Kh. 79; al-Katib, La Perfection 123). In al-Farabi we find huzn
(sadness) and ghadab (anger) (kMK 1071; MA 11: 58; Sawa, Music performance 100).

The Ms has ismuha (its name) but zy 37 correctly edited it as samuha (hearing it). Thus it
is a type of pianissimo that points to the end of a section.

This is clearly a duet; k4 mentions a duet as the best of worldly pleasures: “Thumama b.
al-Ashras said, ‘I passed by Ibrahim al-Mawsili and Yazid Hawra’ while they were having a
morning draft and between them they sang one song in turns, one performed one line and
the other one line ... By God I could not imagine that any worldly pleasures could be left
after the state these two were in

I

(KA v: 231; Sawa, Music pe;formance 153—4; Sawa Musi-
cal and socio-cultural anecdotes 239—40). Ibn al-Tahhan’s description is repeated again in
fol. 42b, p. 1 with the following addition: “This format shows the excellence, skill, and
superiority of one over the other”

This is later called mumathala (fol. 42b, p. 111), with the following addition: “They may cor-
respond [vocally] with one another, contend with one another by engaging in a melodic
tug of war, [each] one taking a poetic foot [set to a musical division], and when he finishes
it the other one starts the next poetic foot, and they each add more ornaments in the soft
passages.”
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al-ibdal [replacement] is replacing the index finger note (mazmiin)
[e.g., G] with that of an open string (mutlaq) [e.g., F] note and vice
versa.55

al-radda [lit., returning] is when the singer, after finishing a verse,
returns to its beginning and then stops.56

al-tashbra [lit., filling] consists of notes (nagham) and ornaments
(2@’%ida)®” that fill the end of a section of a song (magta©).68

al-sila [lit., joining, linking] is when the cup is [still] in the mouth of
the patron and the verse is finished [so the singer] links it to another
one.%?

al-ishara [pointing] is when the singer is in the melodic mode (raw®)
that starts with the open string (mutlag) and then [the singer] points
to the melodic mode that starts with the index finger (mazmum).”®

Al-Farabi uses the related term tabdil and mentions two types of replacements: (1) replac-
ing a note with its octave, fifth, octave plus fifth, fourth; (2) replacing a note with a neigh-
boring note, such as the anterior to the index finger (e.g., G flat) to replace the index finger
(G) (see example 2, p. 223; KMK 1060—1; MA 11: 51; Sawa, Music performance 97). In al-Katib,
ibdal is the replacement of letters rather than notes (Kamal fols. 129—30; Kh. 8o; al-Katib,
La Perfection 125). For more details about the mutlag see fol. g1b, p. 222.

Al-Farabi explains the radda technique as setting the last portion of the melody to the first
line of the poem, or a part of it. This part of the poem 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 (kak 1162—3; M4 11: 85; Sawa,
Arabic musical and socio-cultural glossary 162—4; Sawa, Musical and socio-cultural anec-
dotes 35-6, 99—100). In al-Katib, the radda can use the words of the first verse, or another
verse, or the last verse (Kamal fols. 131—2; Kh. 81; al-Katib, La Perfection 126—7). For anec-
dotes in k4 where the radda occurs, see 1x: 278, X1V: 114; Sawa, Musical and socio-cultural
anecdotes 100-1.

See item 10, fol. 27a p. 69.

Al-Farabi does not restrict the tashbi to the sections of a song. For details about the tashbi
to mean fullness and satiation with regard to food, intellect, clothing, writing, phonology,
the human body, and herbage, see Sawa Rhythmic theories 192. In KA it is one of the many
positive requirements of a good singer (1: 315; Sawa, Arabic musical and socio-cultural glos-
sary 262—3; Sawa, Musical and socio-cultural anecdotes 206-7).

Clearly it is bad manners to stop singing when the patron is still drinking. So the singer
does not stop singing and links the finished verse with another one. It is not clear if the
added verse has already been sung in the course of the song, or if the verse is from the same
poem and the same melody but one that has not yet been sung, or if it is another poem and
another melody. Al-Katib has the meaning of joining, but not in the same context. Rather,
the sila is the musical joining of one line to another, or one hemistich to another, when
there is no pause, cadence, or end of a section (magqta‘) and when there is no breathing
space (Kamal fol. 136; Kh. 83; al-Katib, La Perfection 130).

In both cases of open or index finger, the tonic is given, but not the course. Here pointing
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al-ghara [lit., raid] is a singer / composer [who] hears a song, likes a
section of it, and takes it.”

al-istikana [lit., submission] is conformation (tawfig), obedience
(khudu‘), and self-abasement (tadhallul).”

al-isti‘ana™ [seeking help, making use], like its name indicates, is a
shadhra [?] that causes tarab according to what resembles it in the
poem.

al-istinaba [substitute] is when the singer uses the strings instead of
his voice to play high-pitched notes (shidda).7 |

al-hazza [shaking] is shaking the note; [in general] notes are shaken
(mahzuza) or plain and stable (garra).”™

al-shaja [moving, touching mood, sadness] is related to resisting an
amorous dalliance [with a beloved] and expressing grief [because of
him] (tashajt); it also refers to a beautiful voice. It is among the quali-
ties that produce tarab.”

al-buk@ [crying] is imitated (haka) in the melodies to suit lamenta-
tions (marthiya) and complaints (shakwa).”

may refer to a warning that a modulation is going to occur. Otherwise, the ishara were
facial expressions and gestures of the palms, hands, fingers, eyes, eyebrows, edge or side
of the face, head, and shoulders (for more detail, see fols. 50b—51b, pp. 129-31).

This is a targeted theft, and the metaphor of a “raid” is brilliant, because in a targeted raid
one does not steal everything.

This may refer to songs in which the singer begs for a reward or pardon from a patron, or
begs for love from his beloved.

zy 38 edited this word as istighatha (screaming for help) which does not fit the definition.
Al-Tifashi finds this a fault, as it reduces the value of the voice (Mutat fol. 58; al-Sillam1
168). He also mentions the substitution of a note in the lute with its octave (Mut ‘at fol. 106;
al-Sillami 233—4).

Al-Farabi has the same definition (kMK 1071, 1164—5, 1172; MA 11: 58, 86, 90; Sawa, Arabic
musical and socio-cultural glossary 512; Sawa, Music performance 100; Sawa, Musical and
socio-cultural anecdotes 39) and al-Katib (Kamal fol. 133; Kh. 82; al-Katib, La Perfection127).
Al-Tifashi adds a most 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‘at fols. 30—1; al-Sillami 104).
Al-Katib also has shaja and shaji as among the prerequisites or good qualities in a singer
(Kamal fols. 186, 195; Kh. 118, 124; al-Katib, La Perfection 166, 174). See also Sawa, Arabic
musical and socio-cultural glossary 228-9; Sawa, Musical and socio-cultural anecdotes 458.
In x4, heavy rhythms produce such moving, touching feelings of sorrow (11: 373); Ibn
Surayj had a set of songs named after him, Mushjiyat Ibn Surayj, because they caused such
feelings (1: 277); the term is associated with tenderness (1: 290). See also al-shaja number1,
fol. 27a p. 67.

For crying because of tarab see kA 1X: 177, XVIIL: 359; Sawa, Arabic musical and socio-
cultural glossary 28; Sawa, Musical and socio-cultural anecdotes 296, 298.
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78

79

8o

81

82
83
84

al-tarjih [inclination] is making notes incline (murajjah) between the
[melodic mode starting with] the index finger (mazmuam) and the
[melodic mode starting with] the open string (mutlaq).”®

al-taawwuh [moaning, sighing, wailing] causes tarab, resembles the
sound of its name, and is used by Baghdadi singers.”®

al-tanahhudat [sighings] derive from sighing (tanahhud) and occur
during separation ( furga), longing, and desire (shawq).8%

al-takrir [repetition] is the repetition of a note [or a section of] a
melody (naghma) that causes tarab and is pleasant and enjoyable
(mustahsan).8!

al-ta‘rij [lit., bending, inclining]®2 is the changing (¢a‘rij) and twisting
(talawwr) of the melody so that nothing remains (anba'a)®3 of it except
the alteration (‘amal).8*

See also hasr fol. 30a p. 79. It may not be a mode, but a note; in such a case the sentence
would read: “It is making the note incline between the index finger and the open string,”
or it may refer to a note between the two, or to the movement from one to the other. In al-
Farabi it does not mean the inclination of a note but a vocal sound production, namely,
singing the notes in a weightier, more powerful way by widening the air passages (kMk
1172—3; MA 11: 89—90; Sawa, Arabic musical and socio-cultural glossary 155—6; Sawa, Music
performance 101; Sawa, Musical and socio-cultural anecdotes 40). Al-Katib, probably incor-
rectly, equates the tarjih with the tarji* (ornamental repetitions) (Kamal fol. 129; Kh. 8o;
al-Katib, La Perfection 124—5).

Al-Katib adds that taawwuh resembles the sound of a person moaning and in pain. A
song can be built partially or totally on it; this results in a feeling of its beauty and soft-
ness (Kamal fol. 128; Kh. 80; al-Katib, La Perfection 124). There are also instances in kK4 (11:
363) in which people moan as a result of tarab (Sawa, Arabic musical and socio-cultural
glossary 16, 284; Sawa, Musical and socio-cultural anecdotes 298-9).

Al-Katib adds that tanahhudat consist of one or more notes followed by a loud respiration;
they occur in fast-moving notes (nagham mukhabbaba). Shiloah read it as mujannaba
(anterior to the index finger) (Kamal fol. 135; Kh. 83; al-Katib, La Perfection 129).

Takrir is equivalent to karra in al-Katib, Kamal fol. 129; Kh. 80; al-Katib, La Perfection 125.
In al-Farabi it is a rhythmic variation technique that involves the repetition of parts of the
rhythmic cycle, leading to metric expansion (Sawa, Music performance 248; Sawa, Rhyth-
mic theories 568, 629).

Ta‘rij can also mean “turning, swerving, zigzagging.”

Lit., “is known.”

This technique is well corroborated in k4 (X: 69—70) where al-Isfahani brilliantly com-
mented on the process of change, saying: “And if this process [of change] continues with-
out interruption, then the composition belongs to whoever is singing and making the
changes at the time and not to the predecessors. [Ultimately,] if the new singers change
what they have learned as they please, and the one from whom they learned had also
changed it, and the latter also learned from others who had changed it—then once this
process has gone on for a span of five generations or so, then the audience in our era
will not be listening to any part of the original form from the early generation of com-
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CHAPTER 26

al-tadrij [gradual ascending or descending] is the gradual descent in
the melody from a higher to a lower register and vice versa.8?
al-muhahat is the repetition of the letter 4@’ in vocal melodies.6
al-muyat [lit., howling] is the howling of singers to one another.87
al-na‘arat [lit., shouting, bellowing] occur in singing and behave ac-
cording to their names.88

al-zafarat [sighs, moans]®® derives from the zafir [calamity, misfor-
tune] and is pleasant and enjoyable (mustahsan).

posers” (Sawa, Musical and socio-cultural anecdotes 260; see also Sawa, Music performance
187).

This technical term appears with this meaning in x4 (v: 366—7): “When Ishaq composed
his song A-Mawiyya in the ramal rthythmic mode, he came up with a very rare ramal. This
is so because he starts it on a very high note then gradually descends until it reaches a
cadence on a low note” (Sawa, Arabic musical and socio-cultural glossary 132; Sawa, Musi-
cal and socio-cultural anecdotes 103). In al-Farabi the related terms daraj and idraj are
rhythmic techniques: see item 6, idraj fol. 1004, p. 244. In al-Katib it has the same meaning
(Kamal fol. 128; Kh. 79; al-Katib, La Perfection 124).

Al-Katib gives more detail about this. The muhahat are like the shahagat (sobbing, moan-
ing) and occur when the letter 4@’ (h) is repeated, such as in haha or hahaha or hahaha.
When there are too many repetitions of the letter ha’, it is muhahat; when there are not
that many, it is called shahagat, such as in aha aha; when prolonged as in ha ha, it is used
in lamentation and caravan songs (Kamal fol. 134; Kh. 82; al-Katib, La Perfection 128).
This may mean a musical shouting match that eventually leads to an excellent perfor-
mance. It may be a more intense type of munadala (item 17 above, p. 77). zy 38 misread it
as mu‘abat (criticizing).

Al-Katib uses the related word na‘r and defines it as the sound of a drunken man, who
produces a long, sustained, or broken sound, in one breath (Kamal fol. 132; Kh. 82; al-
Katib, La Perfection 127). It occurs in k4 (11: 239, 1V: 283, XI1: 53; Sawa, Arabic musical and
socio-cultural glossary 489; Sawa, Musical and socio-cultural anecdotes 297, 304) as causing
tarab.

More specifically, it means “he inhaled to the maximum because of grief, and then exhaled
with a prolonged sound of a sigh” (Lane, An Arabic-English lexicon 111:1236—7). In al-Katib
it is similar to the hamza (Kamal fol. 138; Kh. 84; al-Katib, La Perfection 130).



CHAPTER 27

Tricks Used in Stealing Songs and Precautions to
Prevent This [fols. 31b, 22a—22b, 32a—34a; Y 39—42]

[This is an amusing chapter about stealing songs, and contrafactum, and tools
to prevent the theft of songs. The details about learning difficult songs and
about musical forms are also interesting. |

With regard to stealing (sariga) songs, the one who decides (yasirru)! to do so
“encircles” them (hayyata)? | and alters them so it [i.e., the song] is not rec-
ognizable; he can be successful and [this can be] achieved by practicing [the
music of ] composers who also know the craft of composition (mawg:°).3 This
is because the singer (sami‘)* who wants to learn a new song must strive to
learn the poem of the song, to know the rhythmic and melodic modes, and to
contemplate its sections, musical divisions, its meanings, cadences, and poet-
ical divisions. | He must also strive to contemplate the first line of the poem;
by doing so he will know the rest of the song, unless there are other types of
melodic movements and a high note, in which case he must work harder than
if it had been a strophic form (al-qanin al-wahid).5 The latter is like the song of
al-Sharif Abu 1-Qasim al-Rass:

“Is there not a living being in the desert dunes inhabiting the empty and
bygone remains?”®

The four verses of this song have the same melody.
The one that makes him work harder toward the end of the song is like this
one:

The word is unclear; zy edited it as yughanni (to sing).
That is, for the purpose of stealing them.

Lit., “situation, location, position.”

Lit., “listener.”

(&2 B O e

Lit., “similar canon.” A great number of muwashshahat of the nineteenth and twentieth cen-
turies have a strophic form like this (e.g., Ya shadi l-alhan of Sayyid Darwish [1892-1923]),
others have the form AaBA.

6 This is a poem by Dha l-Rumma (ca. 77-117/696-735) (al-maktaba.org).
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“If Quraysh one day meets to boast
Then in Manaf they will find their secret and essence.””

So if he thinks of it [and understands it], he could [steal] it at once. If not, he
would ask someone present to [steal] it for him. Or he would say to the one
who sings it: “In this song, there is a section which is different.” He would point
to it | and repeat it and say: “This is the place that is not clear, and if you sing
it for me, I will show you (arituka) [the problematic section]”.8 Or you? sing it
[by changing it] to an easier and plainer (mursal)'° melody, and you say that
this poem has been set only to this melody. He will be [angry], as if struck by
fire and would sing [his own song, because he is], enamored with his tune. In
this way you learn it correctly (yasihhu laka),"* or you are closer to learning it,
as you are hearing it [again]; he will not be aware of you [learning it], and you
will succeed in taking it from him.

It was related that al-Ma’mun ordered Ibrahim b. al-Mahdi and Ishaq b.
Ibrahim al-Mawsili to set to music a poem he had suggested, and I think it is
his poem:

“I wrote to my beloved, with the fold (kasr)!? of my eyelid

A letter which only she will read

The rosy red color of her cheeks and the glance of her eyelids
Told me that she read it."3

Both took the poem and learned it by heart. He then ordered them to come
back early the next day to have a morning draft. Ishaq said:

7 The poem is by Aba Talib (-85-3/540—620); the original second hemistich says, “Then in
‘Abd Manaf they will find their secret and essence” (al-maktaba.org). The verse is repeated
on fol. 45b, p. 120 with the correct “Abd Manaf.”
zY 40 edited it as irtabaka (will be confused), but the text clearly has arituka.

Here the author changes the person and addresses his remarks to a student.

10 Mursal also means calm and without many melodic jumps. See kA 1X: 247 and Sawa, Musi-
cal and socio-cultural anecdotes 78—9.

11 ZY 40 edited this incorrectly, as yasihu laka (he will scream at you).

12 It can also mean a fraction, part, half, fifth, tenth; crease, wrinkle, ply, plait; side (Lane, An
Arabic-English lexicon v11: 2611—2).

13 The poem is by Ahmad b. Abi Tahir b. Tayfur (204—280/819-893); the original poem has
“eye” instead of “eyelid,” and “fold of her eyelids” instead of “glance of her eyelids” (al
-maktaba.org).
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15

I thought about Ibrahim b. al-Mahd; [in the past I] had found him to be
faster than me, with a better talent (gartha) and a sharper mind | in com-
position. Iwas worried that he would beat me and get to [al-Ma’miain] first,
so I disguised myself, brought one dinar with me and made my way to the
doorman who stood at Ibrahim’s door. I gave him the dinar and asked
him to let me sit there so as to meet Ibrahim in the morning on the way
to the Prince of Believers (amir al-mwminin). And while he was compos-
ing a song or a poem, Ibrahim used to sit alone under an archway that he
never left. He asked for a lute [to help with his composition] at that loca-
tion, and I could hear him and [he was not aware that I was there], and
nothing of his composition was hidden from me. He began composing
and dividing the melody and kept repeating it until it was perfect to him
(sahha lahu), and in the process I learned it and mastered it (ahkama). 1
went to my house, changed my clothes, and went to the caliph’s palace.
The servant went out and asked who was there, [and] I said, Ishaq. The
servant went in, came out, and summoned me. When I appeared before
the caliph, he said to me: “The song?” I said, of course, O Prince of Believ-
ers (amir al-mwminin), and | [I] sang it and he liked it, and ordered that I
be given garments, a gift, and two camels |. Ibrahim b. al-Mahdi came in
the late morning, and permission was given for him to enter. [The caliph]
asked him about the song, and he said, “Of course, O Prince of Believers”
(amir al-mwminin) and he sang it exactly like I did. [Ishaq] said to him-
self: “By God, I sang his song and I beat him, and I think there is someone
in my house who can tell [you] about it"* Al-Ma’mun’s face became pale
and [he] was upset and said: “O Uncle, what did you do?” He said: “Do
what?” [Al-Ma’'mun] said: “This is Ishaq’s composition!” [Ibrahim] said:
“I would free what I own of female and male slaves, and my confined
(muhabbas)' beasts for the sake of God, I would also renounce Islam if
any person preceded me [in composing] my melody.” He became angrier.
When I worried that [Ibrahim would] say or do something unexpected,
I said: O Prince of Believers (amir al-muminin), would you reassure me
[that you will not punish me]? He said: “Yes.” So I said: “I must tell you
the truth. It is his melody.” I told him the story, he laughed and said: “May
God kill you, O thief!” He then ordered that Ibrahim be given double what
I'was given.

He must have sung it in his house, where someone heard it, and could be a reliable witness
that Ishaq had sung that song.
zy 41 edited as mahabbatan (for the love of).

32a

ZY 41
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The same thing or even [worse] happened to Ibn al-Shamiyya and me at the
house of Ibn'é Ayyub, the owner of a number of restaurants. We met, ate, and
slept until the | drinking party and its setting were ready for us. Ibn Ayyub left
and Ibn al-Shamiyya took a section that he liked from a poem of Ibn al-Rami
[221-283/836—896] and set it (nagala)!” to the melody of a [known] song he
used to sing. This is because he was not able to invent (ikhtira“)'® a melody on
his own; rather he could copy one [and set it to another poem] if the poetic
meter was the same. I learned it correctly from him. And the poem is:

“As if her breeze has the fragrance of lavender

A master taking possession of my character!®

A gift of nice aroma given at night2°

To imaginations?! which are her intimate friends

If her breath blows gently at dawn

A free person would breathe as if he were a heart-rending one.”

He then grabbed the lute and sang it and I heard it [again] and mastered it even
better. Ibn Ayyub also heard it and it caused him to [reach] a state of tarab.

He [Ibn Ayyub] then said [to Ibn al-Shamiyya]: “What is this, for by God
its tarab stirred me.”

[Ibn al-Shamiyya] replied: “It is a song I have composed because of your
responsiveness.”

Ibn Ayyub was wearing a violet garment of Greek silk brocade. I saw
him as he looked toward his garment and toward Ibn al-Shamiyya,
| so I knew that he wanted to give it to him. Then Ibn al-Shamiyya
went downstairs to talk to his ghulams about something.

So I'said to [Ibn Ayyib]: “O my master, I am astonished at this old man
claiming that song and lying about it.”

He said: “What do you mean?”

I said to him: “This is my father’s melody and he took it from his song. I
can [sing it] better because he left out the best of it.”

So he said to me: “Sing it!”

16 The text has Aba but later he is mentioned many times as Ibn, not Aba.

17 Lit., “copied, transferred.”

18  This is synonymous with al-talhin al-akbar (grand composition, fol. 21a, p. 51).

19  The original says: “A master put him in charge of my character” (al-maktaba.org).
20  The original has “flew” instead of “given” (al-maktaba.org).

21 The original has “to types of gardens” instead of “imaginations” (al-maktaba.org).
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I did, and then I went to the third verse and sang the open string note,
and turned it into a high note and improved it.

He said: “By God this is rare and exquisite (tarif).”

Then Ibn al-Shamiyya came and Ibn Ayyub’s behavior toward him
changed. He said to him: | “O Abu I-Hasan, I heard this melody from
him and I think he sings it [the way his father had composed it].”

[Ibn al-Shamiyya] said: “By God, I did not know that, so can he sing this
poem to a different melody?”22

[Ibn Ayyub] said: “No it is the same melody.”

[Ibn al-Shamiyya] said: “Do not deny (ankara)??® God his power.” Then
he turned toward me and said: “Sing it!”

I said: “I will, but it is not a good time now (al-sa‘a)?* in front of you.”

He said: “By God, sing it,” as he was eager to show that I had lied. I sang
it and sang the high note and [Ibn al-Shamiyya’s] color became ashen
and he was embarrassed.

Then he said, “Sometime two melodies happen to coincide exactly, and
minds can concur.”??

I said to him: “But | you heard it from my father in Tripoli while we were
drinking in the back by the lilies of the valley.”

He became more angry, got up, and left. Ibn Ayyib rewarded me with
the long outer garment open in the front, with wide sleeves ( jubba).
After a short while I related to him the story [about how musicians
steal songs] and he said to me: “My admiration for your intelligence is
dearer to me than your singing”

As for [how to take] precautions [against] the theft of songs, only skillful prac-
titioners can do it.26 This is because, if a skillful singer is worried that someone
will steal his song, he would alter the musical divisions, spoil its poetic feet,
change its notes, and enact melodic movements that are different from the ones
in the verses of the song, and he would also add (za’ida) notes that were not
in the song proper. Furthermore, if it were in a heavy meter he would lighten
it, and if [it were] in the light meter he would make it heavier, and connect

22
23

24
25

26

The Ms has an addition in the margin that is unreadable.

zY 42 has shukran (thanks). Here the sentence means that God has the power to enable
two people to compose the same melody. See n. 25 below.

ZY 42 misread it as saha (field).

For an anecdote in kA where minds indeed concur, see 111: 306; Sawa, Musical and socio-
cultural anecdotes 85-6.

Al-Katib has a similar chapter, but it is not as detailed as this paragraph (Kamal fols. 164—9;
Kh. 106-8; al-Katib, La Perfection 151-4).

7ZY42

34a
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them.2 If he wishes, he can change its melodic mode (naw‘) to another one,
as for example from mazmim to mutlag or to mahmul?® and take it farther
from its origin (ganun). But this will not work if the thief is Ishaq or his father?®
Ibrahim.30

27 By “connect them,” he may mean the heavy will become and remain light and vice versa.

28  Mahmaul is a melodic mode that uses the middle finger fret of the mathna string as a tonic
in the course of the middle finger fret; for more details see fol. gib, p. 222.

29  The Ms mistakenly has “son.”

30  Thatis, they are so clever that they will find and remove the alterations and return to the
original song.



CHAPTER 28

Food and Drinks That Are Beneficial to the Throats
and Those That Are Not' [fols. 34a—35a; ZY 43—4]

[This chapter and the next are combined in al-Katib’s chapter 39 which offers
a shorter version but also a few useful additions. At the end of the chapter the
author adds other factors in addition to food and drinks.]

Drinks that are beneficial are warm water (al-ma’ al-harr) before breakfast, rose
water or julep (jullab),? violet (banafsaj) juice, walnut oil (duhn al-lawz),® to
gargle with the residue left in a sieve from white bran-free flour (huwwara),*
barley water (sha‘ir), jujube water (‘unnab), sebesten plum juice (sibistan), vio-
let oil,® thickened licorice juice (rubb al-sis) and its stem (ud), cabbage paste
(luag al-kurumb), the plant,® sugar (sukkar), sugar cane (qasab al-sukkar),”
dried date juice (sharab al-tamr)® and plain oxymel (sakanjabin)® for phleg-
matic throats, swallowing aged alcohol beverage in consecutive portions, little
by little (tajarru‘), salted lime and sweetened lime, sipping small quantities of
soup or broth made of starch and the core ({ubab) of mulberry juice,'® water of
soaked and sprouting beans (bagilla), and the oil of squash.!!

The title in the table of contents correctly adds “and other factors.”

2 Al-Katib refers to sucking on the julep plant (Kamal fol. 211; Kh. 133; al-Katib, La Perfection
185).

3 Al-Katib adds that walnut oil should be taken before breakfast (Kamal fol. 221; Kh. 133;
al-Katib, La Perfection 185).

4 Nasrallah, Treasure 272, 692. Y 43 has jawari and defines it as white flour. Al-Katib has
gargling with ‘agid, a drink prepared by condensing milk (Dozy, Supplément 151; Kamal
fol. 211; Kh. 133; al-Katib, La Perfection 185).

5 Al-Katib has violet drunk in warm water (Kamal fol. 211; Kh. 133; al-Katib, La Perfection
185).
He may be referring to the cabbage plant.
In al-Katib this is grilled sweet sugar cane (Kamal fol. 211; Kh. 133; al-Katib, La Perfection
185).
The Ms has nima (?); zy edited it as tamr.
The Ms has sakjin; zY edited it as sakanjabin. For a list of recipes, see Nasrallah, Treasure
700.

10 The core can also be the best part, or the quintessence or marrow, of mulberry juice; or it
can refer to condensed juice.

11 Tothese al-Katib adds toasted green wheat ( farik) (Nasrallah, Treasure 691) pounded with

© GEORGE DIMITRI SAWA, 2021 DOI:10.1163/9789004465497_031

34b



353;
7Y 44

94 CHAPTER 28

As for food that is beneficial, [these include] the jawadhib,'? fatty and tasty
broth, soft boiled eggs (nimbirisht),'® beans sitting in water for a long time
(maslig),"* cold moist pounded meat dishes (mudagqagat),’® thick pudding
(khabis),'6 sweet stew ( faludhajiyya),!” rice pudding (urz bi-l-laban), and sweet
food. For phlegmatic throats, one uses salty foods (mulith), some [of which] get
rid of phlegm better than others.

What harms the voice are excessive fatigue,'® heavy hangovers, pickles
(mukhallal),’® dates (balah),?° fresh spadix?! and pollen (al-tal® al-ghadd),??
olives, pomegranate rind, myrobalan (ajlij), | myrtle seeds,?? bitter quince (saf-
arjal),?* the abandonment of singing, singing in alternation or in unison (mura-
sala) with men and women who sing higher notes below pitch (gati),?? learn-
ing [wrongly] from them, singing [but not] in the usual register, the [bad] habit

sugar; the use of a siwak (a small stick, whose tip is softened by chewing or beating so it can
be used for cleaning and polishing the teeth) in the early morning; and the sawiq (toasted
and crushed grains) juice (Nasrallah, Treasure 701; Kamal fol. 211; Kh. 133; al-Katib, La Per-
fection 185).

12 It is a food prepared with sugar, rice, and meat; or a cake of bread baked in an oven
with a bird or meat suspended above it, the gravy of which drizzles over it while it is
cooking (Lane, An Arabic-English lexicon 11: 395). In Nasrallah (Treasure 693) it is defined
as bread pudding; it can also have poppy seeds, or be fermented bread, or stuffed pan-
cakes.

13 Lit, “half soft-boiled egg.” Birisht means soft-boiled egg (Wehr, Dictionary 53). But in Per-
sian, 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). ZY 43 misread it as al-fin rasht,
but got the meaning right, as half-cooked. Al-Katib has nimrisht (Kamal fol. 211; Kh. 133;
al-Katib, La Perfection 185).

14  ZY 43 edited it as masluqg (boiled).

15  Forrecipes, see Nasrallah, Treasure 697.

16  Khabis is a thick pudding made with toasted flour or crushed almonds with fat and sugar.
Other ingredients include carrots, poppy seeds, gourd, jujube, and rose petals (Nasrallah,
Treasure 485, 693—4). Lane defines it as food made of dates and clarified butter (An Arabic-
English lexicon 11: 697).

17 Nasrallah, Treasure 691.

18  Al-Katib adds staying up late and dancing (Kamal fol. 212; Kh. 133; al-Katib, La Perfection
185).

19  Forrecipes, see Nasrallah, Treasure 697. Al-Katib has humudat (acidic food) and says that
it is only bad for dry throats (Kamal fol. 212; Kh. 133; al-Katib, La Perfection 186).

20  Itseems that date juice (p. 93) is beneficial, but the dates themselves are not.

21 Spadix is a broken palm branch and its fruit.

22 7Y 43 edited ghadd incorrectly, as afan (rottenness).

23 Nasrallah, Treasure 696 (under marsin).

24 For recipes, see Nasrallah, Treasure 700.

25  See more detail on fol. 67a, p. 175.
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of [too much] rest,26 singing with alow and soft voice (zamzama) over fastened
(haziga)®" delicate [quiet] instruments.

As for songstresses, their voices are harmed by pregnancy, giving birth, exces-
sive obesity, eating in bathhouses,?8 medicaments [to combat] fat [and obesity]
(adwiyat al-shahm), laxatives (al-adwiya al-mushila), exposure to the wind, and
carrying more than one is able to.

26  This must be another way to say the abandonment of singing.
27  This probablyrefers to string instruments. For more details about zamzama, see n. 3, p. 100,
fol. 37a.

28 It is unclear how this would harm the voice, unless it causes songstresses to overeat, in
addition to the harm done by humidity (see next chapter, p. 96).
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CHAPTER 29

Locations That Are Beneficial for Voices and
Improve Them, and Those That Diminish and Spoil
Them [fols. 35a—35b; Y 44]

[The author discusses the effects of the seasons on voices, and states that con-
fined spaces and particular structures are better for voices than open air places.
The harmful effects of decaying old houses, furniture, drapes, and carpets on
voices are also of interest.]

Voices increase in beauty, purity, and distinctiveness (fidda) in places that are
new and plastered (mujjassasa), [and especially] in structures built in a long or
oblong form (azj)! or their like. Bathhouses are also good, but less than [not as
beneficial as] the former [structures] because of the humidity arising from the
water, although the heat in the bathhouses evaporates [some of] the humid-
ity and makes [the voice] more pleasant, adds to its clarity and purity (safa’)
and clearly improves its characteristics. Voices are also confined and condensed
(inhasara) | in them, and they ring and reverberate (¢anin), and these [sounds]
are answered (mujawaba)? by the walls.

My father, may God have mercy upon him, told me that one day he entered
the golden bath (hammam al-dhahab) and there he met a master he knew well,
and when the latter sang high notes he sang them below pitch (gati‘).? So my
father sang sotto voce (tarannama)* in the bathhouse with a voice that the
bathhouse made clear, pure (saffa), and polished (sagala). So the master said
to him: “O Shaykh, I wish that every day there was a bathhouse where you could
sing and bring your singing to people’s ears.”> My father laughed.

1 Italsoreferstoan arched orvaulted structure, portico, gallery, piazza (Lane, An Arabic-English
lexicon 1: 52).

2 zy edited this word as mujadabat (bare).

3 This is the definition given in fol. 67a, p. 175; gati* also refers to singing quietly, so as to be
barely heard, fol. 27b, p. 73.

4 Tarannama can also mean vocalizations or lyrics sung for long durations, melismas, singing,
ornamented repetitions, and vibrato.

5 The text is awkward, it says: “From where, there be to you every day a bathhouse to carry your
singing to peoples’ ears” (udhun is “ears,” but text has udhuz, which is not a word).
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Narrow (dayyiq) places are more beneficial than wider (wasi‘)6 ones because
the voices congregate in them (ijtima‘) and [the spaces] confine and condense
them.

The [places] that harm voices, diminish them, cause them fatigue, take away
and overwhelm their beauty and emotion (shajan) [include] houses that are
decaying (shafith), slanted (munharif), damp (nadt), and open (munkashif);
gardens, deserts, seas, rivers, open country and steppes (barart); places filled
with furniture, carpets, and mattresses ( farsh),” [places with] curtains (sitr),
coverings, and drapes (killa); places that are soft (murakhkhama);® caves (ma-
ghara), and subterranean vaults (sirdab). In addition, the seasons, I mean win-
ter, fall, summer, and spring, diminish voices and taking precautions in the
summer is more important than in the winter® because the pores [of the throat

and nasal cavities] swell (nafkh)'° and the [voice-producing] organs are loose
(takhalkhul).

6 Al-Katib has the opposite (Kamal fol. 212; Kh. 133; al-Katib, La Perfection 186).

7 In al-Katib there must have been a copyist's mistake; instead of furish (pl. of farsh), it has
arus (bride); Kh. edited it as ‘urush (a structure made of canes, reeds, or palm-sticks for
shade; or corners in a house [Lane, An Arabic-English lexicon v: 2000)); (Kamal fol. 213; Kh.
133; al-Katib, La Perfection 186). Furtish is most likely, but we cannot discount the words
“shade or corners,” because the sentence in al-Katib continues and include coverings and
wooden terraced ceilings.
zY 44 edited murakhkhama as muzdahima (crowded).
Al-Katib adds that in the winter, and under a cloudy sky, the voice becomes thicker and
deeper or lower; in the summer, and under a cloudless sky, it becomes higher (Kamal
fols. 212—3; Kh. 133; al-Katib, La Perfection 186).

10 The Ms clearly has nafkh but zy 44 edited it as tafattuh (opening).



CHAPTER 30

The Ranks of Boon Companions and Singers'
[fols. 36a—37a; ZY 45—6]

[This chapter states that musicians occupy the third and lowest rank among
the court retinue. At the end of the passage we learn about the prohibition of
music, wine, and of the destruction of musical intruments at some point in the
Fatimid court. This mirrors events during the Umayyad and ‘Abbasid eras.]

Narrators telling stories about Persian [kings] said that Ardashir b. Babak? was
the first to arrange the ranks of boon companions and singers.3 He divided
them into three ranks. The first [rank included] the Persian princes (asawira)
and the sons of kings; between the first rank and the king are ten cubits. Then
he made the second rank, the retinue (bitana), boon companions, conversation
partners, and narrators (muhaddith); they are ten cubits from the first rank.
The third rank includes the court jesters (mudhik), comedians (ah! al-hazl),
musicians, and singers (ahl al-tarab); they are ten cubits from the second rank.
From the above [ranks] he discarded the ones with lowly origins (la’im al-as!),
those [who are] diseased (dhu @ha), those with contemptible professions, or
the descendants of those with mean professions, those accused of passive ped-
erasty (ubna),* cowards, and those lacking strength (nagis al-jawarih).5

He put the skilled musicians (misikar)® in the second rank, a rank below
the first. He put the third rank with the rank of the players of wanaj,” lyres

1 The title in the table of contents correctly adds “in the past.”

2 Ardashir b. Babak was born in the late second century and was the founder of the Sasanid
Empire and the ruler of Istakhr (206-241). (http://www.newworldencyclopedia.org/entry/
Ardashir I).

3 For details about the ranks of singers in the ‘Abbasid era, see Neubauer, Musiker 57-9, 81—2.
In essence, the top performers were in the first class, lesser-known singers belonged to the
second class, and instrumentalists and the youngest singers belonged to the third class. In
addition, younger singers, lesser-known ones, or newly arrived singers would sing at the end
of the night, after the masters had finished their performances (Sawa, Music performance 166;
Sawa, Musical and socio-cultural anecdotes 230).

4 ZY 45 misread it as ibnatihi (his daughter).

It can also mean lacking limbs or extremities of the body.

6 ZY 45 edited it as musigiyyin (musicians), but in the Ms it is clearly misigar (a panpipe),
see Farmer, Islam 116. The passage is problematic regardless of whether it refers to skilled
musicians or panpipe players, because the musicians are in the second rank, whereas in the
previous passage they are in the third rank.

7 The word is undotted; zy suggested ri/ (wind). The word wanaj appears in Ibn Khurdadhbih,

w
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(mi‘zafa), pandores (tunbir), and wind instruments (zamr). The wind player
(zamir) in the first rank® | would not play with musicians in the second and
third ranks. Similarly, the wind player who is below a higher rank would not
perform with the higher one.® And if the king becomes [drunk] on wine and
he raised one to a higher rank, he would not demote him to the lower one
later. As for the Umayyad and ‘Abbasid caliphs, they had no rank arrangements
with regard to boon companions, until [Haran] al-Rashid came and divided
them into ranks and asked them to adhere to them. Then came al-Amin, who
stopped the practice, sat with the boon companions, mixed with the singers,
and made their positions equal; he did not care where he sat. Al-Ma’mun, after
him, improved the situation just a bit.

As for our leading masters, may God bless them, matters were kept [accord-
ing to] the best order and respectability. [Everyone] complied, and no one was
known to deviate from this: the masters behaved as an audience who listened,
did favors (in‘am)'© for the singers, rewarded them for their performances, and
paid them wages | for teaching the slave girls. Singers acted only as singers,
and were not boon companions and did not engage in debates (mu‘agara),
so singers were not hurt and did not leave the palace. This is because of their
high-mindedness and the magnanimity of their souls. Our master [the caliph]
al-Hakim,"! may God sanctify his soul, followed the practice of his grandfather
al-Mu'‘izz li-Din Allah [319-365/931—-975], may God bless him, in forbidding the
drinking of wine, in breaking musical instruments, in prohibiting singing and
what follows along these lines, and obliterating [ musicians and musical instru-
ments].12

where it is defined as an instrument with seven strings and a rhythm [?] resembling that of
the harp. The people of Khurasan and beyond used to play it (Ibn Khurdadhbih, Mukhtar
17; al-Mas‘adi, Murwj, ed. Pellat v: 128). By rhythm Ibn Khurdadhbih may have meant the
plucking of the strings of the wanaj and harp.
This probably means that the third rank was subdivided into more ranks.
For the rule of not mixing ranks, a rule that went back to Sasanid times, see Neubauer,
Musiker 58. Neubauer gives a vivid example of Barsawma saying that he belonged to the
second class and thus could not accompany Ibn Jami‘ who was in the first class, unless
Haran promoted Barsawma to the first rank, which Haran did.

10 ZY 45 misread it as angham (melodies).

11 Heis the ruthless caliph al-Hakim, see p. x11, also referred to as “our master,” fol. 2gb p. 57.

12 For such prohibitions, as reported in k4, see Sawa, Musical and socio-cultural anecdotes
336-77.
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CHAPTER 31

Instruments That Overwhelm the Voices and Other
Factors' [fols. 37a—37b; ZY 46]

[Here is a list of instruments that overwhelm the voice and what a singer can
do to remedy this. The author also mentions other factors that affect the voice
negatively, e.g.,, dancing, disease, and singing in the wrong register. |

Wind instruments (zamr), bowed instruments (rabab), the harp ( jank),? and
thunderous or ambient sounds of people eating (zamzama),® overwhelm the
voices [of singers] because of the tenderness of the latter. Then the singer must
penetrate (dakhala) them so that he can be heard and match them [in volume];
this must be done until it becomes a habit. Dance also overwhelms voices, and
severe pain and disease (iksar) prevent one from singing.* As for dancing, it
causes the singer to be out of breath (bahara); wind instruments undermine
and weaken the voice; pain and disease impair the lungs and chest; as does
going up the stairs. The one who wants his voice to be free of such shortcomings
(afa) should simply avoid such instruments unless he is forced to sing along
with them.5 | It is also harmful to the voice for a singer to sing in alternation or
in unison (murasala) with another singer whose register is lower than his, and
confine himself to less than his potential. In addition, too much or too little
singing negatively affects the voice.

The expression “other factors” is missing in the table of contents, fol. 4a.

If they are not loud, then they can accompany the voice quite well.

3 Zamzama is the sound of thunder, a distant sound that is confused and continuing, or mur-
muring sounds, heard from a distance; or speaking in a low voice while eating; or the sound
of gibberish while eating and not using the tongue or lips; or it is a sound coming out of noses
and fauces [faces] but mutually understood (Lane, An Arabic-English lexicon 111: 1248—9).

4 This also includes pain from suppressing the feces and urine (Lane, An Arabic-English lexicon
11: 582-3).

5 For a vivid portrayal of a case in which singers were forced to sing alongside loud oboes and
damaged their voices, see KA XVIIIL: 171-2; Sawa, Musical and socio-cultural anecdotes 247-8.
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CHAPTER 32

The Care of Throats in General, and before and
after Puberty’ [fols. 37b—38b; zY 46—7]

[Here the author reiterates the importance of singing in one’s range; failing to
do this causes irreparable damage to the voice. He then mentions the approach
that must be taken when teaching young students, and at what age they should
begin. He then adds the best time of day or night to sing, and the importance
of letting the voice rest.]

As for caring for the voice, the most important aspect is to remain in one’s range
(tabaga); the singer should not trouble himself with what he cannot handle
and should confine himself to his range.? This is the truth; however, finding the
correct range of singers and songstresses requires the knowledge of the best
position, so that the essence and good quality ( jawhar) of their voices becomes
manifest. One should be careful not to leave the beginner [alone singing with-
out guidance] and not to let him become tired [or force himself] when moving
from range to range [to find the proper one].3 Such excessive and tiring efforts
will bring about hoarseness (bahah), and will remain with him for the rest of
his life.

Most teachers make young boys work hard before puberty and force them
| to sing in the highest ranges, claiming that this is better for their throats.
But it is most damaging to them because it will break them (gata@), drain,
exhaust, and deplete (istanfada) their voices, and damage (yuillu)* the [vocal]
instruments (alat musawwita),® and they will be out of breath. The earlier,
knowledgeable musicians instructed that singing should be taken up at par-
ticular known times, such as when girls develop breasts (hijama), when they
[begin] bleeding ( fasd),® [reach] puberty (bultigh), and [on] the consumma-
tion of marriage (ibtina’).”

1 In the table of contents this is listed as chapter 34, fol. 4a.

2 The Ms has an incorrect, contradictory statement: “does not confine himself to it.”

This sentence is preceded by an unclear sentence tanaqqul wa-zayah. The word zayah is
obscure; Y 46 edited it as ziyada (addition).

ZY 47 edited it as yu‘awidh (rely on).

Lit., “sounding instruments,” meaning voices.

This very likely refers to menstruation. zy 47 misread it as gasd (aim).

Lit,, “being built, framed, or constructed.” The verb ibtana biha means he had his wife

w
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Striving (nifas)8 to sing beyond one’s general range ensures the loss (inqgita®)
[of the voice] and once one encroaches on the higher range, it will result in
harming and weakening the throat and breaking (gata‘a) it; this follows logi-
cally and always takes place.

Singing should be done in the early morning (ghadah)® before breakfast and
later in the evening after digesting the meal.

Each throat has its own technical skill and position that should not be tres-
passed. This is because the throats, if [they are] encroached upon and harmed,
will become fatigued (kalla), broken (ingata‘a), weakened, torn (infarasa),'
and the harm done will remain.

The bathhouse and the abandonment of singing will harm the voice," | and
taking some rest and doing so in moderation is good for the voice.1? But if the
[singer] goes back to practicing and training his voice again, he should do so
gradually, so his voice will return because the habit [of knowing how to sing] is
second nature. So understand!

conducted to him on the occasion of the marriage, or he went in to his wife (Lane, An
Arabic-English lexicon 1: 260-1), or, in short, the loss of virginity.

8 The Ms has nufas but the dictionaries have nifas. This refers to the delivery of a child, but
this meaning does not make sense with the rest of the sentence (Lane, An Arabic-English
lexicon v11I: 2829; Wehr, A dictionary 986). The latter also gives the meaning of emulation,
competition, and by extension, striving.

9 zY 47 edited it as ghina’ (singing); this does not make sense.

10 2Y 47 edited it as inharasa (crushed).

11 Infol. 35a, p. 96 it is the humidity of the bathhouses that is detrimental to the voice. The
Ms adds the redundant “neglect and nonobservance.”

12 This only makes sense if the voice needs a rest.



CHAPTER 33

On Knowing the Reasons Musicians Get Off
Rhythm [fols. 38b—39b; zY 47-8]

[The gist of this chapter concerns the primordial importance of staying in
rhythm; the author gives very interesting and a myriad of reasons to explain
why people get off rhythm. Al-Katib’s chapter 29 is on the same topic, but is
more technical in nature.!]

There are many reasons [a musician] gets off rhythm. The first is a lack of natu-
ral disposition (¢ab); this is the most serious, the worst, and the problem [that
is] least likely to go away. Getting off the prescribed rhythm is the ugliest [of
problems for musicians]. Ishaq b. Ibrahim al-Mawsili said: “The one who com-
poses is one of us, the one who is hardly heard (gatr) is one of us,2 but the one
who gets off rhythm is not aware of it and thus cannot stop it, [and so] is not
one of us.”

The reasons for getting off rhythm are many: exertion, speed, slowness,? las-
situde, lack of attention to keep* the proper durations so that the time lapses
and the musician gets off rhythm, or the opposite, rushing before filling the
duration properly thus one goes off beat, distractions, mistakes, | fright, drunk-
enness, | [self] admiration, a lack of ability (ahfal),5 flawed sensory percep-
tion, an impure imagination and [time] measurement, and obstinacy [without
knowledge of the truth]. It was said that a human being or a non-speaking
animal always walks with rhythm, and that obstinacy [involves] getting off
[thythm], and getting off [rhythm] is parting from the measure (wazn),? either

1 Al-Katib, Kamal fols. 161—4; Kh. 104—5; al-Katib, La Perfection 149—51.

Qati* also means (though not in this statement) singing the high notes below pitch.

Ibn Khuradadhbih limits the reasons for getting off rhythm to speed and slowness (al-
Mas‘adi, Murij, ed. Pellat v: 131; Ibn Khurdadhbih, Mukhtar 54-5; Sawa, Rhythmic theories
56, 58). The word slowness is missing in ZY 47.

Lit., “the heart is too distracted to learn.”

ZY 48 edited it as iAtifal (celebration); this does not make sense.

This may mean that the singer continues his mistake and thus is always off.

The word “measure” (wazn) should not be confused with a musical bar; it is used in the sense
of “measuring.” In poetry wazn refers to poetic measure, and it is likely that musicians bor-
rowed the term from poetry.

w N
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toward slowness or speed. If one considers all the arts, he will find rhythm in
all of them.®

Prince Safil-Dawla Abu ‘Abdallah Muhammad, the son of the vizier of viziers
Abu [sic] ‘Ali b. Jafar b. Falah,® said to me: “One day I said to Abu l-Fath al-
Huwayla: ‘How do you find this singer, Hasan al-Yad? "'° He said: “He enters the
rhythm like people come to me in my town."!

I attended a mayjlis in the presence of our master al-Zahir, may God sanctify
his soul; Abii I-Husayn b. Walida the dancer (zaffan) was present and he sang
the well-known song; |

“Love has given you upon my departure
From my right side, back and front.”

He got off rhythm at the end of the melody (magta‘),'? so I laughed. He said
to me: “Why did you laugh, did he get off rhythm?” I said: “Indeed, the ones
that enter leave.”’® Our master, may God bless him, laughed. If a singer gets off
rhythm,'* he would say to him: “Close the door behind you.”’®> Another person
would say: “Go back to the shore.”’6 These are the utterances of the sailors at
sea.

8 Such as, for example, measurements and proportions in architecture and painting.

9 Ja‘far b. Falah al-Kutami (d. 360/971) was one of the commanders of al-Mu‘izz al-Abidj,
the ruler of Ifriqiya; he was sent to Cairo with Jawhar al-Siqilli to conquer Egypt. ‘Al b.
Jafar b. Falah al-Kutami (d. 409/1019) was a Fatimid vizier with the honorific title wazir
al-wuzara’ (vizier of viziers or grand vizier); he was the vizier and confidant of the caliph
al-Hakim (al-Zirikli, al-Alam 11: 126, 1v: 269).

10 Lit, “Good hand” [at playing the lute], which may have been his nickname. But zy 48
edited it as a-hasan al-yad (lit., “is his hand good”).

11 That is, he comes in and out, in a free, disorderly way, and by extension, the singer is not
orderly with duration; in short, he is off rhythm.

12 Magta“also means cadence or the end of a section.

13 This is a literal translation of a rather obscure joke. He may mean that the singer gets off
rhythm, and is so bad that people have to leave.

14  Lit, “leaves.”

15  He may mean, when the singer who was off rhythm leaves, he should close the door and
not come back.

16 That s, return to the safety of the shore and keep the rhythm intact.



CHAPTER 34

Approaches to Teaching and How to Apply Them'
[fols. 39b—41a; ZY 48-50]

[The author gives important advice to both teachers and students to create
a beneficial learning environment. For the student, three important qualities
are needed: intelligence, talent, and desire. The teacher must use a gradual
approach to the levels of difficulties, [have] patience, kindness, and respect,
and [must be] modern and refreshing in [his approach to] the field of educa-
tion, not frighten the student, not use corporal punishment, and not make con-
descending remarks, as they are counterproductive. In addition, the teacher
can use rewards, competitions, and tricks to encourage the student to learn.]

The basis of teaching (asas), foundation (as!), and proper condition (gawam) in
every art is intelligence (dhaka’), [having a] good mind (khatir)—and, it is said,
a natural disposition (tab‘)—and desire (shahwa). The student should know
the scope (gadr) of the art, [and hence its difficulties and subtleties], have a
conscious perception [of its essence] (tamyiz), and have a clear mind (safa’ al-
dhihn). If all these matters are present in the student, it will be easier for the
teacher, [it will] help him, and spare him much trouble in teaching.

One day al-Sharif the singer said to my father—and [my father, al-Hasan b.
al-Tahhan] used to teach his son Lu’lw’, his daughter? Tahrir, and his wife |:

“O Abtit Muhammad, did you see how fast she learns when the song is
[orally] transmitted (alga ‘ala) to her?”

My father said: “The one with a good natural disposition is such that
when taught something, it is as if he recalls something he knew, but had
forgotten.”

So al-Sharif liked what he said, clapped his hands in his praise, and recorded it
in writing, quoting him. Verily this is a statement from my father that no one
who preceded him had said before.

In the table of contents it is listed as chapter 32.

2 The Ms says “his son,” but in the next sentence it is clear that it is “his daughter.”

3 This is a brilliant statement about talent and the speed with which a talented student learns;
namely, that the student had the knowledge in his unconscious but needed to be reminded.
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The teacher must be graceful and kind, friendly, with a careful approach
(siyasa) to teaching, [he must be] patient, and [be] able to gain the respect
of his students without confounding (ikhraq)* or frightening (tar) them.>
The teacher should also make the students desire to learn, and use tricks to
stimulate them to work harder (fadrib),6 and hold contests between them
to select the best among them, hold competitions, make demands (muja-
mat),” give false promises,® and make them feel that they are disputing one
another.

Shuja’, the ghulam of Ibn Tamama, who was among those I studied singing
with in my youth, told me that ‘Asma?® al-Riyahiyya used to bribe him and was
nice to him so that he would learn from her; she did this out of respect and
kindness for Ibnl® Tamama, his master, because the latter had bestowed favors
upon her. Al-Raffa’ the dancer (ragis) used to promise the eunuchs (ustadh)!
a black colt while teaching them to dance, yet none received it. He also used
to promise the young a toy made of sugar, and | this state of affairs hap-
pened often. It is proper and necessary to teach only the one who desires to
learn.

It was related that the Greeks would happily seek [to teach] young boys what
is easy to learn, and the arts they liked best, provided it was not an art that dis-
paraged them, an art that was beyond their grasp, or an art that decreased their
worth, or humiliated them. These factors help the students learn easily.

As for beating (darb) and scorn (istikhfaf), they are of no use except to a
few students, because they occupy and distract the mind, grieve the heart, take
away from the natural disposition, and lead [one] to hate that which they are
beaten for. Verily, singing is based and built upon tarab and delight (masarra);
the path to it derives from what resembles it, and is harmonious and not dis-
cordant with it. The teachers should approach it by avoiding giving the young

4 This is the verbal noun of the verb akhraga, which means to confound or perplex a person
so that he cannot see the right course, or cause him to lose his reason or intellect (Lane, An
Arabic-English lexicon 11: 728). It also means to lurk, lie in wait [as if to wait for the student
to make a mistake and then scold him] (Wehr, A dictionary 235). Y 49 edited it as ighraq
(drowning).

5 7Y 49 edited it as tarhib (intimidation, frightening).

Lit., “ardor”
The Ms has muhamah, but this must be a copyist’s error. 49 edited it as mujamala (flat-
tery).

8 This may mean that he promises rewards to good students but does not fulfill his promises;
the idea is to motivate the student to strive for the reward.

9 The name is undotted; zy 49 has ‘Uthayma.

10  The Ms and zy 49 both have “Aba.”

11 Lane, An Arabic-English lexicon 1: 56.
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boys too much craft [with technical difficulties] because their minds will be
less effective (taballada),'? their thoughts will be divided and scattered, their
powers will wane, and their [vocal] instruments will be exhausted. Therefore,
they must train them by breaking them in little by little and not by teaching
them the difficult repertoire first, until it becomes easy for them later. The stu-
dent is ordered not to sing what is transmitted to him orally until it is perfect,
and [he has] been given permission | by his teacher to sing it; otherwise his rush
to sing when [he is] not ready will result in a corrupt (yanfasid)'® rendition. It
is also possible that the student, if he forgets a section and takes it upon him-
self to make it up to his liking (gharrama),** would then have the corrupt way
[of doing it] fixed in him. In this case, the teacher must work very hard and
become tired uprooting (gal) the mistake. It may be a good idea to have the
student choose an instrument [to accompany his singing]; this way the teach-
ing will be faster, more fruitful, and more successful.

12 Lit, “become dull-witted, stupid.” zy misread this as talabbada (become entangled).

13 zY 50 misread this as bi-nafsihi (by himself).

14  zY 50 edited this as gaddama (to present).
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CHAPTER 35

The Reasons for Poor Intonation and Its
Characteristics [fols. 41a—41b; ZY 50]

[The author lists many reasons for poor intonation, such as natural disposition,
disease, or a bad teacher with poor intonation. At the end, the author mentions
a remedy for the problem.]

Poor intonation (tasyth)! is the breach (fatq)? of the throat from the
[vibrating] string and deviation (khuraj) from it, either to a higher or lower
pitch. Sometimes poor intonation occurs from the beginning to the end of the
song, sometimes [it] occurs in the difficult passages, sometimes at the begin-
ning or at the end of the song, sometimes in a place [in the middle],® and
it could also [occur] in the speech.* This can occur at birth and can be part
of one’s disposition; or it could be due to a disease (‘illa); | or it could come
from the teacher who has this problem himself and passes it on (a@a)® to the
student.® Likewise beautiful and tarab-like qualities are passed on.” A lack of
practice (ingita‘), rushing (‘ajala), and shaking (irti‘ash) also cause poor into-
nation. If the student becomes used to [poor intonation] and if it takes hold,
then it will only be eradicated (ingala‘a), after much toil, and even then it may
not be eradicated. I have mentioned a trick to get the discordant voice in tune
with the strings,® but this only works for beginners,® and may God save us from
all ills.

1 Lit, “screaming,” which denotes a high pitch, but as the definition shows, this can refer to a
higher or lower pitch.
Fatq also means a “rip, tear, cleft, crack, fissure, slit, slash, and rupture.”
This sentence is missing in ZY 50.
This may refer to a squeaky voice.
Lit., “to infect, to be contagious.”
This is followed by a redundant sentence: “And the deviation can also be passed on,” as if the
deviation (khurij) and the breach ( fatq) are different characteristics.
7 Inthe Ms this sentence occurs after the next one, and disrupts the train of thought, so I placed
it before.
See chapter 24, fols. 26a—26b, pp. 65-6.
9 That s, before they develop the bad habit and it becomes entrenched.
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CHAPTER 36

Planning and Determining Where and How Much
to Breathe [fols. 41b—42b; zY 50-1]

[The author, a successful singer, gives sound advice as to where to breathe in
the song to prevent shortcomings. ]

In general, the locations of inhaling are at the cadences that occur at the ends
of sections (magqati‘ajza’ihi) and at the end of the separator (taqti fasilatihi).! It
is also possible to inhale in other places, such as when there is a break between
the notes? |. If the notes are excessively long? and follow one another without a
break, then the singer must inhale the commensurate volume of air, as he must
also do before difficult passages,* before the cadence, and before a high note.
He must be alert at all these locations and inhale just before them, so that he
can reach them without being out of breath (munbahir) or be overcome and
in trouble [because he lacks sufficient air] (munqgahir). [With enough air] he
will find strength, power, a long breath, and he will also be calm and at ease
such that he is able to fill in (ishba“) the notes [with sufficient breath], and thus
prevent his singing from becoming faint (da’il), being cut off [before the end
of the passage, or note] (munbatir), and being disturbed (mudtarib).> The best
places to end (yugta“)® the breathing, [and prepare for the next breath] are at
the end of sections and partitions ( fas/) in speech and poetry, and, [in singing],
at the ends of sections and separators. Ending the inhalation [in the middle of
a passage of connected notes] is considered ugly and improper. It is praisewor-

Lit., “at the cutting of the separator,” i.e., where the separator is cut off.

Lit., “when the notes are not temporally consecutive.”

The word “utmost” is missing in zY 51.

The Ms adds a redundant sentence “in the places where the notes are consecutive and con-
nected.”

N S S

5 Forthe importance of having sufficient breath, which is part of the “Qur’an of singing,” and on
vocal excellence, see KA I: 315; Sawa, Arabic musical and socio-cultural glossary 262—3; Sawa,
Musical and socio-cultural anecdotes 206—7. Al-Katib has a shorter and less elaborate passage
about breathing. In summary, the singer must have enough air to sing long passages and do
so at the break (magqta©) that precedes the long passage. In this way he is in control and does
not become short of breath or tired, and can sing the last notes of the cadence without them
becoming feeble, hidden, or faint (Kamal fols. 101—2; Kh. 66; al-Katib, La Perfection 103).

6 zy 51 edited it as yaga“ (to occur).
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thy to [take a] long breath before a difficult and long passage, at [ornamental]
repetitions (iada) of notes, at a high-pitched note, at the tajniba,” and before
notes that are close together (mugaraba). [ These notes that are close together]|
require much labor [in] time and skill especially [in composition] if the meter
| of the poem is short. These types of melodies are the best and require great
effor to master.8

7 The tajniba is a technique in which the note of the index finger is replaced by its anterior; this

technique is ornamental, used in the middle or the end of the melody.

8 An excellent illustration of this type of skillful composition can be found in an anecdote
about Ishaq al-Mawsili (kA v: 341; Sawa, Musical and socio-cultural anecdotes 101-3). Ishaq’s
composition was deemed a masterpiece because he set just four words to an array of musi-
cal techniques: an unmeasured vocal prelude, a measured melody, high and low notes, and
ornamental repetitions.



CHAPTER 37

Murdasala, mubayana, and mumathala
[fols. 42b—43a; Y 51-2]

[Here the author discusses singing in unison and in duets, and supplies readers
with interesting details. ]

When a singer sings a song in unison with another singer [it is called ] murasala.
Their throats are blended and each strives to outdo his colleague in excel-
lence and established principle (ganun). It is very pleasant. It was said that
if two donkeys brayed together they will cause tarab, and a couple in har-
mony (muttafiq) is better than two discordant (mukhtalif ) singers singing alone
(fasil).

When two singers sing together, one sings one verse, and the other sings the
next verse, and [it is called] mubayana. This format shows the excellence, skill,
and superiority of one over the other.!

When two singers sing together, one sings the first hemistich (sadr), the
other sings the second hemistich (‘ajuz), and then they continue singing that
way, one doing the first hemistich, and the other the second hemistich, and [it
is called] mumathala.? 1t is beautiful and causes much tarab. They may also
correspond [vocally] with one another (tarasala), | contending (tajadhaba)
with each other by engaging in a melodic tug of war, one taking a poetic foot
[set to a musical division], and when he finishes it the other one starts the
next poetic foot, each adding more ornamentation (da“afa)? in the soft pas-
sages.

1 See also items 52 and 53 in fol. 31a, p. 82.

2 See also the chapter on rhythmic ornaments, fols. ggb—100a.
3 Da“afa can also mean singing at a higher octave, as zy 52 suggested.
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CHAPTER 38

Syncopation and Guidance to It
[fols. 43a—43b; 2Y 52]

[This is a syncopation technique in which the note is played before or after its
due time. It adds much beauty to the performance.]

The ikhtilas is a concealed (khaft), pleasant, and delicate (latif) [technique];
its character is more linguistic than technical [such as musical syncopations],!
I will just mention how a person familiar [with music can] be guided to most
of it [and then explain it with words]. It has three aspects.

The first is to perform the note before its time.?

The second is to let go of the prescribed time for the note, then catch it before
its time lapses.3

The third is to let go of the prescribed time for the note, then, out of fear
that its time may lapse completely, catch up with it at the last moment or
[more accurately] just before its duration expires, by proceeding in a rushed
way before [the expiration] | altogether. This is the strongest aspect, the most
pleasant, and most concealed (akhfaha).*

1 He contradicts this at the end of the chapter. In words and speech, ikhtalasa means to slur a
vowel, not give it its full sound, or suppress it. And in general, it means to take an opportunity
with deceit and guile, with haste, or to snatch it (Lane, An Arabic-English lexicon 11: 784-5).
This general meaning is clearly apparent in the three definitions that follow.

2 Thisis a paraphrase of the cumbersome (and repetitive) sentence which says (literally): “The
singer returns to some of the notes which he has performed and before the time of the next
ones he sings the latter before their prescribed time and appends them and joins them to the
former”

3 This technique is well illustrated in al-Farabi, where the attack of passage is delayed (x1164b;
N-KI 221; Sawa, Rhythmic theories 289).

4 “Most concealed” makes sense since it occurred at the last moment. zy 52 misread it as aklaha
(most beautiful). Al-Katib restricts ikhtilas to plucking the string with the pick in an almost
imperceptible manner, ideally at the end of section or piece (Kamal fol. 142; Kh. 86; al-Katib,
La Perfection 134). In k4, part of an excellent performance is singing the nabarat stealthily
(ikhtilasan) and imitating them faithfully in the plucking of the strings (1: 315; Sawa, Musi-
cal and socio-cultural anecdotes 206—7). In al-Farabi it is a technique used in the light heavy
rhythmic modes; it consists of adding attacks between the attacks of the original rhythm. The
added attacks give the impression that the light heavy category has been altered to the light
category. To remedy this, al-Farabi says that the added attacks must be performed as weak
or soft attacks by stealth (ikhtilasan), so as to keep the light heavy character (k11 66b, 70a,
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Each one of the three aspects has a place [in the song], and [this place]
depends on the duration of notes in the song, its poetic feet, the placement
of the words in relation to the notes, and many more and beautiful details that
cannot be investigated or described with words, for there are things that cannot
be clarified with words without musical sound (‘amal).5

734, 74a; N-KI1 144, 149, 155-6; Sawa, Musical and socio-cultural anecdotes 31; Sawa, Rhythmic

theories 349, 361, 372, 379, 428, 635).
5 Lit,, “practical work.”



44a

7Y 53

CHAPTER 39

Twittering and Its Derivation
[fols. 43b—44a; 2Y 52—3]

[Like the anecdotes in k4 reveal, here a good singer’s voice is likened to the
sound of birds.]

Twittering or cooing (taghrid) reveals the song and causes tarab (itrab) by
means of its emotion and beauty. It is derived from the cooing of pigeons, and
it is said that if it causes tarab, the pigeon cooed.! The poet said:

“The lamentation of a pigeon has stirred this desire.”

The poet Abu 1-Qasim al-Husayn b. ‘Ali b. al-Maghribi [370-418/980-1027]?
composed a poem with the same meaning:

“A turtledove cooed in the thicket,

Lamenting, dawn has agitated her and robbed her of sleep |
She says, O mistress, get up and go to sleep

What am I to do to obey an order”

Another poet said:

“The sound of the nawagis®
Made me sleepless at dawn.”

Abu Nuwas [ca. 140-198/755—813] said:

1 In kA the voice of a good singer is compared to that of a nightingale (X1x: 141; Sawa, Musical
and socio-cultural anecdotes 194—5); here it is compared to a pigeon and a plover, fol. 27a p. 69.
For a similar meaning, see item 19, fol. 30a, p. 78.

2 The Ms has al-Maghrabi, that is, in the Egyptian dialectical pronunciation. He was also known
as al-Wazir al-Maghribi, his father was killed by al-Hakim (p. x11 in the introduction).

3 This is the plural of nagqis, a long piece of wood struck with a shorter one called a wabil and
used by Christians to announce the prayer times (k4 XX11:14; Sawa, Musical and socio-cultural
anecdotes 51).
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“The rooster crows* loudly

So give me drink, as the morning draft is delicious
Give me drink so that this shameful [drink]
Shows me5 beauty

To remind me of Noah

When Noah built his ships.”

4 Lit., “twitters.”

5 The poem quoted in al-Raqiq al-Qayrawani (d. ca. 425/1034) has “you will see me as beautiful”
(Qutb al-surar, alwarag.net).

6 Al-Raqiq al-Qayrawani has “When Noah built his dominion.”



44b

CHAPTER 40

The Definition of tarkhim [fols. 44a—44b; Y 53]

[Tarkhim is defined, then placed in the context of the poem. The combination
of full and soft sounds produces farab.]

Tarkhim is the softening (tanim) of the voice, as for instance when it is com-
pared to speech; when they say gentle speech (mantiq rakhim) they mean soft
(na‘im), pleasant (tarif),! and with nice enunciation (lafz). It leaves a nice
impression when it is heard, it is not dry ( jaff), or obscure (khafin).2 The poet
Ru’ba3b. al-‘Ajjaj [d. 145/762] said:

“Verily you have a soft (sajih)* throat and a gentle speech
And the one who created the stars ( falak)® brought him into existence
(hadithuhu)."s

It was said that if a note is sung in an ample way (mufakhkham)” and then fol-
lowed immediately by a soft one [note] (murakhkham), then a music connois-
seur would not be able to control [the effects] of tarab on him. The tarkhim is
only effective and beautiful when the poem mentions supplication and tender
affection, resignation, submission, and coquetry; this is because every melody
should suit the words and meanings of the poem.

1 Tarif can also mean plentiful, at ease, delicate, luxuriant, affluent (Lane, An Arabic-English
lexicon 1: 303—4).

Lit., “hidden.” See also the definition of tarkhim in fol. 28b, item 6, p. 75.

3 zY 53 edited this name as Duma.

4 Sajih also means gentle, smooth; the related technical terms sajha and isjah refer to notes in
the lower register, with the implied meaning of gentleness. Sajik is undotted in the mMs; 2y 53
edited it as shahih (stingy) but this does not fit the context.

5 zy 53 edited this as fulk (ships).

6 zY 53 edited this as hadathahu (talked to him).

7 For definitions of mufakhkham and tafkhim, see fol. 14b, 27a, pp. 35, 69, 75.

© GEORGE DIMITRI SAWA, 2021 DOI:10.1163/9789004465497_043



CHAPTER 41

Tarji“ and Its Characteristics
[fols. 44b—45a; 2Y 53—4]

[ Tarji consists of ornamental repetitions of a section of a song; it includes revi-
sions of that section with further embellishments and glosses, and it is very
aesthetically pleasing. It is best placed at the last section of the song. Al-Katib’s
definition is less detailed.!]

Tarji* consists of repeating the notes and doing so with sweetness and grace
(halawa), beauty (malaha), causing tarab (itrab), and rhythmic [variations and
ornaments] (iga‘). It is derived from the word revision (muraja‘a).? The poet
said:

“I went back over the words in an amiable way
I fled from his truthfulness to his lies.”

This is the most beautiful of all singing techniques, and it is better if it is done
naturally (tab‘an) than [if it is done] artificially (takallufan). [Al-Sharif] al-Radi

[359—406/970-1015] said |:

“But oh, do not feign love for me
Because exposing a person feigning a character? is the act of a good-
natured person.”

1 Al-Katib, Kamal fol. 129; Kh. 80; al-Katib, La Perfection 124.

2 This is a very interesting statement. In essence a section of a song is sung, then revised and
sung again, better than the first time, and then again and again, such that it is a kind of musi-
cal gloss and painting of the meaning, interpretation, and rhetoric. See also item g, fol. 28b,
p. 76. For its positive qualities and as an agent of change, see kA 11: 373-5, V: 341, VI: 261; Sawa,
Arabic musical and socio-cultural glossary 157—9; Sawa, Musical and socio-cultural anecdotes
39, 261, 461. This technique survives to the present day in classical Arabic singing and in the
elaborate chanting of the Qur’an (¢tajwid and tartil); it also occurs in instrumental improvisa-
tions.

3 2Y 54 has fasih al-qati ([being] eloquent among friends) instead of fadh al-tatabbu‘ (expos-
ing a person feigning a character).
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Some people use tarji* at the ends (atraf)* of sections, and in this way it is
most beautiful and [is] best at causing tarab. The poet Dhi I-Rumma said:®

“She sees from the one affected by sadness and lovesickness
That she broke with a person after repeated longing.”
4 zY edited this as al-hiraf (lack of good fortune?).

5 Alwaraq.net states that the poet is not Dha I-Rumma but Artat b. Suhayya (d. after 65/685).
There are many variations of this poem in a multitude of sources.



CHAPTER 42!

Nashids and Their Types? [fols. 45a—46a; ZY 54—5]

[Ibn al-Tahhan takes the unmeasured nashid and istihlal to a new level not
found in al-Farabi or al-Katib. In the definitions of al-Farabi and al-Katib, the
nashid and istihlal are preludes; in Ibn al-Tahhan, they are also interludes and
postludes and have very interesting and rich forms.]

Nashids are of many types. One is the istialal.2 It is a high note or a high-pitched
scream (siyah); it is also the crying of the baby at birth, as it is said he started
[his life] crying. It is also said that the istihlal is the falling of rain on rocks. By
[musical] isthilal they mean a notification that the song is about to start and
that the isthilal is its introduction (muqaddima). It occurs in the first poetic
foot, or [part of] the first hemistich, after which the song starts.

Some nashids are musarra$* | that is, if the nashid occurs in the first hemis-
tich, then it is followed by a measured basit in the second hemistich, then
the nashid returns in the third hemistich, then the basit follows in the fourth
hemistich.

It is called mubayat® if the nashid occurs fully in the first verse, the basit in
the second, the nashid in the third, and the basit in the fourth.

It is called muzdaway® if the nashid occurs in the first and second verses, and
basit in the third and fourth verses.

The musahham? is like the song of al-Sharif Abui 1-Qasim al-Rasst:

1 In the Mms, the title of this chapter appears incorrectly as 41.

The title in the table of contents is more detailed, it adds “and their names.”

Both nashid and istihlal are unmeasured speechlike vocal preludes. In al-Farabi an istihlal is
built on one word and is less than a hemistich in length; a nashid can consist of a hemistich
or more, a verse, two verses, or more (KMK 1160—2; MA 11: 84; Sawa, Music performance 103). In
al-Katib, the istihlal is built on one foot only; with regard to a nashid, if the song is two verses,
the nashid occurs in the first one; if the song is four verses, it occurs in the first two verses, in
succession or not (Kamal fols. 134-5; Kh. 82—3; al-Katib, La Perfection 128—9). In later passages
Ibn al-Tahhan elaborates more on the nashid.

Lit., “hemistich-like”; based on the definition, this is quite an apt term.

Lit., “verse-like”; as in the example above, this is an apt term.

Lit., “coupled.” ZY 54 read this as laysa (“is not”) instead of “is called.”

Lit., “arrow-like”; this is defined later in fol. 46a, p. 120 as nashid basit nashid, which makes
sense because the musical form of the song is in the shape of the triangle in an arrow.

N oo A
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120 CHAPTER 42

“If Quraysh one day meets to boast
Then in ‘Abd Manaf they will find their secret and essence.”

It also resembles my song:

“She waves like a swaying stem when she walks
With a swinging gait embellished by coquetry and a beautiful body.”®

It starts with the basit, then [has] a nashid in its middle, and then a basit at its
end.

The ma‘kus® is found in the song I have composed (ibtada‘a),'° and nowhere
on earth has anyone composed the like of it from what we have heard and seen,
or indicated (nubw'a)!! in any song collection. This is the song:

“I swore to her by the oath Quraysh took
And to the good omens that took place the day they gathered.”

Basit is the beginning, [up] until the last foot of the first hemistich,? and then
the second [hemistich] is sung to its end and its exit (munsarif’) has a nashid,
such that the separator ( fasila)' [of its hemistich] ends with it. This is [almost]
impossible and difficult to relate [with words], let alone listen to. This song
begins in the second heavy rhythmic mode and the mahmaul melodic mode,
and ends in the mazmiim melodic mode. I have not heard a speech [about this
feat] in order to relate it, or a preparatory [compositional trial] to follow.
Some nashids are set to ten verses, or less or more | and this is the doctrine
of the ancients; then the basit comes in, either in the same poem or another
one. All these long compositions are void of beauty, have too few notes, have

The poem is by al-Buhturi (206-284/821-898) (al-maktaba.org).
Lit., “inverted, reversed”; this makes sense because the nashid commonly comes first, fol-
lowed by the basit.

10 Lit., “invented, devised.”

11 Lit, “prophecy”

12 The Ms does not say bastt, it says ‘amal, which means craft, so it is likely measured and it
is basit. In al-Tifashi amal means basit, that is, in contradistinction to nashid and istihlal
(Mut‘at fol. 32; al-Sillami 107).

13 Al-Kindi defines a fasila as three voweled consonants and an unvoweled one, as in ‘inabat
(al-Kindi, Mu'allafat, ed. Z. Yusuf 81; Sawa, Rhythmic theories 492). The last word in the
poem comes close to ‘inabat; it is jama‘i. The composer likely added an unvoweled con-
sonant to it. Al-Khuwarizmi has a different terminology; he calls the small separator the

fasila sughra (Mafatih 80).
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the same divisions (tagsim) [and thus are boring],'* do not produce tarab, and
have no emotional qualities. It is also possible that the nashids are dispersed
and prose-like, without notes, and without beauty, like speech.!?

Some nashids begin as an unmeasured speech-like type (naw°), followed by
a measured section ( yubsat), then at the end of the separator [they] return to
the first [unmeasured] type.1

I have clarified in this chapter what no one before or after me has ever clar-
ified.”

14 By too few notes, Ibn al-Tahhan must be referring to the nashids, since they are speech-
like, that is, there are many syllables to a note. By “same divisions,” he must be referring to
the basit since it is measured and has rhythmic divisions, and it is very likely strophic in
form.

15  This whole paragraph is missing in zy 55.

16 This sentence is odd because a nashid cannot also be a basit. Ibn al-Tahhan likely meant
some compositions and not some nashids.

17  This is true when we compare his exposition to those of al-Farabi and al-Katib.
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47b

CHAPTER 43

What Stimulates the Singer To Be Active and What
Makes Him Sluggish [fols. 46b—48a; zY 55-7]

[Many factors affect the singer positively and negatively; these include the
physical, emotional, psychological, and financial, as well as the audience feed-
back.]

The conditions that stimulate the singer and make him active and add to his
excellence are a combination of health, well-being and vigor, strong stamina
(munna),! ample hope and capability, the ruler’s liking (may!),? peoples’ high
estimation and preference of him over others, | a pleasant life, good attire and
footwear (markub),® and a nice smell. It also helps to look at a body of water and
gardens, sit and converse with kings, leaders, and scholars, be optimistic, and
in a good state and in good standing;* he must also be in love, as it increases his
musical excellence, generosity, and ability to cause tarab. It is also favorable for
him [to be in] a majlis free of [anyone] who would disparage him, who would
mention others and claim they are his equals, or who would prefer another
singer to him.

It was related about Isma‘l b. Jami* [fl. late second/eighth century] that [the
caliph Haran] al-Rashid fabricated with the manager of the post office a let-
ter from Medina mentioning the death of his [Ismafl b. Jami“s] wife whom he
loved very much.5 He became overwhelmed by regrets, grief, and sadness. He
sang immediately and there came out of his throat great sadness that had never
been heard before. Ishaq, Mukhariq, and ‘Alliiya took it from him. The song is:

“How many courageous men and leaders,
In the narrow mountain passes and in India® are left unburied |

1 zY 55 edited this as bunya (build).
zy 55 edited this as nay! (favor).

For the importance of attire, see also kA 11: 360, I11: 345, IV: 270, V1:164, VIIL: 268, XXIV: 1; Sawa,
Musical and socio-cultural anecdotes 323—5. The word markub can also mean a riding animal.

4 Lit, “optimistic with a surplus of state and standing.”

5 In k4 (vI: 307-8; Sawa, Musical and socio-cultural anecdotes 283) this anecdote concerns the
death of his mother that he loved so much. Hartin al-Rashid heard that Ibn Jami‘ sang best
when he was sad, so Haran asked al-Fadl b. al-Rabi‘ (138—-208/757-823) to send him a fabri-
cated letter announcing the death of his mother.

6 In k4 vI: 306 and 308, the place referred to is Rim and Sind respectively.
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In Qandahar, and the one whose fate of death is written
In Qandabhar, his story is not on a tombstone placed upon the grave.””

When the audience became worried about him, they told him the truth. He
repeated the song but did not do it as well as when he was so sad, and this is
the most astonishing thing ever heard.®

What weakens the singer and breaks his soul is the opposite of what we
have previously mentioned regarding what stimulates him. The singer needs
factors which bring on excellence, increase the strength of his language (lisan),
its clearness (bayan), eloquence ( fasaha), and exposition (tibyan).?

What decreases his excellence are disease, deficiency (gilla),® concerns
of the heart,! a bad mood, fear, fatigue, vomiting, a full stomach, hunger,
thirst, anger, estrangement from the king, friends and colleagues changing their
behavior toward him, broken friendships, hopelessness, weakened expecta-
tions, mounting debts, having many creditors, lacking helpers, changing his
habits, filthy clothes, an ugly riding animal, people setting others above him
and especially those who are inferior to him, [people] disparaging his excel-
lence, the audience not paying attention to | what he sings,1?2 and not under-
standing and appreciating his performance.

It was related that Ishaq b. Ibrahim [al-Mawsili] had a ghulam named Ziryab
[d. 230/845] who knew [more] about the art of vocal performance and compo-
sition that [anyone] in his era knew, so Ishaq took him to his performances, and
directed his attention toward him so that he felt that he had with him a person
who understood and appreciated what he was singing; in this way Ishaq fur-
ther excelled, exceeded the usual bounds (i4fa’),'® and added much to all his
actions.1*

7 The poem is by Yazid b. Mufarri‘ al-Himyari (d. 69/688) (k4 v1: 306).

8 KA VI: 306 has the same story, but with the addition that Ibrahim b. al-Mahdi heard and
learned the first sad version from Ibn Jami‘. When Ibn Jami‘ was told the truth he was no
longer sad and as a result he sang the song with less emotion. Ibrahim b. al-Mahdi remem-
bered the earlier sad version and taught it back to Ibn Jami*.

9 Tibyan is missing in 2Y 56.

10 Qilla could also mean a lack of financial resources.

11 This may refer to being heartsick, or heartbroken.

12 Lit, “says”

13 This word is missing in zy 57.

14  Hisactionslikely include compositions, performances, and even discussions of music, and

theory. Later Ishaq became jealous of Ziryab’s success, so he ordered him to leave Baghdad;
Ziryab migrated to Spain and created his own school (Farmer, History 128-30).

48a;
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CHAPTER 44

Opening Songs in the Company of Kings'
[fols. 48a—49b; Y 57-8]

The best songs to start a performance in the presence of the leaders are songs
about good wishes (du'@’) and praise (thana’), such as,

“Be safe and sound O Prince of Believers (amir al-mwminin)
And may your enemy not be safe and sound, for God has forsaken him.”

And,

“Upon your enemy O son of the house of Muhammad
The light of morning and the darkness lie in wait.”?

And

“God revealed from you a bright light which appeared
And brought from you a rainy storm.”

And

“How pleasant are the days as long as you live in safety
And how [much] more prosperous [are] matters the time brings.”

And

“You are the sky of pride, so be proud
And in the peaks of glory, you are brilliant stars.”

And

1 Instead of “the company of kings,” the chapter title in the table of contents has “their arrange-
ments.” Neither title is correct, as the chapter deals not only with opening songs but also with
songs at other times and in diverse contexts.

2 The poem is by Ashja‘ (d. ca.195/811) in praise of Hartin al-Rashid; it has “nephew of Muham-
mad” instead of “house of Muhammad” (al-maktaba.org).
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“You have reached the utmost in noble traits and generosity
And attained the utmost limit of whatever you sought.”

And

“Do you not see that God gave you distinguished qualities
You see all other kings crawling? toward it.”*

And

“You are the best that dismounted from [among] the caravan
While rushing to the stopover.”

Then the singer sings what suits the time of the meeting. So at the end of the
night he sings |:

“Many a night, toward dawn
The full moon is completely visible, and the breeze is gentle.”>

And in the morning he sings:
“The day broke as wished by those who are having a morning draft.”
And in the gardens and meadows he sings:

“And when we alighted in a place coated by dew®
Neatly and a shady garden without light.””

And on a rainy day he sings:

3 Y 57 edited yatadabdab as mithl nadab, which does not make sense.

4 The poem is by al-Nabigha al-Dhubyani (d. ca. -18/604) in praise of the Ghassanid king al-
Nu‘man b. al-Mundhir (d. ca. -18/604); the original poem has sira (power and dignity) instead
of sura (distinguishing quality) (al-maktaba.org).

5 The poem is by Ibn al-Mu‘tazz (247-296/861-908); the original poem has “O God” instead of
“many a night” (al-maktaba.org).

6 zy 58 edited tallahu (coated) as kullahu (all of it).

7 The poem is by al-Marzuqi (d. 421/1030); the original poem differs in the last word, it has
haliyan (now) instead of khaliyan (without) (al-maktaba.org).
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“A day of bitter cold
Is stationary and on it appear drops from the clouds.”®

The themes of these poems are quite common today.

As for what the singer should do, he should be endowed with the clever and
bright (zarg)® character of the astrologers. At each time [of day or night] he
should sing what is suitable and what precisely describes the situation, be it
in the past, future,!° or present |, [be it] from the mention of success, victory,
birth, good news, pastimes, absence, the arrival of a person who was absent,!!
hunting,'? honesty, the characteristics of wine, listening [to good music], the
mention of lineage, pride, generosity, and the characteristics of a racehorse. If
he does!3 so accordingly, and moves toward the delicacy of tarab, he will impel
the leader to reward him.1#

8 The poem is by al-Bari‘ al-Baghdadi (443-524/1051-1130; these dates cannot be correct,

because the poet would have been just six years old when Ibn al-Tahhan died!). The origi-
nal poem has “the clothing of the fog” instead of “drops from the clouds” (al-maktaba.org).

9 zy edited this here, and in zY 6, as rizq (income). See fol. 2a, n. 7, p. 3 for the meaning of
zarq.

10  TheMs clearly has mustagbal (future), but zy 58 edited it as mustaghbar (to become dust-
colored).

11 This phrase (“the arrival of a person who was absent”) is missing in zy 58.

12 The Ms clearly has sayd (hunting), though zy 58 read it as hayd (deviation).

13 TheMshas fagada (miss), which does not fit the context; Zy correctly edited this as yafal
(does).

14  Thisisamply corroborated in k4; good choices were rewarded and bad ones were frowned
upon. See Neubauer, Musiker 91-2; Sawa, Music performance 128-38, 160, 226.
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CHAPTER 45

How to Arrange and Order the Songs in the majalis
[fols. 49b—50a; ZY 58—9]

[Ibn al-Tahhan advises the singer to start with slow songs or unmeasured pre-
ludes and leave the faster songs for later in the performance, especially when
the audience is happily drinking. He also advises about the proper behavior for
repetitions, for sitting, and for exiting the majlis. This chapter bears some sim-
ilarities to al-Katib’s chapter 36 and is quoted almost verbatim in chapter 21 of
al-Tifashi.l]

The singer should start his performance by choosing songs in heavy rhyth-
mic modes,? and songs with great artistry (tiwal),® with preludes (rnashid) that
are beautiful and have strange and wondrous meanings, and also shorter pre-
ludes (istihlal). The melodic modes should be those that start with the open
string (mutlaq) or the index finger (mazmam).* He should not play the heavy
rhythmic modes and beautiful songs (hasan)® in succession but separate them
equitably (bi-l-gist)® with easier (sahla)” songs to show the beauty | of what
comes next, unless | there is another singer in the majlis who is similar to him
and matches him; then he must pay attention to what he brings in.8

1 Al-Katib, Kamal fols. 197—202; Kh. 126-8; al-Katib, La Perfection 175—9; al-Tifashi, Mutat
fols. 55—6; al-Sillam1 165-6.

2 In kA the choice of songs related more to the occasion and its use and function (Neubauer,
Musiker 77—80; Sawa, Music performance 170, 226).

3 Lit, “lengthy craft.”

4 Al-Katib suggests starting with the mazmuam because it is stronger than the mutlag and thus
it brings liveliness and joy to the audience, and this is what is needed at the beginning of the
performance (Kamal fols. 197-8; Kh. 126; al-Katib, La Perfection 176).

5 ZY 58 dropped this word, and al-Sillami 165 edited it as hathth (speed), but hathth is unlikely
because Ibn al-Tahhan is dealing with the heavy rhythmic modes at the beginning of the
mayjlis and because faster rhythmic modes come later. At the end of the sentence, it becomes
clear that the singer should maintain the heavy rhythmic mode but, within these heavy
modes, he should alternate songs that have much craft with songs that are easier to listen to.

6 zY 58 edited this as busut (tonalites); al-Tifashi (Mutat fol. 55; al-Sillami 165) also has busut,
but this is unlikely because Ibn al-Tahhan warned about mixing tonalities (see fol. 24b, p. 60).

7 Al-Tifashi has hasana (beautiful) (Mut‘at fol. 55; al-Sillam1165).

8 Thatis, in order to maintain the level of serious and skillful songs and not alternate with easier
ones.
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If drinking occurs in the middle, and argumemts break out (hamiya al-
watis),® and if drinking continues and goes (bakhkhara)'° to their heads, then
the singer must perform songs in the ramal and the hazaj rhythmic modes,
as well as songs that move people and incite them to drink. If drinking peo-
ple talk and talk excessively, then the singer should follow the mood and lower
his standing [to suit their mood] and sing easy melodies that bring happiness
(sarra).t

If people!? leave and the majlis decreases in intensity (khaffa)'® and the
master of the house is alone, then the singer should return to restraint and cau-
tion (tahaffuz), and spend great effort (ta‘ammul)™* in choosing the songs.!> He
should not repeat a song unless asked.!®¢ He should not sit after people have left
unless he is ordered to do so, he should not ask to leave after people have left,
and he should sing the [preferred] song of his patron to him only.

9 Lit., “there was fierce fighting.” zy 59 misread this as rahman al-watis, an expression that
does not make sense.

10  Lit, “evaporates.” zy edited this as nakhara (gnaw, spoil).

11 Al-Tifashi has masriuda (consecutive) (Mut at fol. 56; al-Sillami 165).

12 Al-Tifashi has “most people” (Mut‘at fol. 56; al-Sillam1165).

13 The intensity likely refers to drinking and talking. Zy 59 misread this as wagafa (stop).

14  zYs59 edited this as taagqull (discernment, prudence).

15  Al-Tifashi adds “beautiful” (Mut‘at fol. 56; al-Sillam1 165).

16 This is corroborated in kA (Sawa, Music performance, 244).



CHAPTER 46

Good Qualities [to Have] While Singing
[fols. s50b—51b; 2Y 59-60]

[Ibn al-Tahhan lays out the beneficial and detrimental postures that affect voice
production, good and bad facial expressions and gestures, the position of the
lute, and then he adds that the less bodily movement the better [the perfor-
mance]. This chapter bears some similarities to al-Katib’s chapter 34 and is
quoted almost verbatim in chapter 22 of al-Tifashi.!]

For the singer, complete excellence [involves] having good qualities (sha-
ma’il).2 These include erect posture while sitting, because if the posture is not
straight it will affect his voice by diminishing and spoiling it. He should also
not sing while supporting his arms or weight [on a wall or furniture] (mus-
tanid), or leaning on his back or side (muttaks’), as both [postures] weaken his
voice. Whenever he inclines, his throat and larynx (hanjara) also incline and
thus spoil his singing, because the throat and larynx incline or are straightened
respectively with motion and motionlessness.?

Itis not good for the singer to twist the corners of his mouth (shidq), or twist
his neck, he should not bend down or extend his chest, he should not move
his hands or feet, 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 from one side to another.#

1 Al-Katib, Kamal fols. 191—4; Kh. 122—3; al-Katib, La Perfection 171-3; al-Tifashi, Mut‘at fols. 56—
8; al-Sillam1167-8.

2 These qualities are the postures, facial expressions, and gestures.

3 This likely means that being motionless and sitting/standing erect will make the throat like-
wise and result in good singing, but moving and inclining will make the throat incline and
result in bad singing. For more detail about postures and their positive and negative results,
see Sawa, Musical and socio-cultural anecdotes 217-9, 454.

4 Al-Katib has almost the same text, except that he replaces moving the hands and feet with
moving the body. Al-Katib then adds that moving the instrument from side to side is also a
bad quality (Kamal fol. 191; Kh. 122; al-Katib, La Perfection 171).
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130 CHAPTER 46

Abi I-Fath b. al-Huwayla used to do these things and crawl from the front
to the back of the majlis.[?]® Al-Baghdadi used to move | his head in an ugly
way, and because of this the Egyptians | gave him the title of “a bird feeding its
young” (al-zaqq) because of the similarity [between his movements and that]
of a pigeon moving his head [to feed their young].6 Muhsin, the ghulam of
Mansur al-Bakjuri in Damascus made ugly faces (jins)?” when he sang, espe-
cially [when] pronouncing the short vowels u, a, and .8

The best gestures (ishara) are those made with the eyes, eyebrows, palms,
and a few head movements, but rarely [with the head];° they help [a singer
keep the correct] rhythm, and being in rhythm is [extremely]| praiseworthy.10

I have seen many singers and songstresses who are satisfied to use gestures
when finishing sections, at the end of melodies or cadences (magta‘), and on
the completion of notes (nagham). Some play strings as a substitute for beau-

5 The beginning of al-Baghdadt’s first name is effaced; al-Sillami suggested al-Mughira (al-

Tishafi, Mutat; al-Sillami 167, n. 3).

See also Wright, Music at the Fatimid court 540.

Lit., “made ugly sorts of things with his face.”

8 Al-Katib says it is fine to change the shape of the lips when singing vowels or voweled con-
sonants, if the singer does not overdo it; the worst of these movements is overdoing the
i because it is ugly (Kamal fols. 191—2; Kh. 122; al-Katib, La Perfection 171—2; Sawa, Musical
and socio-cultural anecdotes 325; Sawa, Music performance 173—4).

9 Ishara also means gestures with the fingers, edge or side of the face, of the sides of the
body. To these al-Katib adds the shoulders (Kamal fols. 192—3; Kh. 122; al-Katib, La Perfec-
tion 171-2).

10  Gestures were so important that musicians hired spies to learn what their colleagues did
so they could copy them (kx4 I111: 251—2; Sawa, Arabic musical and socio-cultural glossary
239-40; 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 a perfor-
mance but as musical instruments in their own right (visual rhythm). He listed these in
his hierarchical classification of musical instruments, the lowest being instruments used
in war, followed by the zafn, that is, a dance producing no sound (kMK 76-80; MA I: 21-2).
In this respect, Meiver de la Cruz noted the following about visual rhythms: “This con-
nects 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). KA 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 of his body to explain to her the notes [and their movements and values]” (x4
XIX: 258; Sawa, Musical 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” (Sawa, Musical and socio-cultural anec-
dotes 183, from Ibn Khurdadhbih, Mukhtar 42).

~N o



GOOD QUALITIES [TO HAVE] WHILE SINGING 131

tiful singing, but this steals from the singing its due,! and substitutes good
practice!? with something else. This is a bad habit.!?

[It is] best for a singer [to assume] an image that suits his attire and its
beauty, and the elegance of his garments and their colors; [this is in addition
to] his erect sitting posture, and dearth of bodily movements.

Ibn al-Shamiyya seldom sang except while leaning on his back or side—
unless in the company of caliphs and viziers—| he would lower the peg box
(banjak) of his lute close to the ground, and this is ugly. Al-Sharif Aba I-Qasim
used to hold his lute to his chest such that it was too close to his face. Ibn al-
Farisi 1-Kabir used to compete with people when he sang and accompanied
himself with the lute, and sometimes the face of the lute would be turned
downward because of his intense plucking; [and this was not] beautiful or suc-
cessful.

11 Lit, “reduces (nakhasa) the right (haqq) of singing.” Nakhasa is mainly undotted; zy 60
edited it wrongly as hasana and also wrongly edited hagqahu as minhu (from it)! In al-
Tifashi it is clearly nakhasa; al-Sillami edited it as its synonym bakhasa (Mut‘at fol. 58;
al-Sillami 168).

12 Lit, “proper logic.”

13 Al-Katib made the same remarks (Kamal fols. 192—3; Kh. 122; al-Katib, La Perfection 171-2).

51b
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CHAPTER 47

Good and Bad Song Themes [fols. 51b—53b; zY 60—2]

[In addition to good and bad song themes, which respectively delight or anger
the patron, Ibn al-Tahhan warns about ugly expressions and syllables that
should be avoided. This chapter is abridged in al-Katib’s chapter 26 and al-
Tifash1’s chapter 23.1]

It is commendable to sing (tasrih)? themes of praise, congratulations, men-
tion of pride and lineage (nasab),® dwellings, homelands, deserts and deserted
places (gifar), green fields, water, crying about the passing of youth, mention of
loyalty and the fulfillment of a promise, the recollection of relationships, ten-
der affection, forgiveness, the mention of success and conquest, the stability of
comfort and possessions | and the like.

It is not commendable to sing about one’s love, the intensity of [one’s] pas-
sion, and to sing poems in which the names of slave girls such as Asma, Su‘da,
Salma, Jumal,* Da‘d,® Rayya, ‘Utab, and Qurb and the like [appear], for one of
these names might be the same as someone who has enjoyed the favor of the
king he is singing for, or his mother, or his daughter, or one of his slave girls, or
his sister.® The singer, not knowing this, would sing it and repeat it; and at times
someone in the audience might reach a state of tarab because of the mention
of this name, while the king would be very angry. If the king were a tyrant and
was drunk, he would order that the singer be killed, or slapped on his face, or
kicked out of his presence in a most ugly and lowly manner, and be excluded
from his majlis and deprived of a reward.

1 Al-Katib, Kamal fols. 146—7; Kh. go; al-Katib, La Perfection 137-8; al-Tifashi, Mut at fols. 58—60;
al-Sillam1 169—70.

Lit., “to allow, state, declare.”

3 Al-Tifashi has nasib (the erotic introduction of an ancient Arabic poem) (Mutat fol. 58; al-
Sillami 169).

4 This name is missing in zy 61.

zY 61 edited this as Ra‘d.

6 In kx4 there is an anecdote about Hariin al-Rashid becoming angry with Ishaq al-Mawsili for
singing a poem of ‘Umar b. Abi Rabi‘a (ca. 23-93/644—712) about ‘Umar flirting with Sukayna
(ca. 50-117/670—736), Haran’s cousin and the daughter of the Prophet [sic.] (xvi1: 159—60;
Sawa, Music performance 226; Sawa, Musical and socio-cultural anecdotes 214—7).

[$21
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This happened to Ibn al-Shamiyya with Mukhtar al-Dawla b. Bazal, whose
wife was the daughter of Abu Firas [320-357/932—968]. Her name was ‘Ayida,’
and Ibn al-Shamiyya sang |:

“The one whose heart is free of what I suffer from you
O ‘Ayida, said to me

I see you weakened, I said love

From one person afflicted me.”

Mukhtar al-Dawla [took on] an ashen color, but being mild-tempered, he pre-
tended to be asleep; however, people left because of the singer’s disgraceful
behavior.

In addition, a singer sometimes sings a poem satirizing a tribe at the home
of a man who is from this tribe, and the singer does not know it, and thus [he]
harms himself. As in this well-known verse:

“Lower your eyes for you are from the Numayr tribe
You neither reached the tribe of Kab nor that of Kilab.”®

This is similar to what happened to Abu I-Tahir al-Rababi® while at the home
of a leader who had a songstress named Alaf. He drank and slept at his place,
and when he got up and they had their morning draft, Aba!© 1-Tahir sang:

“You have come to us at dusk, O faithful (Alaf) one,
Her appearance is welcome in our imagination.”

He troubled the leader and kept doing so, and was not aware [of it] until | the
leader became so annoyed that he left for [another] room in his house and did
not return. The singer left after that.

The singer should also avoid the following:!!

7 zY 61 has ‘Aida.

8 The poem is by Jarir (28-110/640—728) (al-maktaba.org).

9 A rababi is a rabab player.

10  Here the Ms has Ibn.

11 Here Ibn al-Tahhan is likely advising singers not to sing extremely sad songs, as they may
upset the audience.

52b

53a

7Y 62


http://al-maktaba.org

53b

134 CHAPTER 47

“Some men desire!? what they have loved, but I

Desire to complain to her about my suffering and wish she would hear
it"3

And
“Listen O delight of the eye to the suffering of the complainer”
And

“Let me know [glad tidings] through the messenger
And make sure he does not betray you.”

And

“I wrote to my beloved, with the fold (kasr)* of my eye!®
A letter which only she will read.”

There are [words in] songs that people find ugly and repulsive, such as “from
above” (min fawgi) and “from below” (min asfali); they are found ugly if uttered
in an exaggerated manner (ughriba),'® and “my repose” (istirahi) and “strange-
ness” (istihashi) are similar.

And
“The tears of your eyes pour out on your garment.”

And

“I beg your mercy, some calamity is lighter than others.””

12 ZY 62 edited this as ghanna (sang) instead of tamanna (desire).

13 The poem is by al-‘Abbas b. al-Ahnaf (d. 192/808) (al-maktaba.org).

14 See fol. 22b, p. 88, n. 12 for the meaning of kasr.

15  Infol. 22b this is eyelid ( jafin).

16 zY 62 has this as u‘riba because the dot over the letter ‘ayn is quite faint. In this read-
ing, u‘riba means “stated clearly,” or “used desinential inflections.” Al-Tifashi similarly has
u‘riba but he gives a useful detail as to why, namely, the desinential inflection of the vowel
is at the end of fawqi and asfali and is ugly (Mut‘at fol. 59; al-Sillami 170).

17  This is a poem by the pre-Islamic Tarafa b. al-‘Abd (ca. BH 60-86/538-564) begging al-
Nu‘man to spare his life. It became a proverb related to one calamity being more bearable
than another (al-maktaba.org).
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And
“You are my wine, my song, my spring, and my autumn.”

There are letters that are disliked when elongated in a composition: these are
hi, ha, su, fu, tu, t, qu, and ni.'® The singer has the freedom to replace them
with other letters.19

It was related that one day a singer sang for Kafiur al-Ikhshidi [292—357/905—
968]:20

“You are the productive one (khasib) and this is Egypt.”?!

But he kept elongating the vowel in his singing to khasi [eunuch] and repeat-
ing: “You are the eunuch.” So Kafiur said to him: “I am the eunuch, and so what”
He then expelled him [and he left] in a most disgraceful state.

18  zY 62 edited this as ghii.

19  This phrase occurs on lines 9—11 instead of line 4. Line 4 and line 11 say the same thing, but
are phrased differently: Line 4 states “these letters can be replaced” and line 11 states “The
singer has the freedom to replace them with other letters.”

20  Kafar 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 Kafur affixed Ikhshidi to
his name. Kafiir 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—7; al-Zirikli, al-Alam v: 216).

21 The poem is by the poetess Wallada bt. al-Mustakfl (d. 484/1091) (al-maktaba.org).
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CHAPTER 48

Who Are Better: The Singers of Persia, India, or
Byzantium [fols. 53b—54a; ZY 62]'

1 Unfortunately, the contents are missing; fol. 54a is blank.

© GEORGE DIMITRI SAWA, 2021 DOI:10.1163/9789004465497_051



CHAPTER 49

Mention of the Male Singers in the Umayyad Era
[fol. 54b; zY 63]'

Yunus al-Katib [fl. mid-second/eighth century]; ‘Umar al-Wadi [fl. mid-second/
eighth century]; Hunayn b. Balwa“ [fl. early second/eighth century]; Dahman
al-Ashqar [fl. mid-second/eighth century]; ‘Atarrad [d. before 169/785 or shortly
after 170/786]; al-Darimi [d. ca. 155/772]; Ahmad al-Nasbi [{l. mid-first/seventh
century];? Abu l-Fayyad; Ibrahim b. al-Haytham; Qararit; Ibrahim b. Jirjis; al-
Salt b. al-Fayyad.

1 For biographical details for this chapter and the following ones, see Farmer, History; Kah-
hala, Mu§jam; Kahhala, Alam; Paraskeva, Entre; al-Zirikli, al-Alam. For anecdotes about some
of them, see Sawa, Musical and socio-cultural anecdotes. For biographical details for chapters
49-53, see Kilpatrick, Making. On one hand, Ibn al-Tahhan’s lists are not comprehensive: they
omit some very famous singers and songstresses and include the names of caliphs who were
not singers at all. On the other hand, they supply names hitherto unknown. The latter can
be problematic because they often lack diacritical marks and dots over or under the letters.
Without another copy of the Ms, we must be content with speculation and realize that the
results can only be provisional.

2 The Ms has Nasabi but k4 v1: 63 has Nasbi.
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CHAPTER 50

Mention of the Songstresses in the Umayyad Era’
[fols. 54b—55a; ZY 63]

Hammada bt. Ma‘bad; Hasda,? the slave girl of Ibn Tuffaha; Nawaz,3 the slave
girl of al-Walid; al-Hinfa;* al-‘Ubayra; Basbas;® Dananir [fl. early third/ninth
century];® Mumanna‘a;” Badhl® al-Kabira [fl. early third/ninth century];° Zun-
quta; Nazm al-Amya’; Sanadid; Lamis;!© Mutayyam, the slave girl of ‘Ali [b.
Hisham] [fl. early third/ninth century];'* Qalam al-Salihiyya [fl. mid-second/

ssa  eighth century]; ‘Ajayib, the slave girl of Sulayman,; | Sahir'? al-Sawda’; Qadib
al-Sawda’.

For biographical details, see Kahhala, Aam; Paraskeva, Entre.

This could also be read as Jasada.

7Y 63 read this as Nawar.
This could also be read as Jinfa or Khinfa.

[ B O e

She belonged to the ‘Abbasid era; see Farmer, History 132; Sawa, Musical and socio-cultural
anecdotes 347.

6 The early third/ninth century would put her with the songstresses in the ‘Abbasid era.

7 7y 63 edited this as Mumatta‘a.

8 The Ms has Bazl.

9 The early third/ninth century would put her with the songstresses in the ‘Abbasid era.

10  Shebelonged to the ‘Abbasid era; see Sawa, Musical and socio-cultural anecdotes 83—4,109.
11 The early third/ninth century would put her with the songstresses in the ‘Abbasid era.

12 7Y 63 edited this as Sahira.
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CHAPTER 51

Mention of the Male Singers in the ‘Abbasid Era’
[fols. 55a—55b; 2Y 64]

Siyat [122-169/739-785]; Zand? al-Ansari; Ash‘ab al-Tama® [fl. early second/
eighth century];* ‘Abbas Abit Murdana;® Abu Zurzir;® ‘Abadil [fl. mid-second/
eighth century]; Muhammad NaS§a;? Aba Jawdara;® al-Qawariri; Saddar al-
Makki.

And after these,® [came] Hakam al-Wadi [fl. second half of second/eighth
century]; Abu Jundab; Mu‘adh b. al-Tayyib;!® Ibn Jami‘ [fl. late second/eighth
century|; Ibrahim al-Mawsili [125-188/742—804]; Fulayh [fl. late second/eighth
century|; Mansar Zalzal al-Darib!! [d. after 227/842]; Ibn Saghir al-‘Ayn; Ishaq
b. Ibrahim al-Mawsili [150-235/767-850]; Abu Sadaga Miskin!? [fl. end of sec-
ond/eighth century]; Hisham b. Jami€ Jundab al-Aswad; Abu ‘Ubad; al-Zaff
[d. ca. 193/809];'3 Madani; Abu Zakkar al-A‘ma [fl. end of second/eighth cen-
tury]; Yazid Hawra’ [fl. end of second/eighth century]; Khazraj; Muhammad b.
Sahram;* al-Yaqtini.

And after these [came] | al-Nahdi; Qasim Zunqut: Isma‘il b. Zunqut; Mansar
b. Qurrat al-Ayn; ‘Allaya [d. 236/850]; Mukhariq!® [d. 231/845]; Muhammad b.
Baskhir;!¢ ‘Amr b. Bana [d. 278/801]; al-Hafs1.

For sound biographical details for this chapter, see Neubauer, Musiker.
zY 64 edited this as Zayd.
zY 64 edited this as Ashsab. In x4 he is referred to as Ash‘ab b. Jubayr (x1x: 135).
This date puts him in the Umayyad era.
zY edited this as Murzana.
The last z is missing in the ms.
This name is undotted in the Ms; zY 64 edited it as Ni‘ma or Na‘ma.
ZY 64 has Ji’dhara.
By “after these” here and below, after the other lists, Ibn al-Tahhan is indicating that his
classification of musicians is in a quasi-chronological order.

© O Ul W N

10 It is most likely al-Tabib, as it appears in K4 xv: 68; Neubauer, Musiker 194.

11 The Ms has a different and grammatically incorrect name: Mansur Darib Zalzal.

12 This person was known as Miskin b. Sadaqga as well as Aba Sadaqga (k4 X1x: 289; Neubauer,
Musiker 164, 194).

13 The Ms and zy 64 have Raff.

14 7Y 64 edited this as Bahram.

15  He was originally a slave but was freed later by Hartin al-Rashid. See chapter 53, where he
is mentioned as a slave, p. 142.

16 Thisname is mainly undotted; ZY 64 edited it as Bashkhir. It is most likely Buskhunnar, like

© GEORGE DIMITRI SAWA, 2021 DOI:10.1163/9789004465497_054

55b



140 CHAPTER 51

And after these [came] Abu Tamar; Muhammad b. al-Haytham; Muham-
mad b. Tmran;'” Aba Shaykh; Khalid!® al-Makki; al-Bunduq; Akhdar al-‘Ayn;
al-Bahili; Ibn al-Ajuz.

the name of the illustrious Muhammad b. al-Harith b. Buskhunnar (fl. mid-third/ninth
century). See Neubauer, Musiker 198—9; Sawa, Musical and socio-cultural anecdotes 435.

17  There is an addition in the margin that is unreadable; zy 64 edited it as al-Barmaki.
18  The Ms has Khalid or Khald.



CHAPTER 52

Mention of the Songstresses in the ‘Abbasid Era’
[fol. 55b; ZY 64]

Ghadir, the slave girl of Musa; Dayf, also his slave girl; Shariya? [fl. mid-third/
ninth century]; Fara; Mukhariq, the slave girl of Ishaq;® Mutayyam al-Hawla;
Qalam al-Safra’; Badhl,* the slave girl of Ibn Tahir; Thabat,5 the slave girl of Katib
Rashid; Umm ‘Ali bt. al-Ras; Farida al-Sughra; Khishf al-Wadihiyya; Fuhayma
al-Sawda’; Zayn al-Kubra; Hada, the slave girl of Maslama; Amina bt. al-Maliki;
Min‘a al-Sawda’.

1 Forbiographical details for this chapter, see Kahhala, Alam; Paraskeva, Entre; Stigelbauer, Die
Sdngerinnen.

2 This songstress is missing in zY 64.
In kA there is an anecdote about the songstress Mukhariq, but there she is not referred to as
the slave girl of Ishaq (v: 279; Sawa, Musical and socio-cultural anecdotes 88), so Ibn al-Tahhan
must be referring to another songstress who was Ishaq’s slave girl.

4 The Ms has Bazl.

5 The first two letters of the name are left undotted; zy 64 suggested that the name is Thabat.
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CHAPTER 53

Mention of the Slave Singers and Songstresses' in
the ‘Abbasid Era [fol. 56a; ZY 65]

Among the men [are] Nafi* al-Khayr;? Abu Kamil;® Fath; Bast;* Ma®bad® [al-
Saghir al-Yaqtini] [d. before 193/809]; Mukhariq [d. ca. 231/845]; Surtr; Zarzir;®
Budayh;? Sulayman ‘Abdal; Qumara;® Tannab;® Qarqar; Fulful Saghir; Husayn

al-Ahwal;!0 Salsal; Mayyah.!!

Among the women [are] Bida'? [ca. 242—302/856-915]; Mulahiz; Mulah;
Fawz; Gharam; Anis; Radhadh; Qalam; Nashwan; Sariya;'® Munya; Mubaha;

Miska; al-Darimiyya; Rabib;!4 Ishtiyaq; Hulwa al-Tawila; Rayya al-Najiya.!>

1 For sound biographical details about the male slave singers, see Neubauer, Musiker; for

songtresses, see Kahhala, Alam; Paraskeva, Entre; Stigelbauer, Die Singerinnen.
Farmer places him in the Umayyad era (History 58).

If his full name is al-Ghuzayyil, then he belongs to the Umayyad era (Farmer, History

89).
4 This name is undotted and without a diacritical mark; zy 65 edited it as Nashit.
5 This person is different from the famous Ma‘bad (d. ca. 125/743) of the Umayyad era.

6 In x4 the name is usually written as Zurzar (Neubauer, Musiker 210; Sawa, Musical and

socio-cultural anecdotes 437).
7 Farmer places him in the pre-Umayyad era (History, 58).

8 This name has no diacritical mark, so it could also be Qamara or Qimara. Farmer lists a

900) in Seville and Carmona (History 163).

9 This name is missing a dot on the final letter and does not have diacritical marks. zy 65

has Tanan.
10  zY 65 misread this name as Ahwar.
11 zy 65 edited this name as Sayyah.
12 7Y 65 misread this name as Madiha.

13 This name could also be Shariya, as the scribe did not add the dots. zy 65 edited it as

Shadiya.
14  This name is undotted; zy 65 edited it as Zaynab.
15  ZY 65 misread this name as al-Tajiya.
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CHAPTER 54

Mention of the Male Singers and Songstresses in
the Ikhshidid Era in Egypt [fols. 56a—56b; zY 65]

[Interestingly, in this chapter many singers and songstresses are noted as also
being drummers, harpists, players of rabab, tunbir, and wind instruments, as
well as dancers.]

[Among the men are] Aba 1-Qasim al-Farisi; Aba Bakr al-Anbari; Hasan al-
Daffafi! Aba ‘Ali b. al-Jazzar; Aba 1-Fath b. al-Hurriya; Marzuq al-Aswad; Ibn
Masas al-Zamir;? Alqa“ al-Zamir; Ibn al-Munajjim [al-] Tunburi;® Nahrir, the
ghulam of Stma;* al-Wasity; Ibn al-Kafi.5

Among the women [are] Tuhfa, the slave girl of Sakan; Walha 1-Baghdadiyya;
Sumr al-Rababiyya;® Salaf al-Saghira; Sitt al-Sighar, the slave girl of Mush-
fiq; Ansaf al-Sawda’; Nashwan al-Raqisa;” Nu‘m al-Madhar&’iyya;® Tuhfa al-
Jankiyya.?

A daffaf is a tambourine player.

A zamir is a wind player.

Tunburi refers to a tunbir player.

zy 65 edited this name as Sulayman.

7Y 65 misread this name as Karafl.

Rababiyya refers to a rabab player. It is interesting to see a rabab player mentioned, as the
term rabab is not found in k4, though it is mentioned in al-Farabi (kmk 800—22; MA I: 277—
86).

Ragisa means dancer; she was probably both a dancer and a songstress.

This name could also be Madaratiyya, as in Y 65.

Jankiyya refers to a harp player.

[ RS L B O R
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CHAPTER 55

Mention of the Male Singers in the ‘Alawid Era in
Egypt [fols. 56b—57a; Y 65-6]

[This is a very impressive long list of singers, a sign of much musical activity at
the court. ]

‘Abdallah al-Huwayla; al-Sharif al-Rassi; Muzaffar b. al-Huwayla; Aba ‘Abdallah,
his [Muzaffar b. al-Huwayla’s] brother; al-Matal,! his [Muzaffar b. al-Huwayla’s]
brother; al-Nazzam; Najm al-Bakhtiyari; Ibn al-Ras’ili; Ibn al-Mufari7; Aba
‘Abdallah b. al-Tahhan; | Abu Muhammad b. al-Tahhan; Aba 1-Qasim? Tahir;
Abt Murra al-Sa‘li; Khumar b. Nahrir;2 Ibn al-Rashidiyya; al-Kibriti; al-Watwat;*
al-Hilaw1;® Ibn Khart al-Balah; Hasan al-Radi;® ‘Aly, his [Hasan al-Rudi’s] son;
Murajja b. al-Huwayla; Ahmad Ka; Ibn al-Buram;” Fatik al-Rayiqi; Naja b. al-
Khannagq;® al-Iskaf;® al-Burkani; Ibn al-Sara‘iyya;l Ibn al-Shamiyya; Nusayra
al-Qanina; Ibn al-Kabti; Nukhayyis;"! Ibn al-Raqqama; Hasan al-A‘sar;'? Ibn
al-Nasraniyya;'® Ibn Maktama; Ibna 1-Banna; Ibn al-Jazzar; Ibn al-Sahmi; al-
Kawwaz; Ibn Sa‘d; al-Qaffas; al-Nawfali; Khumar al-Bahti; Ibn al-Farras; Ibn
Murra; al-Hashimi; Aba ‘All b. al-RassT; Ibn Tahir; al-Shaykh Aba 1-Husayn
Muhammad b. al-Tahhan, the author of this book.

ZY 65 edited this as Batal.

Ms has Qasim.

7Y 66 has Qumar b. Tahrir; the name Nahrir can also be read as Nahzir.
7Y 66 misread this as al-Ratwat.

This could also be read as Hiladi or Hilarl. zy 66 misread it as al-Jalawin.
7Y 66 read this as Wardi.

7Y 66 misread this as Banzam.

This could also be read as Taja. zy 66 misread the name as Tajanub.

7Y 66 misread this as Iskan.

zy 66 edited this as Shara‘iyya.

7Y 66 read this as Buhnus.

© O~ Ut~ W N =
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“Al-A'sar” means left-handed; if he played lute, then his right hand would be stopping
the strings on the finger board like ‘Allaya. In such a case, the strings would be reversed,
the bass string (bamm) would be set at the bottom, with the mathlath above it, then the
mathna, and then the treble string (zir) (kA X1: 338; Sawa, Musical and socio-cultural anec-
dotes 60).

13 Lit., “son of the Christian lady.”
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CHAPTER 56

Mention of the Songstresses in the ‘Alawid Era in
Egypt [fols. 57a—57b; 2Y 66]

[Much like the previous list of male singers, there are a great number of song-
stresses, some of whom were also percussionists. |

Shakla al-Mu‘tasimiyya; ‘Uthayma al-Riyahiyya; Sawla; Sharara; Bushra; Ghu-
nayma; Bishr al-Nadiriyya;' Zarf al-Waziriyya; Shurayra? al-Waziriyya; Siyana
al-Yamaniyya;3 Siyana al-‘Aqliyya; al-Khala; Jurada al-Diwaniyya;* Masabih al-
Rayhaniyya; Zahwa5 al-Baghdadiyya; ‘Udda al-Aftasiyya; Shuhar al-Q&’idiyya;
Shajwa® al-Hadidiyya; al-Asmariyya;? Budar al-Tabbala;® al-Shukriyya; Urs® al-
Qummiyya;!® Zura!! al-Rikabiyya; Taw‘a; Zina al-Sarjuniyya; Ma‘ani l-Abusiha-
qiyya;12 al-Bard'® al-Halikiyya; Bint'* Lu’lu’; Bint Nahrir; al-Yasufiyya; al-Bayda,
the wife of al-Huwayla; Bakar, the wife of al-Rayyis; al-Baghdadiyya, the slave
girl of al-Bartajawri;!> Malak!é al-Rassiyya; Zina al-Qadibiyya;'” Ladhdha, the
daughter of al-Qabila; Malika A‘sir Batnuhu;'® Sharara al-Bahatiyya;'® al-Mar-

ZY 66 read this as Nashr.

ZY 66 misread this as Sarira.

That is, the Yemeni.

zy 66 edited this as Dhu’abiyya.

Zy 66 edited this as Zahra.

Zy 66 misread this as Ghurra.

ZY 66 misread this as al-Asmadiyya.

Tabbala refers to a female drummer.

7Y 66 read this as Ghurs.

That is, from Qumm.

zy misread this as Zad.

zy edited this as Ishaqiyya.

ZY 66 misread this as Anshad.

The text sometimes uses Ibnat, which is synonymous with Bint.

7Y 66 read this as Zayd al-Bakarl.

The Ms has Mulk.

Al-qadibiyya refers to the wand (qadib) player; she likely sang to her own accompaniment,
beating the rhythm with the wand. Another possibility, if another meaning of gadib is
penis, is that she was a playgirl or woman with loose morals, like the famous ‘Abbasid
songstress ‘Arlb (KA XXI: 54—91; Sawa, Erotica 154).

© Oy DUt A W N
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18  zY66 listed this as three separate people, and read the last name as Fitna.
19  The Ms has Tahatiyya, but it is more likely Bahatiyya (i.e., from Bahat, Egypt), as in ZY 66.
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146 CHAPTER 56

sadiyya; al-Babiliyya; Wudd al-Rassiyya; Tarba, the slave girl of al-Yatim; Sham-
mama Riqiha;?°? al-Waziriyya al-Sawda; Junha; Qasir li-1-Sukr;?! Sayb?2 al-Haki-
miyya; al-Sa‘diyya; al-Na‘imiyya;?3 al-Hizaqiyya;?* Jahza; al-Qayida;?> Fasiq?®
al-Kharitiyya; Qisas al-Aftasiyya; Bint al-Khabbaza; al-Fiddiyya.

20  ZY 66 read this as Rafiqatuha (her friend).

21 zy edited this as ‘Asir al-Sukkar, which is more likely.
22 ZY 66 edited this as Nasib.

23 ZY 66 misread this as Na‘miyya.

24 7Y 66 edited this as Hidhaqiyya.

25  This name is missing in zy 66.

26  zY 66 edited this as Fatin.



CHAPTER 57

Mention of the Male Slave Singers in the ‘Alawid
Era in Egypt [fol. 58a; zY 67]

Naja, the ghulam of Barjawan; Wishah, the ghulam of Ibn Qumama; Sa‘ada, the
brother of Shuhar; Ahif, the ghulam of al-Sayyida; Riyad, the ghulam of Bint
Maya; Murhaf al-Qayidy; Mufadda, the ghulam of ‘Aziz; ‘Aziz, the ghulam of
Fadl; Sabir, the ghulam of Ibn Hannin; Shafl; Taqi; Dinar al-Falaki; Mugbil;
Murhaf, the ghulam of Badi‘; Tamkin, the ghulam of Wali l-Ahd;! Nuhayd,? the
ghulam of al-Sida; Mungqidh al-Falaki; Mubashshir, the ghulam of Tarab; Ray-
han, the ghulam of al-Maqduda; Hawa,3 the ghulam of Falak; Iqbal, the ghulam
of Jawhar; Dinar, the ghulam of Jawhar; Uhayf, the ghulam of Nahrir; Bishara,
the ghulam of Ibn Muqashshar;* Sa‘ada al-Rikabi.

1 Wali [-Ahd means successor to the throne; under al-Zahir, this was al-Mustansir (r. 427—
487/1036-1094).

2 7y 67 edited this as Nuhayl.

3 zY 67 misread this as Hadha.

4 This may also be Mugshir. zy 67 misread it as Ma‘shar.
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CHAPTER 58

Mention of the Male Syrian Singers
[fols. 58a—58b; zY 67]

[Some of these singers were also lutenists and dancers. ]

‘Ali I-Hamrawi;! al-Nagqash; al-Muhassin; ‘Akr al-Mudam;? Ibn al-Hakam; Far-
ah; Muharib; Barakat; Usayd; Ghanayim; al-‘Afif; al-Mustaham; Nujaym, the
ghulam of al-Aqira;® ‘Ali -‘Awwad;* Aba Sa‘d al-Raqqr;®> Abu Turab; Barakat; al-
Dubayb; Ibn al-Dubayb; al-Zaffan al-Mughaffal;¢ Suwayka; ‘Altsa;” Ibn al-Sad
al-Marifi;® Shalgan; al-Nashw;® Ahmad al-Qawwas; Ghanayim al-Makhar;!©
Za‘rara; Surar al-Barid; Naja,!! the ghulam of Ibn al-Khawwas; Faddal; al-
Shammas;!? ‘Al ‘Asfura; Ibn al-Mara‘;;'® Ibn al-Kharayitl.

(o202 U N CUI S
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7Y 67 misread this as Hamdawi.

7Y 67 misread this as Madar.

ZY 67 misread this as ‘Afira.

Awwad refers to a lutenist.

zy misread this as Duqq.

Zaffan refers to a dancer; he may have been both a singer and a dancer. Mughaffal is a
negative attribute meaning inattentive and gullible.

zy 67 edited this as ‘Alltya, after the name of the illustriuous ‘Abbasid singer.

This could also be read as al-Sarifi. Zy 67 edited it as Ibn al-Sayyada al-Sadifi.

zy 67 suggested that this was Nashwan.

This is an interesting name: makhurt is a 5/4 meter that was performed in taverns, so
he may have been known for playing in taverns. Ibn Khurdadhbih stated that the sec-
ond light heavy was called the makhiri because Ibrahim al-Mawsili often sang in taverns
(mawakhir) in this rhythmic mode (al-Mas‘adi, Murij, ed. Pellat v: 131; Sawa, Rhythmic
theories 60).

zy 67 misread this as Saja.

Lit., “Christian cantor.”

zy 67 edited this as Maraghi.
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CHAPTER 59

Mention of the Syrian Songstresses
[fols. 58b—59a; Y 67-8]

Al-Iskafiyya; al-Shibliyya; Zadmihr, the daughter of Aba Ishag;! al-Sahman-
iyya;? al-Biza‘iyya; al-Isbahaniyya;® Bint al-‘Assara; Umm ‘Alf; al-Mustazrif;*
Shawq al-Ja‘fariyya; al-Dukhkhaniyya; al-Jawhariyya; al-Samra; al-Arba‘iniyya;
al-Farida; Qurb al-Bizaliyya;® al-Baghdadiyya; Bint al-Harami;® | Nughash;? al-
Shawkiyya; al-Za‘faraniyya; | al-Jinahiyya; Shaja 1-Bizzaliyya; Zunam;® Zamira;®
Rida; al-Dubaybiyya; al-Mawardiyya; al-‘Allaisiyya;'° Bint al-Dubaybiyya;!! al-
Shajiyya; Bint al-Tarayifi; al-Bayrutiyya.

7Y 67 read this as two people: Zad and Mihraniyyat Abti Ishaq.

zy 67 edited this as Najmaniyya.

zy 67 edited this as Isfaniyya.

This could also be read as Mustatrif.

In the next folio, al-Bizzaliyya appears with a doubled z.

7Y 67 read this as al-Hami.

zy 67 edited this as Bughash.

Zunam (d. before 255/869) was also an ‘Abbasid wind player and an instrument maker.
During the reign of al-Mu‘tasim he invented a new type of nay which became known as
nay zunami. Unfortunately the sources do not mention how it differed from the prevailing
nays of the time. Zunam also performed at the courts of Hartin al-Rashid, al-Wathiq, and
al-Mutawakkil (Sawa, Musical and socio-cultural anecdotes 49).

O~y OOUl A W N -

9 Lit., “female wind player.” She may have been both a singer and a wind player. The fact that
the name Zamira is immediately followed the name Zunam may indicate that this refers
to just one person, and that she was named after the famous ‘Abbasid wind player; thus
her name may have been Zunam al-Zamira (Zunam the wind player).

10  ZY 68 edited this as ‘Allashiyya.

11 zY 68 has Dabibiyya.

12 Lit., “of Beirut.”
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CHAPTER 60

Mention of the Umayyad Caliphs Who Sang'
[fol. 59a; zY 68]

Yazid b. ‘Abd al-Malik [ca. 71-105/690-724]; al-Walid b. Yazid [88-126/707—744];
Marwan b. al-Hakam [d. 65/685].2

1 See also k4 IX: 250-323, X: 95-149, 162—97, 27486, for the names of caliphs and their descen-
dants.

2 He was most likely just a poet.
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CHAPTER 61

Mention of the ‘Abbasid Caliphs Who Sang’
[fol. 59a; zY 68]

Al-Mahdi [?] [ca. 126-169/743—785]; al-Rashid [?] [145-193/763—809]; al-Amin
[?] [170-198/787-813]; al-Ma’miin [?] [170—218/786—-833]; al-Mu‘tasim [ca. 191—
227/807-842]; al-Wathiq [ca. 198—232/814-847]; al-Mutawakkil [206—247/822—
861]; al-Mu‘tazz? [231-255/845-869]; al-Mu‘tadid [ca. 245-289/860—902];
Ibrahim b. al-Mahdi [162—224/779-839].

1 Some of these figures were not known as singers or composers, and hence the question marks

in square brackets. For sound biographical details about the singers, see Neubauer, Musiker.
2 He was a poet; his son was the composer.
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CHAPTER 62

Mention of the ‘Abbasid Caliphs’ Sons Who Sang'
[fol. 59a; zY 68]

1 There is no information beneath this title. For the descendants who were musicians, see K4
X: 69—70, 95-149, 186—202, 274—87.
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CHAPTER 63

Mention of the ‘Abbasid Caliphs’ Daughters Who
Sang' [fol. 59b; zY 68]

‘Ulayya bt. al-Mahdi [160—210/777-825]; Umm Abtha bt. al-Rashid; Hamda bt.
al-Rashid; Umm ‘Abdallah bt. Isa b. ‘Alj; Layla bt. ‘Ali b. al-Mahds; Fatima bt.
‘Abdallah b. Musa.

1 For biographical details, see Kahhala, Alam; Paraskeva, Entre; Stigelbauer, Die Sdngerinnen.
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CHAPTER 64

Mention of the Viziers, Princes, and Their Sons
Who Sang' [fol. 59b; zY 68]

Al-Fadl b. al-Rab1‘ [138—208/757-823]; Zakariyya b. Mu‘adh; Ibrahim b. Ishagq;
Abu Dulaf? al-Tjli [d. 226/840]; Muhammad b. al-Jahm al-Mawsili; Dawtd b. al-
‘Abbas; Musa b. Bari;® Muhammad b. al-Haytham; Ibn al-Khal; [‘Ubaydallah b. |
‘Abdallah b. Tahir [182—230/798-844]; Haran* b. al-Hasan b. Sahl; Musa b. Salh;®
Muhammad b. Jamil.

1 For sound biographical details about the singers, see Neubauer, Musiker.

2 The Ms has Duluf; kA 1v: 114 has Dulaf, and x4 viIr: 248 has Dulafa. zy 68 misread this as
Walaf.

3 This name is undotted and does not have diacritical marks; zy 68 edited it as Badr.

4 7Y 68 misread this as Harub.

5 zY 68 edited this as Salih.
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CHAPTER 65

| Mention of the Male and Female tunbir Players'
[fols. 59b—60a; zY 69

Among the men [are] Ibn Burd al-Khabbaz; Ibn al-Kays; al-Nasibi; Ibn Khaqgan;
Ibn Sharashir; al-Masdad [d. before 279/892]; al-Harkiis; Abii Hashisha [d.
before 279/892]; Ibn al-‘Arif; Isa 1-Simin; Ibn al-‘Atshi; Aba 1-Sist;2 Ibn al-Tawil;
Ibn al-Huyal1.3
Among the women [are] Ruqayya al-‘Amya; Rabab; Wajtha; Ruqayya al-
Samra; Salaf al-Rababiyya;* Bint Salama.
1 For sound biographical details about the male slave singers, see Neubauer, Musiker; for
songtresses, see Kahhala, Afam; Paraskeva, Entre.
2 ZY 69 read this as Shays.

3 ZY 69 read this as Hanbali.
4 Lit, “rabab player”
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CHAPTER 66

On the Proper Behavior to Praise Men and Women
When They Reach a State of Tarab'
[fols. 60a—61b; zY 69—70]

[Praise should be done in the proper place and time in a song, praise for men
differs from praise for women because of the curtain. ]

Praise (zahzaha)? is a matter caused by tarab and depends on the extent of
the singer’s excellence and the [aesthetic musical] knowledge of the one who
praises (muzahzih) [him]; it requires that he behave properly and know the
places and times for it. It stirs up the zeal and lively activity (rashat) of the
singer and causes him to excel.3 It is said that praise increases excellence (bisat
al-ihsan),* and I say that praise | is thanking (shukr) the singer for his excel-
lent performance, because thanking him encourages [him to] more excellence.
The connoisseur should know the [beautiful] places in the melodies, the end

1 The expression “when they reach a state of tarab” is missing in the table of contents. Al-
Katib also has a chapter on praise, its importance, and its proper placement. It is simi-
lar to this chapter but with different anecdotes (Kamal fols. 202—7; Kh. 129—30; al-Katib,
La Perfection 179-82). The only common anecdote is one in which the songstress singing
a particular note is likened to a pigeon flying upwards (Kamal fols. 203—4; Kh. 129; al-
Katib, La Perfection 180). Al-Tifashi also has a chapter on the topic; it is almost verbatim
from Hawi, but contains only the first half of the chapter (Mut‘at fols, 60-1; al-Sillami 171-
2). An interesting point about praise appears in the dance chapter, where the audience
is required to praise the singer in the same tonality (al-Tishafi, Mut@at fol. 150; al-Sillami
275)-

2 This word is Arabized from the Persian zihazih, which means well done, bravo. In addition,
the Sasanid patrons praised a great performance by exclaiming zeh zeh we-zehan zeh (a multi-
bravo); in the ‘Abbasid era patrons would say afsanta (you did well) (x4 v: 281; Neubauer,
Musiker 91; al-Raghib al-Isfahani Muhadarat 11: 717; Sawa, Music performance 112).

3 k4 has ancedotes that corroborate the importance of praise. For example, Ishaq al-Mawsili
told the audience that a singer likes to be told to sing, and likes to be praised (xx: 322-3;
Neubauer, Musiker 91; Sawa, Music performance 161). There were also instances when a self-
assured singer became irritated when praised, especially by someone who knew little about
singing (V1: 282; Neubauer, Musiker 91; Sawa, Music performance 161). Praise was so important
for performance excellence that its absence was used intentionally, to break a rival (k4 1v:
362—3; KA VI: 282—3; Sawa, Music performance 161).

4 Bisat literally means “spreading, expanding.” See also n. 7, p. 60, chapter 21, fol. 23b, where it
means tonality. Zy 69 edited it as nashat (lively activity), but it is clearly bisat, as in al-Tifash1
(Mut‘at fol. 60; al-Sillami 171).
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of their sections ( fas!), the beauty of the notes and their compositions, and
the excellence and marvels of instrumental performance, [and know] to praise
each one (naw‘) of them when [and only when] they come to an end. For if
he praised the singer at the beginning of the melodies, he would hide and take
away the beauty of the melodies and prevent the audience from enjoying them.
He would also prevent the singer from achieving his goal of bringing tarab to
everyone present, for after all, the majlis is not confined to one person to the
exclusion of the rest. Shouting should not occur frequently and at every place,
for it is said that if praise (ihsan) is too frequent then acclaim (istihsan) will
decrease.

As for men and their praise, if they are in the company of a caliph or king
or leader, then they should not praise him at all, whether it is a male singer
or a female slave singer (gayna); they must behave and be quiet in both cases,
unless the leader allows them, | and they must obey him.

As for women,® if there is no reason not to, then the man in charge of the
curtain (sahib al-sitara) should be invited to stay, savor joy and happiness, and
utter “God be praised” softly, now and then, so that it is not heard [in front
of] the curtain [by the audience]; this will be a support or objection to who-
ever is behind it, but not doing so is more laudable and more beneficial.” I
have heard and seen someone say, while the mothers of childen (ummahat al-
awlad)® were behind the curtain, “May my face be blackened, O my perdition,
O people have mercy upon me, by God I will sacrifice myself for this mouth
(fam),” and when he said this [i.e., fam], he would double the m (bi-dammihi)®
to intensify it (tashdid). He would sigh and his tears would flow, and this while
the man in charge of the curtain laughs. I have heard another say, “The cup is
in the hand of your slave Abui ‘Abdallah” in this clear utterance.!® Another one

5 As the paragraph unfolds, it becomes clear that it was not women praising a performance,

but women performing and men praising them.

This refers to the performer’s side.

This is the end of the passage that is similar in al-Tifashi (Mut‘at fol. 61; al-Sillami 172).

8 This is a technical term that refers to a slave girl who has borne a child to her master. Her
social status is elevated from slave girl to the mother of a child, at which point she cannot
be sold or given away, she inherits her master’s estate after his death, and is automati-
cally free; her son or daughter is also free. When she sings, she does so behind a curtain
whenever guests are present (KA V: 407, VII: 296, XI: 348, X11: 282; Sawa, Musical and socio-
cultural anecdotes 333—4). This paragraph indicates that some of the mothers of children
were singers, and some were part of the audience.

9 zy read this as bi-dammatin (with a u vowel sound) though the last letter is 4 and not ¢.

10  This may be a reference to the lyrics of the song, whether the cup means a cup of wine, or
a woman'’s breast.

~N o

61a

ZY 70



61b

158 CHAPTER 66

screamed, “A soldier went to yakuku if hizhi"* Another person was at a friend’s
place and when the friend suggested a song [to the women singers behind] the
curtain, the guest said, “By God, she must sing my song first” Another said, |
“Repeat it, O dear lady, repeat it one more time.” Some said, “Forever, forever”
one hundred times and did not understand what they were saying. Another per-
son well-versed in singing said to me, “Listen, by God, to this moaning (shahqa),
how excellent it is! And the melody was reliable (mu‘tamad) because it was the
story of the narrators in their language.”? Another skillful singer said to me, “I
have not yet heard better than the singing of such and such a songstress, it is
as if there were pigeons soaring in it.” A person praised the singing in front of
some leaders using offensive words, so I winked at him. He said, “Do not wink
at me, for by God, she is like my sister.”’3 Much like this occurs at the hands of
ignorant and stupid people.

11 These could be nonsense syllables and could be read in various ways. Yakaka could be
read as dakuku or nakuku or bakuki. Huhi could be hawa hawa (or even hawwa) or hiwa
hiwa or huwa huwa. Ka or kuww or kaww means window, and in a child’s talk kzki means
a penis. Hawwa is Eve. In the case of Eve, soldier, window, and penis, it may mean if there
are women around, then a soldier will go to the window to see them, or go to his penis! In
Persian, kitki is a dove or its cooing.

12 The last sentence is obscure; it may mean that it is an original and truthful melody, and
that this fact in turn reinforces the moaning and its performance.

13 He probably mentioned words with sexual connotations and this prompted him to say

that the songstress is like his sister, so no harm was meant. For a list of sentences of praise
in KA, see Sawa, Music peiformance 159—60.



CHAPTER 67

Mention of the One Hundred Chosen Songs
[fols. 61b—63a; ZY 70—4]

[The title of the chapter, “‘Mention of the One Hundred Chosen Songs” implies
that the author will supply the titles of the one hundred songs, but, in fact, the
author only mentions ninety-three. Of these, only twenty-seven songs match
those in k4. The remaining sixty-six songs, which, according to Ibn al-Tahhan
are among the chosen ones, are not found among the chosen ones in x4.! Obvi-
ously, Ibn al-Tahhan did not rely on al-Isfahani’s x4 to cull the one hundred
songs; indeed, he mentioned al-Isfahani only once in his whole treatise, and
only with regard to al-Isfahani’s basing his k4 on the works of Ishaq and [his
son] Hammad.2 Ibn al-Tahhan relied on a more recent list and set it under the
original title of “The One Hundred Chosen Songs.” The recent list is a modern-
ized one, maybe because a ruler ordered it, or a group of musicians [compiled
it], or [it may have been done] to satisfy the musical taste of the time. Thus,
Ibn al-Tahhan’s list is a precious historical document and is one of the most
interesting chapters in his treatise.

The Ms supplies the incipits only; by nature they are short, and lack the con-
text found in the complete verse, so they are difficult to translate. Fortunately,
most of the complete verses can be found online, at alwarag.com or al-maktaba

.org|.

One hundred songs were chosen. They were chosen from among the repertoire
for Harain al-Rashid; then fifty were chosen out of the one hundred, then ten
out of the fifty, then three out of the ten, and this was done by unanimous con-
sent [on the part of the singers in charge].2 They [the songs] are

1 Four of those chosen in Ibn al-Tahhan occur in x4 but are not among those chosen in k4.

2 See fol. 19b, p. 49. It is also likely that he did not read al-Isfahani’s k4 but got his information
about various anecdotes from other mediated sources; this would explain the discrepancies
between the text in kA and the text in Ibn al-Tahhan.

3 KA (I:2,7) has a slightly different list with more details. Haran had commissioned Ibrahim al-
Mawsili, Ibn Jami‘, and Fulayh b. Abi -Awra’ to compile a collection of one hundred songs,
then he asked them to choose the ten best ones, and then the three best ones from among
those. Clearly, there is no mention of fifty songs, as appears above. A different account about
the choice of the songs, and those that al-Isfahani prefers to the first one, mentions that
Ishaq was relating to al-Wathiq the account of his father, Ibrahim al-Mawsils; that is, Haran
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The palace, then the palm trees (al-Qasru fa-l-nakhlu)*

Did the house stir up your passion (Ahdja hawaka l-manzilu)?

The reddish-brown horse complained about running (Tashakka [-kum-
aytu al-jarya)®

My companions, do not distance yourselves (Ikhwati la tabidi)”

I did not ride the jade (Wa-lam arkabu [-tahmir)

If destiny does not conceal you (Idha ma tawaki)®

They had sent [a messenger] to Jayda’ (Ila Jayda’ gad ba‘athu [rasulan])®
And not with the embellishment [of the tongue] (Wa-laysa bi-tazwigi [(-
lisani])©

Perhaps if it lasted long for you (La‘allaka in talat)!

I am sleepless and what is this? (Arigtu wa-ma hadha)*?

The excellent [?] heart remembered (Dhakara [-galbu dahu)

Prevent the eye (Uzgjuri [-‘ayna)'®

My two friends stopped over [at the gathering] (Uja khalilayy [‘ala [-
mahdari])**

had ordered the singers to chose for him the best three songs. Upon hearing this account,
al-Wathiq asked Ishaq to revise the collection and ensure that he chooses the best songs
in the older repertoire, and removes songs of lesser quality from the older list. Ishaq com-
plied by including not only songs of composers from previous eras but also contemporary
composers who followed the tradition of the older composers (x4 1: 2, 7-11; Glinther, Aba
I-Faraj; for details about al-IsfahanT’s preference for the second account, see Kilpatrick,
Making 45—6). Then al-Isfahani added other important songs on his own, such as those
of Ma‘bad, Ibn Surayj, Yanus al-Katib, as well as, not uncommonly, the songs of caliphs,
viziers, and their descendants (kA4 1: 2; Fleishhammer, Die Quellen 11—2; Sawa, Music perfor-
mance 22—3). For the composition of x4, its sources, informants, and chains of transmis-
sion, see Fleishhammer, Die Quellen; for al-Isfahant’s life, times, and works, see Giinther,
Abu 1-Faraj; Kilpatrick, Making.

This poem is by Aba Qatifa (d. ca. 70/690). See kA 1: 8.

This poem is by Nusayb (d. 108/726). See kA I: 8.

This poem is by ‘Umar b. Abi Rabi‘a. See k4 1: 8.

This poem is by Fatima bt. al-Ahjam al-Khuza‘iyya (al-maktaba.org).

This poem is by Majniin (d. 68/688). See x4 1: 8.

This poem is by al-‘Arji (d. ca. 120/738). The Ms has bu ithi; this is incorrect. See k4 1: 8.
This is not the incipit, but the third line of the poem as it appears in x4 1: 286. The poem
is by al-Ahwas (d. 105/723).

This line is preceded by the verse in item 85 below (al-maktaba.org).

This is a poem by al-A'sha (d. 7/629) (al-maktaba.org).

This poem appears in k4 V: 56 but is not among the one hundred chosen songs. The poet
is al-Tarmah (d. ca. 125/743) (al-maktaba.org).

This poem is by al-Walid b. Yazid (88-126/707—744). See k4 111: 366.
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(14) [The separation of the beloved ones] has awakened the heart (Ra‘a (-
fuwada [tafarruqu l-ahbab))'®

(15) Did the departures agitate you? (A-hajatka l-za‘@’inu)'®

(16) To whom belonged the dwellings (Li-man al-diyaru)'

(17) Few caravans [have encamped with us] (Rubbu rakbin [qad anakhu ‘in-
dana))'®

(18) The Kulayb [tribe] has encamped (Kulaybun qad anakhu[?])

(19) By my life, my young camel grunted (La-‘amri na‘arat qaliist)

(20) The eyes whose glances are languid have killed us (Inna [-‘uyun allati ft
tarfiha maradun qatalnana)"®

(21) She has [a funny story] at Matiran2°® (Wa-laha bi-l-Matiran khurafa)

(22) The women have [a wish] at the house (Wa-lahunna bi-l-bayti labana)?!

(23) Umm Sallama, any time I remember you, the inner corners of my eyes
choke on my tears (Umm Sallama ma dhakartuki illa sharigat bi-l-dumu‘;
minni l-ma’aqr)??

(24) The one with eyes intensely white and deep black, and [with a] compact

build (Hawra’ mamkuara)?3

Stop by and greet me (Uji ‘alayya fa-sallimi)?*

Verily she assembled the silk clothing (Ama lammat kisa [-khazz)

25)
)
) Is she not the one who said (A4-laysat bi-llati galat)?>
)
)

(25
(26
(27
(28) Revile me at night [?] (dalhini [?] or lahini wa-laylan)?6

(29) [His shadow] spread little on the back [of the riding animal] (Qalil ‘ala

gahr [al-matiyya zilluhu])?”

(30) Are you of the tribe of Mayya going back and forth (A-min al Mayya rayih
[aw mughtadi])?®

15  This poem is by ‘Umar b. Abl Rabi‘a. See k4 11: 357.

16 This poem is by al-Numayr1 (d. ca. 9o/708). See k4 v1:189.

17 This poem is by al-Akhtal. See k4 v111: 278.

18  This poem is by ‘Adi b. Zayd al-Ibadi (d. ca. BH 35/590). See KA I1: 95.

19  This poem is by Jarir. See k4 VviI: 308.

20  This is a place in Syria (al-Firazabadi, al-Qamaus 623). The Ms has Matartn. The poem is
by al-Ahwas (al-maktaba.org).

21 This poem is by ‘Urwa b. Udhayna (d. ca. 130/747) (al-maktaba.org).

22 This poem is by al-Walid b. Yazid. See x4 vI1: 84.

23 This poem is by Qays b. al-Khatim (d. ca. BH 2/620). See k4 111:18.

24  This poem is by ‘Umar b. Abi Rabi‘a (al-maktaba.org).

25  This poem is by ‘Umar b. Abi Rabi‘a (al-maktaba.org).

26  Only laylan (night) is readable.

27  This poem is by ‘Umar b. Abi Rabi‘a (al-maktaba.org).

28  This poem is by al-Nabigha al-Dhubyani (al-maktaba.org).
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(31) They passed by the remains of an abandoned encampment (Mararna ‘ala

atlal)

(32) O lady in the camel’s litter, drop by and visit us (‘Uji ‘alayna rabbata [-
hawdaj)??

(33) They do not take Rabi‘a away (La yab‘adanna Rabra)3°

(34) The tribe agreed to be unrestrained (Ajma‘a l-hayyu intilaqa)

(35) She pointed with her comb (Asharat bi-midraha)®!

(36) He strove for ‘Amrat (Ajadda bi-Amrata)3?

(37) The bond of love became tattered (Raththa hablu l-wasli)33

(38) Give up [what you are doing] and praise [Harim b. Sinan (d. BH 15/608)]

(Da‘[dha] wa-‘addi l-qawla ft Harim)3*
(39) Calling on the camels that have departed (Fa-la zilna hasra)3>
(40) Go and may you not be separated (Idhhab fa-la yubidannaka)3®
(41) Did she not get burned [when] you abandoned her (A-lam tawla‘u bi-
hajrika)
(42) The heart became attached and unrestrained ( Ulliga [-galbu wazu‘an)3”
(43) I knew the remains of an abandoned encampment in Jasim (Araftu bi-
Jasim atlalan)
(44) They invited love, and then (Da‘awna [-hawa thumma)38
(45) Does knowing about the vestiges of a dwelling (A-ma‘arifa [-diman)3°
(46) To whom does the vestige of a dwelling belong, to the one at peace (Li-
man talalun bi-dhi salmin)
47) Grief came back to me (Ada li [-hammu)

7)
48) The heart has found [?] (Athara [?] l-fuad) |

)

)

5
6

49) You caused us great distress (Anakhtum ‘alayna kalkal)*°

(
(
(
(

50) If Isay the mind forgets (Idha qultu tasli [-nafsu)*!

29  This poem by al-‘Arji occurs in K4 1I: 366, but it is not among the one hundred chosen

songs.

30  This poem is by Mikraz b. Hafs b. al-Akhyaf (d. after 2/624) (al-maktaba.org).

31 This poem is by Sahim ‘Abd Bani Hashas (al-maktaba.org).

32 This poem is by Qays b. al-Khatim. See x4 11: 426. For the lineage of ‘Amrat, see KA 111: 11.

33 This poem is by ‘Umar b. Abi Rabi‘a (al-maktaba.org).

34  This poem is by Zuhayr (d. BH 13/609) (al-maktaba.org).

35  This poem is by Kuthayyir (105/723). See kA v11: 279. The Ms has fa-la zala husra.

36  This poem is by Nafi‘b. al-Aswad (d. after 37/657) (al-maktaba.org).

37  This poem is by ‘Umar b. Abi Rabi‘a (al-maktaba.org).

38  This poem occurs in k4 1X: 179 but is not among the one hundred chosen songs. The poet
is probably Qays b. Dharih (68/688).

39  This poem is by Nusayb. See k4 v1: 288.

40 This poem is by Said b. al-‘As (3-59/624-679) (al-maktaba.org).

41 There is confusion about the authorship of this poem. See x4 v1: 140.
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(51) By God, O gazelle of Banu 1-Harith (Bi-Llahi ya zaby Bani [-Harith)*?

(52) Is the fire from Umm ‘Amr (A-min Umm Amr bi-l-hariq)

(53) The heart is now in the imagination (Asbaha [-qalbu fi [-khayal)

(54) My two friends, during your life (Khalilayy fima ‘ishtuma)*3

(55) He sent a messenger in (Ba‘athani rasulan fr)

(56) Istood up by a house belonging to Su‘da (Waqafiu ‘ala darin li-Suda)**

(57) She is like an antelope, and if the red ants [crawl on her body, blood will
ooze from their path because of her plump, white, thin skin] (Mahatun
lawa anna al-dharra |di‘afuhu ‘ala matniha baddat madarijuhu dama))*s

(58) We used to be pleased [being close to] the special ones who are now hid-
den (Hujiba l-ula kunna nusarru [bi-qurbihim])*6

Get up, contemplate and you (Qum ta'ammal wa-anta)

A person advising about love happened ( Jara nasihun bi-l-wuddi)>3
But oh! The slave girl of al-Wahhab (Hayhatu min amati [-Wahhab)>*
O mistress of the gray [female] mule (Ya rabbati l-baghla l-shahba’)>®

min mashariqi [Ma’sali])%

42 This poem is by ‘Umar b. Abi Rabi‘a (al-maktaba.org).

43  This poem is by Jamil (d. 82/701) (al-maktaba.org).

44  The poet is unknown. k4 has the synonym rab‘in instead of darin (house). See kA v1:163.

45  This poem is by Humayd b. Thawr al-Hilali (d. ca. 30/650). See k4 1v: 354. This is followed
by (inna [-‘uyiin) which occurred as item 20 above.

46 The poet is unknown. See KA 111: 44.

47  This poem is by Muhammad b. Numayr al-Thaqafi (d. ca. go/708) (al-maktaba.org).

48  This poem is by ‘Umar b. Abi Rabi‘a (al-maktaba.org).

49  This poem is by ‘Amr b. Ma‘dikarib (d. 21/642) (al-maktaba.org).

50  This poem is by Jamil (al-maktaba.org).

51  Theincipit Na‘tba [-ghurabu is common to a number of poems, so it is difficult to ascertain
which poet is meant here (al-maktaba.org).

52 This verse is found in the Epistle of al-Thaalibi (350-429/961-1038) but the name of the
poet is not mentioned there (al-maktaba.org).

53  This poem is by ‘Umar b. Abi Rabi‘a (al-maktaba.org).

54  This poem is by ‘Umar b. Abi Rabi‘a (al-maktaba.org).

55  This poem is by ‘Umar b. Abi Rabi‘a (al-maktaba.org).

56  This poem is by ‘Antara b. Shaddad al-‘Absi (d. ca. -22/600); ‘Abla was his beloved.

57 See KA VIII: 235.
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(70) Hind sent [a messenger] to us (Arsalat Hindu ilayna [rasulan])>8

(71) The company of men drove away their camels (Radda [-khalitu jimala-
hum)>®

(72) Verily, O [black-eyed] gazelle fawn (Ala ayyuha [-shadinu [al-akhalu)5°

(73) Inthe dream, [the virgin, the unbored pearl] made your heart sick (Taba-
lat fwadaka [ fi-l-manami kharidatun])®!

(74) My people killed, [my brother and my sister] Umaym [asked me to take
revenge | (Qawmi hum qataliu Umaym)62

(75) ‘Unayba [?] appeared (Banat Unayba [?])

(76) Zaynab pierced and killed my heart (Agsadat Zaynabu galbi)®3

(77) Did the meaningful memories of a house fill you with longing (A-shaqaka
ma‘na manzil)

(78) O friend, let us follow the tracks and find out [about the abandoned
encampments] (Ya sahibi gifa nastakhbiru [[-talala])’+

(79) Asforthe sand grouse [Ishall describe her| (Amma [-gatatu fa-inni [sawfa
an‘atuha))®s

(80) O Muyma [?], I have taken an oath (Halaftu yaminan ya Muyma)

(81) The company of men strove toward the separation (Inna [-khalita ajadda
l-bayna)s6

(82) She came early to see you and stirred [strong emotions] (Bakarat ‘alayka
fa-hayyajat [wajda])s”

(83) Iam sleepless, and O father, what a grief (Arigtu wa-bi-aba-l-hammu)

(84) Recalling Rabab [after she abandoned me] (Dhikru [-Rababiwa-kana [gad
hajara])®8

(85) O Fatim, slow down [some of your coquetry] (A-Fatimu mahlan [ba'da
hadha [-tadallul])®°

58  This poem is by ‘Umar b. Abi Rabi‘a (al-maktaba.org).

59  This poem is by the pre-Islamic poet al-Mutawakkil al-Layth1 (al-maktaba.org).

60  This poem is by Husayn b. al-Dahhak (162—250/779-864). See kA VII: 145.

61  This poem is by Hassan b. Thabit. See k4 1v:133.

62 This poem is by the pre-Islamic poet al-Harith b. Wa‘la (al-maktaba.org).

63  This poem is by Ibn Ruhayma al-Madani, he composed it for his beloved Zaynab bt.
‘Tkrima. See KA 1V: 401, 405.

64  This poem is by ‘Umar b. Abi Rabi‘a (al-maktaba.org).

65  There is confusion about the authorship of this poem. See kA VIII: 258.

66  This poem is by Zuhayr (al-maktaba.org). The Ms has a copyist’s error: Bana [-khalitu
ajadda l-bayn (The company of men made clear the separation).

67  This poem is by al-Husayn b. Mutayr al-Asadi (d. 169/785) (al-maktaba.org).

68  This poemis by Umarb. AbiRabi‘a (al-maktaba.org). The Ms has a copyist’s error: Dhakara
[-rababu (The rebec recalled).

69  This poem is by Umra’ al-Qays (ca. BH 80-130/497-545); it occurs in KA VIII: 322 and IX:
129 but it is not among the one hundred chosen songs.
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86
87
8

(86) Istrive for your friendship today (Ajaddu bi-sahbiki al-yawma)
(

(8

(

(

(

May God fight the tribe of Qays ‘Aylan (Qatala-Llahu Qaysa Aylan)
Verily, O house, ask (Ala fa-isali ya dar)

The events in Medina (Inna l-hawaditha bi-l-Madina)™ |

A pomegranate sweet as honey (Wa-ashnaba ma‘sul)

89
90
91

—_ — — — ~— —

I followed them with an eye, its person [is drowning] (Atba ‘tuhum mugqla-
tan insanuhd [ghariqun])™

(92) It excited the dwellings of the brain (Haja maghant l-hija)

(93) And when we alighted in the arena of the brain (Wa-lamma nazalna sahat
al-hija)

{The One Hundred Songs” in KA}

{Volume1 [1] p.8;[2] p.8;[3a—3b]"3 p.8;[4] p. 8 [5] p- 8; [6] p- 269; [7] p- 286.

Volume 11 [8]p.95;[9] p-155; [10] p. 260; [11] p. 357;74 [12] p. 402;7° [13] p- 426.

Volume 111 [14] p.18;7 [15] p. 43; [16] p- 44; [17] p- 445 [18] p- 50; [19] p. 72; [20]
p- 88; [21] p. 114; [22] p. 114; [23] p. 134; [24] p. 256; [25] p. 268;77

[26] p. 2857 | [27] p. 310; [28] p. 350; [29] p- 366; [30] p- 368.
Volume 1v  [31] p. 119;”° [32] p. 133; [33] P- 213; [34] P- 223; [35] P- 299; [36]

p- 301; [37] p. 320; [38] p. 354; [39] P. 366; [40] p. 401; [41] p. 406.
Volume v

[42] p. 69; [43] p- 72; [44] p-100; [45] p. 117; [46] P.153; [47] P- 250
(48] p. 267; [49] p. 435.

7o  This poem is by Ibn Qays al-Ruqiyyat (d. ca. 85/704) (al-maktaba.org). This verse is fol-
lowed by (ya sahibi gifa) which occurred as item 78 above.

71 This poem is by Jarir. This verse also appears in a poem in item 20. It may have been set to
a different melody, and thus be a different song. See k4 v1I: 308.

72 There are in fact one hundred one songs, see n. 73 below. Kilpatrick also mentioned that
the number should exceed one hundred because al-Isfahani was combining two different
lists (Kilpatrick, Making, 363, n. 39). The text above provides the complete list of volume
and page numbers of the one hundred one songs; this allows the reader to access them
easily.

73 Item 3, “Did the house stir up your passion” (Ahdja hawaka al-manzilu) is really two items;
Ibn Mubhriz set the poem to music twice: one composition was in the second heavy rhyth-
mic mode (according to the account of Abti Ahmad Yahya b. ‘Al b. Yahya I-Munajjim), and
the other was in the hazaj rhythmic mode (according to the account of Jahza). In short,
there are one hundred poems but one hundred one songs.

74  zY71has a typing mistake: 375 instead of 357.

75  zY71has a typing mistake: 404 instead of 402.

76 This one is missing in 2y 71.

77 Y 71has a typing mistake: 286 instead of 268.

78  zY 71has a typing mistake: 258 instead of 285.

79  zY 72 has a typing mistake: 18 instead of 119.
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Volume vi  [50] p. 8; [51] p- 31; [52] p- 32; [53] p- 69; [54] p- 100; [55] p. 119; [56]
p- 120; [57] p. 126; | [58] p. 140; [59] p. 158; [60] p. 159; [61] p. 163;
[62] p. 170; [63] p. 172; [64] p. 189; [65] p. 208; [66] p. 239; [67]
p- 241; [68] p. 253; [69] p- 259; [70] p- 262; [71] p. 288; [72] p. 340;

[73] p- 360.

[74] p. 69; [75] p- 84; [76] p. 94; [77] p- 105; [78] p. 113; [79] p. 145;

[80] p. 228; [81] p. 279; [82] p. 307; [83] p- 308.

[84] p- 89; [85] p- 154; [86] p- 184; [87] p- 235; [88] p- 258;%° | [89]

p-267; [90] p. 267; [91] 276; [92] p. 278; [93] p- 320; [94] P- 326; [95]

p- 332; [96] p. 351.

Volume x11  [97] p- 253; [98] p- 270; [99] p. 285; [100] p. 296.}

80  zy71has a typing mistake: 285 instead of 258.

Volume vi1

Volume vii1



CHAPTER 68

The Permissibility of Singing
[fols. 63b—64b; zY 75-6]

[This chapter concerns the long-standing problem of whether singing is sinful
or not, and which type of singing is permissible and which is not.!]

The people of Medina allowed (hallala) [people to] listen to singing and [at the
same time there were] books of songs that contained stories about a group of
people who believed that singing weakens the law (shar), and that no use can
be found in it. For them, making singing permissible is equivalent to calumny in
religion. Yet, in reality (mantiq)? [we know] what was related about them, that
they listened to caravan singing (al-ghin@’ al-rikabr)® and deemed it permissi-
ble since it follows the course of the Auda’ [a kind of caravan singing less refined
than the rukbani] and the unmeasured speechlike vocal preludes (rashid).*
The first to use male slave singers (ghulams), as has been mentioned, was
‘Abdallah b. Ja‘far [b. Ab1 Talib] [d. ca. 85/704], peace be upon him,> even
though there is [in such a practice] much harm in what he regarded as law-
ful and deemed permissible.b It was related about al-Hasan b. Ja‘far, may peace
be on both of them, that he said that tarab is a feeling of being relaxed, happy,
and generous (aryahiyya), and it makes me feel not at all afflicted, and if some-

For details, see Sawa, Musical and socio-cultural anecdotes 336—79.

Lit., “logic.” The sentence “what is close to reality” is missing in zY 75.

This is more likely rukbani, as found in the medieval sources.

In short, artistic singing is not permissible, but simpler caravan songs and speechlike preludes

are permissible. According to al-Isfahani, at the time of the second caliph ‘Umar b. al-Khattab

(BH 23—40/584-644), Arabic singing was unknown, with the exception of the nasb and huda’.

Both of these follow the style of recitation (inshad), but with a bit of tatrib (causing tarab),

some repetitions (tarji), and raising (raf*) of the voice. The rukban is more refined than the

hud@’, and in turn the artistic singing (al-ghina’ al-mutqan) is more refined than the rukban

(KA 111: 282—4, IX: 250; Sawa, Musical and socio-cultural anecdotes 28). For people who accept

the Auda but not the refined singing, see KA I: 409; Sawa, Musical and socio-cultural anecdotes

362.

5 ZY 75 is missing this sentence and part of the one above that starts with “follows the course
of the huda’...”

6 Inthe text “lawful and permissible” is in the negative (that is, “was not lawful and not deemed

permissible”), but this is a contradiction and makes no sense.

AW N =
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one asks me [for a reward] I will give [generously].” It was related that Ibn
Jurayh [d. 150/767]8 and ‘Amr b. ‘Ubayd [80-144/699—761] met and argued with
each other about singing. ‘Amr b. ‘Ubayd considered it unlawful (shaddada),®
whereas Ibn Jurayh deemed it permissible (rakhkhasa)l® | So ‘Amr b. ‘Ubayd
said, God, let Him be praised, said:

“Not a word does he
Utter but there is
A sentinel by him
Ready (to note it)."!

“So the one who composes (kataba)'? songs, is he on the right or the left?” So Ibn
Jurayh said, “Neither side because this is ineffectual talk (laghw), it is neither
a good deed (hasana) nor an offense (sayyia), so either of them can prescribe
it” Two Bedouins attended a banquet in Basra where singing took place. When
they heard it, one of them said to his friend, “I hear something nice from the
singer who sings various notes'® and harmonious meanings. Who do you think
will prescribe it, the one who does good deeds or the one who does bad ones?”
The other said, “Indeed the singer is good, and the one who does good deeds is
suitable [in his praise of it and in prescribing it]!* than the one who does bad
deeds.”

One ascetic said, “I have never yet seen contempt or mockery that more
closely resembles seriousness than singing.”’>

7 For anecdotes about such a feeling, see k4 I: 257, Iv: 296, XVII: 300-1; Sawa, Arabic musical
and socio-cultural glossary 184; Sawa, Musical and socio-cultural anecdotes 290-1, 365.

8 In the last two lines of fol. 63b, it is written as Jurayj, but in fol. 644, 1. 3 it is the correct
Jurayh, as it also appears in K4 I: 409.

9 Lit., “harshly.”

10 ‘Amrb. ‘Ubayd was an ascetic and the leader of the Mu‘tazila in his era (al-Zirikli, al-Alam
Vv: 81). Ibn Jurayh was a famous Meccan jurist and theologian and was in favor of music like
some, but not all, theologians were. In an anecdote in x4 Ibn Jurayh debates the permis-
sibility of singing, not with ‘Amr, but with a group of Iraqis. In essence he said to them, if
you have no objection to listening to caravan songs, how is it that you are against singing,
what is the difference! (1: 409; Sawa, Musical and socio-cultural anecdotes 362).

11 Qur’an 5018; A. Yusuf Ali, The Holy Qur'an 1413. The sentinels refer to the angels who record
the good and bad deeds of humankind which are weighed on the day of judgment.

12 Lit., “to write down.”

13 Lit, “differing notes coming out of him.”

14  Lit, “the one who does good deeds is worthier and more deserving of good action.”

15  This means that, of all misdeeds and contemptuous actions, singing is more serious than
all of them.
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It was related about ‘Umar b. al-Khattab, may God be pleased with him, that
he heard [about] the singing of Bah!® b. al-Mu‘tarif, who was the best singer,
and said to him, “If you are a singer (ga’i(),!” then sing me the words of [Sarar'8
b. al-Khattab (sic)], Do you know of a trace whose continuity is akin to that of
a leather with gold engraving? "9 | He burst forth and and sang for him. ‘Umar
said, “You did well.” [The singer] said, “It would be more wonderful if you had
said zah."?° [‘Umar] said, “And what is zah?” He said, “It is a word that brought
[the singer] four thousand dirhams when Kisra?! uttered it.” [‘Umar] said, “As
for this, no!” and gave him four hundred dirhams.

16 7y 76 edited this as Rabah.

17 Lit, “sayer”

18  zY 76 edited this as Sadar.

19  This s the first hemistich of a famous poem by Qays b. al-Khatim (al-maktaba.org).

20  ZY76 has zah.
21 Thatis, Khusraw, which is a designation of Persian kings in general.
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CHAPTER 69

The Qualities of a Skilled Singer
[fols. 64b—66b; ZY 76-8]

[Al-Katib’s chapter 33 shares some of the topics with this chapter and adds
some interesting anecdotes. Al-Tifashi’s chapter 25 is a shorter version of this
chapter.]

The skilled singer is the one in control of his breathing,? who sings in a variety
(tafarraa)?® of rhythmic and melodic modes ( jins),* steals with grace, so as not
to be caught,® is fortunate [to be endowed] with a beautiful voice, has a mov-
ing performance with a touching mood and sadness (shaja), and is creative in
his performance (tasarruf). The fulfillment of the character and nature of the
song and its theme require three things: faithful transmission (kikaya), recital
(ruwah),® and awareness (diraya). The excellent singer is the one who hits the
mark (asaba), sings (awga‘a)” causing tarab, and entertains (alha). It was also
said that the skilled singer is the one who scans the poetic measure (‘addala
l-awzan),® fully ornaments (ashba‘a)® the melodies, fills (mala’a) the musical

1 Al-Katib, Kamal fols. 185—91; Kh. 118—21; al-Katib, La Perfection 165-70; al-Tifashi, Mutat
fols. 61—64; al-Sillam1173—5.

2 KA I: 315 has the equivalent “fills the musical notes with proper and sufficient breath,” see
below (1: 315; Sawa, Music performance 172—3; Sawa, Musical and socio-cultural anecdotes 206—
7)-

3 Lit, “branch out.” Al-Tifashi has nawwa@ (to vary) instead of tafarra‘a (Mutat fol. 62; al-
Sillami 173).

4 Ibnal-Tahhan did not specify what kind of modes (rhythmic or melodic), but a few lines later
he specified that he meant the rhythmic modes.

5 The passage in k4 is more specific: it is singing the nabarat stealthily (1: 315; Sawa, Music per-
formance 172—3; Sawa, Musical and socio-cultural anecdotes 206—7).

6 This is probably a copyist’s error, and should be riwaya, as in al-Katib (Kamal fol. 186; Kh. 119;
al-Katib, La Perfection 167).

7 Lit, “taps the rhythmic mode,” but it often means to sing (kA I: 291; Sawa, Arabic musical and
socio-cultural glossary 537).

8 This is very important for composition, as each poetic foot is fitted properly to a rhythmic
part. It must also be carefully adhered to in performance.

9 For detailed meanings of the derivative tashbi* to mean fullness and satiation with regard
to food, the intellect, clothing, writing, phonology, the human body, and herbage, see Sawa,
Rhythmic theories 192.
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notes with proper and sufficient breath,!® and does so carefully (daggaga [
qiyas),! clearly articulates the words ( fakhkhama [-alfaz) of the sung poem,?
takes care of the grammatical inflections (i7ab),'3 | sings [equally well] in a vari-
ety | of rhythmic modes, fills the ears with his excellent performance, and cuts
off short notes and holds long notes according to their proper duration. The
good singer is the one who combines theoretical (lm) and practical (‘armal)
knowledge. For if he is endowed with theoretical knowledge but does not serve
the practical art of music with his throat and hand, then he cannot be called
a singer. Thus, he is not skilled, even though he is knowledgeable and distin-
guished in theoretical knowledge. If he is a practicing musician but has no
theoretical knowledge, then he is as wanting as the previous one. Correct per-
formance [often] occurs by luck and not by theoretical knowledge, and the one
who performs correctly without knowing what correctness is, will not know
that he has made a mistake when he makes a mistake. A skilled singer can
only be called thus if he combines both practical and theoretical knowledge,
even if he incites drinking. In addition, the skilled and excellent singer should
combine practical and theoretical [knowledge] with knowledge of right and
wrong, so if something causes him to stumble, he would know how to go back

10  Itis important to produce a good and full sound but also to sing in tune. Al-Katib adds
Ishaq’s statement on the importance of breath control, namely, to be aware of the length
of a section and have enough air for it, and when the section is over, to prepare a sufficient
amount of air to be able to sing the next section without running out of breath (Kamal
fol. 102; Kh. 66; al-Katib, La Perfection 103). Ibn al-Tahhan adds that singers should take a
breath at the end of the prosodic feet and at the end of the verse, that a singer can take a
breath in the middle of a prosodic foot if the notes are not in succession (that is, if there is
a pause in the melody). The singer should also measure the amount of air needed for long
and difficult passages, and have enough air before the end of a section, and before a high
note; in this way the singer is relaxed and able to fill the notes properly. The singer should
stop at the end of the prosodic feet and at the end of the verse, as stopping for air in the
middle is ugly (Hawi fols. 30a, 41b—42a; see pp. 78, 109-10).

11 Thisis an addition to the passage in KA.

12 That is, he should have good diction, so that the words are clearly understood when he
sings. About the importance of diction, see k4 XX: 237, about an orator who was praised for
his loud voice ( jahir al-sawt) and good diction (hasan al-lahja) and who, without music,
softened the hearts of listeners and made them cry. Jamila called Nafi‘ b. Tunbura: “the
one with beautiful diction (Aulw al-lisan) and eloquence (hasan al-bayan)\” (v111: 268). It
is also important to note that good diction, as part of ilm al-tajwid, is crucial when chant-
ing the Qur’an (see Surty, A course).

13 Of course, inflections are crucial to understanding the meaning of the words because they
indicate case; that is, whether nouns are in the nominative, accusative, or genitive, and
whether verbs are active or passive.

14  This means that the singer is very skilled and serious, even if he leads the audience to
drinking, a behavior that is not serious.
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on the right track [with the assistance of theory]. A wise man said, mistakes
sometimes occur because | of this art’s gracefulness, refinement, sophistica-
tion (latafa), subtlety, accuracy, delicacy (digqa), the beauty of its themes (husn
ma@aniha), and the weakness (duf) of the one who contends with the difficulty
(@naya) of following the convention (istilah).”® This is [true] because the sense
of feeling (‘ulum al-lams)'® can be confused (shubbiha) because of an impedi-
ment ( Grid) in the senses, and as a result it shows the wrong as being right. So if
the singer comes upon something worthy (mutabar) and correct, he will sense
(almasa)' it and judge it with his brain, and its correctness and truthfulness
will be apparent to him as opposed to mistakes and lies. If he combines [his]
brain and sense on a matter, then falsehood will have no way to affect him, and
truth will not abandon him.

The caliph al-Ma’mun asked Ishaq b. Ibrahim [al-Mawsili] about a young
songstress, and he replied, “The share of wonder (hazz al-@jab) in her singing
is greater than the share of tarab.”® When al-Wathiq asked him about Badhl
al-Kabira [fl. early third/ninth century], he answered, “She gently (rifg) uses
guile to circumvent (hala)' its difficulty and conquers it (gahara) with her skill
(hidhqg).” [Al-Wathiq] said, “Your description of her is better than her singing.”

Every singer who [does not]2° know the laws of music, the music subsec-
tions (géisma) and poetic feet (tajzia), and who [does not] go through the
prosodic meters and measure them against the music, has faulty singing, and
one should notlearn from him. He is called | al-zawa’idi;?! for this reason Mura-
jja b. al-Huwayla was unable to teach and [no one] could learn anything from
him because of his many [ornamental] additions and for being far from the

15  That is, the masters have agreed upon proper performance. zy 77 has idtila“ (study,
perusal).

16 Lit., “the sciences of touching, feeling.”

17 zY77 has al-himma (eagerness).

18  In kA this sentence is attributed to ‘Ubaydallah b. ‘Abdallah b. Tahir, who gave his opinion
about the songstress Shariya to the caliph al-Mu‘tazz (231-255/845-869) (kKA XVI: 11; Sawa,
Musical and socio-cultural anecdotes 309).

19  In kA XVIIL: 69 this is takhtiluhu (inf. khatala), and has the same meaning. The sentence
is verbatim from k4 but is attributed to Ibrahim b. al-Mahdi, who gave his opinion about
the songstress Dananir (fl. early third/ninth century), to Haran al-Rashid (Sawa, Musical
and socio-cultural anecdotes 214). Dananir was also a student of Badhl (k4 xv111: 65; Sawa,
Musical and socio-cultural anecdotes 161).

20  The negative construction is correctly given in al-Tifashi (Mutat fol. 62; al-Sillami 174).

21 Thatis, the singer who adds notes to the song proper. Al-Katib gives us more details about
the added notes; he describes them as densely packed (mutakathifa), see fol. 27a, item 10
gawd’idi, p. 69.
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proper durations and measure (giyas).2? It is beneficial to learn from the one
who is correct in his measure and upholds the laws of music, and [from] the
one who has a moving, touching, and sad voice that causes tarab, because he
will “clothe” the one learning from him with his aesthetic performances, and
because beginning students?? will snatch the qualities of [good voices] and bor-
row from them. Also note that [good] throats are not permanent; they change
with advanced age,?* an illness, or by imitating [a teacher] too much.25

Skill means cutting a thing off from its root (asl), for it is said that you
become skilled in an art if you cut if off from its origin.26 As the poet said:

“The artery of the heart is nearly severed because of him.”

The skilled singer is the one who perfects the elongation of notes (madd),
cuts them off at the right time (gat‘), who perfects the ornamental repetitions
(raj),%” and who reaches all the beautiful qualities of singing.

Ishaq said, “Four have achieved a high degree of perfection in four respec-
tive genres ( jins)?8 of vocal composition (ghina’) that others have fallen short
of achieving: | Ma‘bad in the heavy; Ibn Surayj in the ramal; Hakam al-Wadi in
the hazaj; and Ibrahim [al-Mawsili] in the makhari?®

22 Lit., “measurement of notes,” and, as is often the case, too much ornamentation will cause
the singer to get off rhythm. Al-Katib explains further that with too many ornaments the
melody lacks stability and changes every time the singer sings it, thus making it difficult
to learn from him (Kamal fol. 187; Kh. n9; al-Katib, La Perfection 167). The performances
of Mukhariq were a case in point: his creative performance and his use of an abundance
of ornaments caused him to make mistakes and also made him an unreliable teacher (k4
XI: 334, XXI11: 179; Sawa, Musical and socio-cultural anecdotes 163, 178—9).

23  Lit, “throats.”

24 This is well documented in KA 1: 38, 11: 353, V: 108, VIII: 277-8, XIX: 145, XXII1: 183; see also
Sawa, Musical and socio-cultural anecdotes 200—3.

25  This may mean that the student imitates his teacher and undertakes difficult tasks when
he is not yet ready for them. This is followed by an odd sentence “with more or with less.”

26  This meaning is corroborated in al-Firazabadyi, al-Qamiis 127; Lane, An Arabic-English lex-
icon 11: 535. In a musical sense, this means that the student has succeeded in learning
everything from his teacher, with the metaphorical sense of uprooting and appropriating
his skills.

27 This word is related to the term tarji that is often used.

28  Here genres refers to rhythmic modes; this becomes clear at the end of the sentence.

29  The Ms wrongly has nahmari. This paragraph is almost verbatim from k4 (vI: 283; Sawa,
Musical and socio-cultural anecdotes 97-8), but the passage in x4 is about composition,
whereas the one here is about performance.
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CHAPTER 70

Tools to Use to Test the Person Who Pretends to
Know the Science of Music [fols. 66b—67a; zY 78—9]

[This short chapter shows how to test a person who pretends to know not only
the science but also the practice of singing. ]

Pay no attention to a person who comes to you and pretends to know about
the science and practice of music.! Truly a person relies on limiting what his
opponent makes a fuss about, though the opponent has no knowledge of the
science or the practice. Ask the pretender about issues and topics in my present
book, provided he has not read it.2 Indeed, if the knowledgeable person is a
theorist or a practician, he knows the [string] ratios, and what ratios cause
consonances and what ratios cause dissonances with respect to the calcula-
tions obtained from the science of the lute, [these calculations] are needed to
know the arrangement of the music and its laws. If he is a practicing musi-
cian, he knows about them in as much as he practises them. If he does not
have the combined grasp of theoretical and practical knowledge, and has [not]
informed himself about them, then he will be exposed when tested. You should
contend with him and continue listening | to him and his knowledge will be
clearly apparent to you from the start of the talk.

It has been said that good sensory perception (4iss) is the indicator (‘unwan)
of [good] singing, and that the knowledgeable person cannot® conceal his
superiority and his knowledge because he shows them in his movements, looks
and glances, and his facial expressions and gestures.

1 Practice includes composition and performance.

2 Inzy 78 this is “has” instead of “has not.”
3 ZY 79 misread this as can.
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CHAPTER 71

Bad Intonation among Men and Women
[fols. 67a—68b; zY 79—80]

[As the author claims at the end, this chapter is rare; no other author had ven-
tured to explain it, even al-Katib.! The author defines gati‘as a singer who sings
the high notes below pitch and gives many reasons for this defect, such as the
make up of the throat, diseases, or bad teachers, or being in the company of bad
singers. The author also mentions a type of copyright in Cairo as well as the fact
that women not endowed with a big frame can still sing very high notes.]

Among men and women there are those called gati it is not known why they
are called this, except that it relates to singing below pitch when singing high
notes.? In addition, we do not know how many types of below pitch breaches
(ingita“) there are.® For men, a gati* is the one who does not correctly sing notes
that are an octave higher (sayha) than those on the mathna string; for women,
it is the one who does not correctly sing notes that are two octaves higher than
those on the mathlath string. So men who sing notes on the mathna string can-
not sing them an octave higher correctly; likewise, women who sing notes on
the mathlath and zir strings cannot sing them [two] octaves higher correctly,
and they often hold their hands tight (tugwa) together to manage this high reg-
ister. They are thus called gati, and the breaches (ingita‘) are of many types,
as mentioned.* | Some of [these breaches] are caused by the make up [and
lack of skill] of the throat when singing at various registers. Some are caused
by a variety of diseases, such as a cold or catarrh (nazla), fever, [from] giving
birth, puberty, fatigue, shivers, obesity, chronic illness, falling, or habitual wine
drinking. Some are caused by [bad] teachers, companions (qurana’), singing
in alternation or in unison (murasil) with men and women who sing higher
notes below pitch, or [because they are] in the process learning [wrongly] from
them,’ or people suggest [a song in a register the singer cannot handle].

1 He mentioned the word gati* and defined it briefly as a singer with a dearth of notes, and as
a singer with a voice that is restricted and limited, who cannot sing the notes to their end
(Kamal fols. 187, 195; Kh. 119, 124; al-Katib, La Perfection 167, 175).

This also means singing in such a way as to be barely heard, fol. 27b, p. 73.

The author lists some of them below.

In part 1, chapter 25, item 37, fol. 28a, p. 73 and part 1, chapter 28, fol. 35a p. 94.

This is clearer in fol. 35a, but it can also mean singing in alternation or in unison in a register
beyond the reach of one of the singers.

gL b WwN
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I recall a rare and exquisite story here. Our master al-Zahir, may God glorify
his soul, had traveled to the house of Barjawan by boat on the Nile.® There he
heard a young Christian girl named Hilm who belonged to the house of Ibn
‘Allan al-Jahbadh, a house where songs are sold.” This young girl used to go
to Khumar b. Nahrir the singer and learn from him. When [our master] heard
her, he stood up and asked about her, and was told about her state. He ordered
that she and Khumar b. Nahrir be brought in. When he saw her and heard her
clearly and to his satisfaction (shafiyan),® he ordered that she be bought. She
was sold for four hundred dinars and lived in the palace [and was favored by
the patron]. However, every singer except myself judged that she was in [a vocal
state] of breach (ingita“) | when singing the higher notes. [I did this] because
I saw in her powerful voice and masterly execution of difficult passages [a tal-
ent] that enticed me to say that she did not have a breach. They said, how so.
So I'said, I will show you. Then I ordered her to tune the lute to a higher pitch
than normal by the amount required to get a particular high note (sayha) that
she substituted [with a note an octave lower], and to prove it with her throat.
She did and sang the song completely except the highest note. When I saw this
I said to the dignitary, this girl has been taught by a gati* who substituted notes
in all [the difficult] places. She became used to it, fond of it, and performed it
unnecessarily.? So I promised him [I would] teach her and remove this prob-
lem. The dignitary mentioned that to our master al-Zahir, who admired what
I said. I kept teaching her until she abandoned the bad habit and her throat
(halg) reached perfection, even though she had a soft and tender physical dis-
position (khalg)'© and a slender waist. Despite this she was not a gat"!!

This chapter is rare and uncommon and I do not know | anyone who has
preceded me in writing about it.

6 This refers to the house of the Christian Barjawan family; Abt I-Futtih Barjawan (d. 390/
1000) was the ruler at the beginning of al-Hakim’s caliphate. His house was a meeting
place of poets and musicians; on his death, he astonished his contemporaries by the size
and variety of his wardrobe, library, and stables (Lewis, Bardjawan, £12).

7 This was very likely a music school where songs were taught for a fee, or it could be an early
“publishing house” where authors/composers would sell the right for a singer to use their
songs, and this singer could claim the song was his, or give credit to the original composer!
zY 79 misread this as shaniyan [?].

Al-Katib similarly warns about learning from a gati* because he will ruin the voice of the
student (Kamal fol. 187; Kh. 119; al-Katib, La Perfection 167).

10  The word is undotted so it can also be read as halq and that fits well and follows the previ-
ous phrase, “her throat reached perfection.” But it can also be argued that the next phrase
talks about her body having a slender waist, so khalg (physical disposition) also makes
sense. zY 8o read it as khalg.

11 This means that to be able to sing such high notes, a songstress should have a large frame,
and the songstress here seems to be an exception.



CHAPTER 72

Higher and Lower Octaves [fols. 68b—69a; zY 80—1]

[This chapter explores singing in parallel octaves as well as the replacement of
notes by higher or lower octaves. |

Doubling works well in many situations. One of them is when two singers who
sing in the same key (tabaqa) and have the same vocal skills (san‘a), but with
different throats perform together. One is thin (dagig) and high (‘@lin) and the
other thick (ghaliz) and low (layyin). I will give an example. The two voices are
similar to the position of the zir to the mathlath because they are harmoniously
tuned (muttafigan fi l-islah) [in a perfect double fourth]! and differ with regard
to low and high, and the same goes with the throats. So if the singer with the
low throat sings, then the one with the high (fadd) throat will sing at the octave
(ad‘afa ‘alayh).?

A second situation [takes place] when one singer sings a section that has
low notes and the other singer finds, on his own [in the middle of the song],
the strength to sing an octave higher, and this comes out beautifully.?

A third situation occurs at the location of low notes, when the singer jumps
an octave higher.4

As for the lower register (sijah), the singer should have recourse to it at places
| in the song that are in the high register, that is, if he cannot sing them sat-
isfactorily, singing the passage at a lower octave is better than constraining
himself.?

It was mentioned that one day Ibrahim b. al-Mahdi sang, then shifted to
the lower octave (isjah) at a place in the song, then sang at an octave lower
than the lower [one] (isjah al-isjah). This is very difficult because singing at the

1 The zir is the highest string and the mathlath is the second lowest. They are a minor seventh
apart.
Lit., “doubled.”
It seems that there is a difference between the first and second situations: in the first one they
are singing in parallel octaves from the start; and in the second one, they start in unison but
when the low notes occur the second singer sings at the higher octave.

4 Al-Farabi calls this technique tabdil (replacement) (kMK 1060-1; MA 11: 51; Sawa, Music per-
formance 97).

5 This is also a tabdil (replacement), albeit at the lower octave. This same idea is expressed by
al-Katib, Kamal fol. 126; Kh. 79; al-Katib, La Perfection 122.
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higher octave, and double of the higher octave® is easier than singing at the
lower octave and double the lower octave.”

6 The text repeats the sentence “higher octave and double of the higher octave.”
7 This is a summary of the original story in kA X: 100—-1; Sawa, Musical and socio-cultural anec-
dotes 195-6. The story is as follows: Ishaq b. ‘Umar b. Yazi‘ said,

“I accompanied Ibrahim b. al-Mahdi on the lute (daraba) to a particular song. He sang it
on four registers (tabaqa): the register to which the lute is tuned; an octave higher (dif); an
octave lower (isjah); and an octave lower than the lower octave (isjah al-isjah)!”

Abu Ahmad Yahya b. al-Munajjim said that ‘Ubaydallah said, “We were told that only
Ibrahim had achieved this phenomenon, no one else [has done it]. One of the skilled (had-
hiq) singers tried it but found it difficult (sa) and impossible (muta‘adhdhir), [as it is] only
achievable with a powerful voice (gawr). The most difficult (ashadd) is to reach the lower of
the lower octave. The higher octave is only possible for [someone with] a powerful voice that
is inclined toward a refined and high pitch (ma’l ila [-digga). And the one who has a wide
throat (ittasa‘a [-makhraj) [lit., “wide exit of the voice”] cannot sing that high pitch. So, if his
voice is fine [enough] to reach the higher octave, he cannot sing the lower octave, let alone
the lower of the lower octave. And if he has a wide throat (ghalaza) to be able to sing the
lower octave and lower of the lower octave, he cannot sing the higher octave!”



CHAPTER 73

How to Choose Would-Be Singers [Girls and Boys]
in Order to Teach Them Singing
[fols. 6ga—70a; ZY 81]

[This chapter could only be written by a voice teacher! Here the author delin-
eates the positive attributes of the would-be singer, such as physical beauty,
intelligence, good diction and speech, and a beautiful voice. If a student lacks
the vocal abilities, then he should learn to play an instrument or dance; failing
all of this, he should give up music and pursue other arts. Al-Tifashi’s chapter 26
is taken almost verbatim from this chapter.!]

We have much good fortune to know how to discern which girls and boys to
choose to teach music. This is because it is only suitable to teach singing to the
one who has a likeable face (sitra), good bodily proportions, beautiful places
in the body (mahasin), [places] that are also delicate and refined,? intelligence
that is evident in his eyes and tongue, soft limbs and members? of the body,
elongated extremities of the body, delicate and accurate language (lisan), sweet
and pleasant enunciation (lafz), good diction (mantiq), a beautiful vocal sound,
straight teeth, a small mouth, a long neck, [one who is] lively, [whose] speech
is free | of lisps or a defective pronunciation (lathagh),* [free of] stammering
(tamtama), [free of | shabbiness (raththa), [free of] a nasal twang (khunina),
[free of | over-enunciation and affectation (fashadduq),® and [free of] lies and
slanders (namima). One must be wary of a person with a perverted view [of
life], a stupid mind, an idle imagination, a bad character,” [one who under-

1 Al-Tifashi, Mutat fols. 64—5; al-Sillami 177.

2 Forinteresting anecdotes about this topic, see K4 I: 249, 11: 360, 387, I11: 251, 345, IV: 222, 270, VI:
164, VIIL: 268, XX1V: 1; Sawa, Music performance 173—4; Sawa, Musical and socio-cultural anec-
dotes 323—6. For an exception to the rule, see kA XX1v:131—4; Sawa, Musical and socio-cultural
anecdotes 327.

3 Al-Tifashi has a‘taf (sides) (Mutat fol. 64; al-Sillami 177).

4 Al-Sillami defines it as pronouncing the letter s as th, and the letter r as gh or { or y (al-Tishafy,
Mut at; al-Sillami 177).

5 ZY 81 edited this as the synonym khunifa.

6 The verb tashaddaga means to twist the two sides of the mouth or the quivering flesh of the
mouth inside the cheeks to affect clearness (Lane, An Arabic-English lexicon 1v:1520).

7 For anecdotes about this topic, see k4 11: 2045, XI: 360, X1V: 187; Sawa, Music performance
174, 177; Sawa, Musical and socio-cultural anecdotes 330—2.
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takes] little activity, [is] slow to answer, and [has] an idiotic brain. So if one
comes across such a person, then take him and others like him to the bath-
house, dress them properly, feed them good food, do something good and posi-
tive to them to make them active, and give them a bit of wine to the extent they
can handle. Then bring them teachers of instruments and dance, and order
them to practice assiduously to learn [one of] them. If you see one of them
liking a particular instrument, be it lute,® a wind instrument (zamr), a double-
headed drum (tabl), dancing (raqs), the lyre (mizafa), or rebec (rabab), thenlet
him stick to this instrument, work at it, and practice it. You can then switch him
to another and make him work hard at it and at all of them, one after another;
he will certainly distinguish himself in one of them, or even in all of them. If he
does not distinguish himself despite this helpful process, then [persuade] him
to abandon music and pursue other arts.

8 Al-Tifashi adds the tunbur (Mut at fol. 65; al-Sillam1177).



CHAPTER 74

Behavior before Kings and Their Subjects'
[fols. 70a—71a; 2Y 82]

[Here the author advises the singer about proper behavior in front of the king,
from proper attire to manners, to knowledge of a vast array of subjects, to being
a good nadim and garif. Al-Tifashi’s chapter 30 is taken almost verbatim from
this chapter.2]

The singer must wear clean clothes, smell nice, combine good manners with
good musical practices (dars)® and a pleasant nature, avoid intemperance
(saraf),* avoid drinking in excess, be modest in his glances and exuberance,®
talk little, avoid jest, and make sure to keep a secret.

He should not say such a person rewarded me, or such a person gave me a
present. He should not say that yesterday I was at such a place, and this and that
happened, because if he praises a leader in front of another leader, he would
honor the first and put down the second and make him feel small. He should
not ask for a reward, but if there is no other alternative, then he should not ask
for something that is hard to get, because if the patron refuses, then they will
be estranged, and if the patron gives it to him, then he would be loathed | [by
the patron] and will be a burden to him.” He should not rebuke another singer
present with him nor [should he] praise him [over others]; he should not point
to a mistake because it will make the other singer more knowledgeable and
create enmity and rivalry. It is also likely that the rebuked singer would refuse
to acknowledge the mistake and contest it; each will stick to his side and then
[the matter| cannot be redressed.®

The title in the table of contents has “caliphs and kings.”
Al-Tifashi, Mut‘at fols. 66-8; al-Sillam1 185-6.
Dars can also mean effacement, that is, proper behavior and obedience toward the ruler.
Al-Tifashi has sharah (gluttony, greed) (Mut‘at fol. 67; al-Sillam1185).
The word “exuberance” is missing in zy 82.
For anecdotes on these topics see K4 1I: 360, 387, I1I: 251—2, 278, 345, IV: 115, 270, 285, V: 228,
300, VI: 164, VIL 91, VIIIL: 268, 278, XI: 337, XII: 282, XV: 269, XVII: 162—3, XX: 245—6, XXI: 54; Sawa,
Music performance 119—20, 1734, 177; Sawa, Musical and socio-cultural anecdotes 323-5, 328—
30.
7 For types of rewards, see Sawa, Music performance 245.
8 For competitions, corrections, and fights, see Sawa, Music performance 178-84. In one case,

[ IS L B O R
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He must also have sound knowledge of the art of singing [its theory and
history], clothing, jewelry, swords, horses, slaves, falconry, furniture ( furish),?
books,!? and the sciences.! So if the king asks a question about these fields,
he would know the answer. He should only talk if asked, when consulted, and
when asked to converse. He should not tell stories, get carried away (istak-
haffa),’? or display vulgar manners.!®> He should not take off [some of] his
clothes, fan himself, move from his assigned seating place, get up frequently
to fulfill his needs,* talk to people by the curtain, express praise unless ordered
to, and [he should] not drink when the king drinks. If he gets up, he should
carry his musical instrument with him. He should not sleep at the house of the
leader, but if he must, he can do so with a group of people.!® | And if he sings, he
should sing what the leader wants and not what the other people in the majlis
want.

a fight between two lutenists about the correct version of a piece ended up in a vicious and
dangerous fight, in which one hit the head of the other with his lute and put the wooden
body of the lute around the neck of the unfortunate person. (k4 x: 194; Sawa, Music per-
formance 153; Sawa, Musical and socio-cultural anecdotes 238).

9 zy 82 misread this as turus (paper). Al-Tifashi has jawarih (predatory animals or birds)
(Mutat fol. 66; al-Sillami 185).

10  Books must be a general term for an array of fields in the arts and humanities.

11 In short, he should be a nadim and a zarif. The nadim, or boon companion, was a highly
educated individual, well-versed in music, dance, literature, poetry, prosody, grammar, his-
tory, the narration of anecdotes, the Qur’an, hadith, jurisprudence, astrology, medicine,
the art of cooking, the preparation of beverages, horse-breeding, backgammon, chess, buf-
foonery, and magic. The nadim (sometimes used synonymously with jalis), befriended
the ruler and held a permanent position at his court, educating and entertaining him. In
addition, the nadim had to be endowed with the qualities of a zarif, that is, he had to
be a gentleman with good behavior who avoided joking and loose talk; he was virtuous
and refined, with elegant manners (zarf). The zarif paid special attention to his clothes,
which were clean and in good taste. He was strict and genteel in his table manners, that
is, he took small mouthfuls, conversed, and laughed only a little, chewed slowly, did not
lick his fingers, and avoided eating food which gave his breath a bad odor (Sawa, Music
performance 19—20; Sawa, Musical and socio-cultural anecdotes 328).

12 This also means “to value lightly, disdain, look down on, not to take seriously.”

13 The phrase, “display vulgar manners” is missing in zy 82.

14  This most likely refers to going to the washroom.

15  Itis not clear why this is the case.



CHAPTER 75

Sayings and Poems of Praise about Male Singers
and Songstresses in the Past [fols. 71a—72b; Y 83—4]

Abti 1-‘Atahiya [130—211/748-826] met Mukhariq and said to him,

“O Abii I-Muhanna you put us in a state of tarab when you sing:!

‘If speech? were food, your singing would be bread enriched with
tasty food and condiments that make that bread easy to swallow
(udm).”

Al-Najim [d. 314/926]3 said,

“Her playing improved as a result of an aggrieved complaining lover
As her singing and twittering got better before that

When she sets out to perform a song

Before she sings, her lute recites the lyrics.”*

Another one [is]

“She is a pleasure to the eye of the one who contemplates her
And when she sings she is a pleasure to the ear

As her voice with ornamental repetitions

Is like the cooing of a turtledove on a tree branch.”

Another one [is]

1 The text has lazattamta or lazannanta or lazabbamta [?]. zY 83 edited it as tarannamta (to
sing).

2 In KA XVIII: 346 this is singing instead of speech. For the complete story, see k4 XVIII 345-6;
Sawa, Musical and socio-cultural anecdotes 305,

3 ZY 83 thought this referred to Kushajim (d. 360/970), but it is al-Najim, who was a known
poet.

4 Klein has a different interpretation based on a verse that differs from al-‘Askari and others:
“When she wishes to play [an instrumental prelude] before singing, her %ud recites for us her
poem” (Klein, Musical instruments 61).

© GEORGE DIMITRI SAWA, 2021 DOI:10.1163/9789004465497_078

71b



184

CHAPTER 75

“His left hand assists® what he says with his right hand
So people lean toward him

As if he were a very lucky and powerful judge

Who counts what the clever money changer has lent.”¢

Another one [is]

“No sooner had ‘Atib and her lute (mazhar) uttered a sound

Than we took up the cups drinking

Her strings (awtar) call for sorrows caused by the shooting bows (awtar)
No sooner had we recovered and killed the [sorrows].””

Another one [is]

“A songstress sings with beautiful gestures whenever you want her to
sing

Raising her eyes with a voice that stirs the heart with memories
(adhkar).’®

One poet lamented the death of ‘Alltya:

72a

“Tell the ones who enjoyed the singing of Mukhariq and ‘Alluya in the
past

One half of the enjoyment has died, cry about it, and enjoy Mukhariq®

Listening to good singing does not come from a singer with arrogance

But from the proficient and skilled one.”

zv84 Other poems praise the character of the lute, the pick, and the strings:1©

10

The ms has tumillu (gets tired) which makes no sense. zy 83 correctly edited it as tumiddu
(assist, extend), so in effect the left hand moves on the neck of the lute to stop the strings
at the proper places, thus assisting the right hand that plucks them.

zy 83 has addat (did) instead of addana (lent).

The poem is by al-Najim; the second hemistich of the first line has “we kept up with the
cups” (al-maktaba.org).

zy 83 has awkar (nest, retreat) which makes no sense. The first hemistich is by Aba Nuwas
(al-maktaba.org).

This is odd because Mukhariq died around 231/845 and ‘Alltiya died after him in 236/850.
This poem is by Kushajim and is missing the second verse: “In her natures there are ele-
ments corresponding to its strings, [elements] from which creation was put together by its
Creator” (Klein, Musical instruments 75-6). The same poem occurs on fol. 97b—98a, p. 238.
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“She sang and our ears cleared up with something that lightened [the
heart]

Which told her about his secret and she told him likewise

The zir came from fire, the bamm from earth!

The mathna from wind and the mathlath from water'?

It has a melody for every person you desire

According to the nature it arouses

It complained about the right hand plucking it, but the left continued

At times surrounding [the neck as if it were] a necklace, and at others
adorning it with earrings!®

She continued until she revealed to me Mukhariq [the singer]

With his friend ‘Ath‘ath* answering him with the most beautiful pluck-
ing!s

As if T thought the two Babylonians had set on her speech

Magic from which she exudes.”6

Another one [is]

11
12

13

14

15

16

17

“She carries a lute and plays it quickly”
And it shares its frets with our souls

It has a neck like the arm of a young woman
And its frets are in lieu of bracelets.”

For more detail about the origins of the bamm and zir, see fol. 98b, p. 239.

The relation between the strings and the elements is traceable to Balus al-Bizanti (Kazemi,
Die Bewegte 252, 311) and al-KindT's Kitab al-Musawwitat 84-8.

According to this metaphor, the hand is the necklace around the neck of the lute, and the
fingers that stop the strings are the earrings.

The Ms has ‘Uth‘uthuh instead of ‘Ath‘athuh; ‘Ath‘ath was a famous ‘Abbasid singer dur-
ing the reign of the caliph al-Mutawakkil, and Mukhariq loved his singing (k4 X1v: 211;
Neubauer, Musiker 173—4). Klein has ‘Ath‘athah (after Mahuz's edition of Dowan Kushajim,
p- 83) instead of ‘Ath‘athuh; the former does not follow the rhyme in u/ (Klein, Musical
instruments 75).

The Ms has naqr (plucking) which makes sense in the context of this poem, namely,
singing to the accompaniment of the lute. However, the original poem has shadw (singing)
(Klein, Musical instruments 75—6).

According to Klein, the two Babylonians is presumably a reference to Harat and Marat,
two angels mentioned in an enigmatic Qur’anic verse (2:102), and identified by exegetes
and commentators as having taught men magic without God’s permission (Klein, Musical
istruments 77).

The same poem in fol. 98 says, “She carries a lute which answers her playing quickly”

72b
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CHAPTER 76

Satirical Poems about Male Singers and
Songstresses in Earlier Times
[fols. 72b—73b; zY 84—5]

“I say to her, may God bless you if you shut up
Lest I die

She thinks I meant [may] God bless her singing
But I meant her silence.”

Another one [is]!

“A singer whose voice is cold, his hands impaired
His face cuts off the pleasure more than the screaming of separation
No one has seen him more than once in a person’s house.”

Another one [is] |

“And a singer who sang claiming people have committed adultery and in
turn people claimed that he committed adultery?
So we insulted him, he sang and became polite because of us.”

Another one from Ibn al-Rami [is]3

“Shuntaf* has been hidden, so we said, what did our blind sister do
They said she fell from a high wall, so everyone said this is the best that
could happen.”

Another one [is]

The poem is by Kushajim and is missing in the second verse above (al-maktaba.org).

zY 85 edited yuzanna (people claimed he committed adultery) as nurna (our light).

I could not find this poem; it is unlikely that it was written by Ibn al-Réimi as the author claims.
ZY 85 misread this as Shuntaq.

N I
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“The bitter cold does not come close to us except when Zarzar® sings
May God shut him up, how much he claims that he and his listeners 73b
committed adultery.”

Another one [is]

“A singer who sings increases the grief® of the boon companions
The luckiest people are the deaf ones.””

5 The usual name is Zurzir (KA v: 353—4).

6 The Ms clearly has ghamm (grief), but zy 85 edited it as hamm (worry).

7 This poem is by Di‘bil al-KhuzaT (148-246/765-860) who was a famous satirist. The two
verses are slightly different as reported by Ibn ‘Abd Rabbih: instead of yusi‘u (increase) he
has awratha (cause), and instead of umma (people) he has the synonym agwam (Ibn ‘Abd
Rabbih, al-Tqd vi1: 81). This verse is missing in zy 85.
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CHAPTER 77

Poems of Praise about Male Singers in Our Era
[fols. 73b—75a; 2Y 85—7]

[Here the author only includes praise poems about himself and his father.]
Ibn Bishr praised my father, may God have mercy upon him:

“He sang, and the rhythm, not to mention the eloquence of his speech
and logic, is so eloquent
[It is] as if his hand, mouth, and nasal bones have a language in them.”

‘Abd al-Mubhsin [al-Sur1] [ca. 340—419/950-1028] wrote to me after he heard
that T had set some of his poems to music | and that these songs circulated |:

“A young man if he touches the strings of the lute

Would cause every organ of the body to move when listening to him!

We do not know if he touches the lute

We reach a state of tarab from listening [to the melodies from his lute]
or from its thythm

And if the public gives up [one of their bad] characteristics

Then, when he sings, they will give up all [bad] ones.”

Among [what] al-Badi [al-Halabi] [d. after 411/1020] composed about me [is
the following]:

“If a distinguished man is endowed with excellent qualities

Then the means of livelihood will be given to people because of your
grace and superiority

O Abu I-Husayn you possess excellent qualities

Which even Ishaq? did not possess in the past

You have embellished what you composed with an art

Which is long gone and which skillful people have fallen short of

1 On the body being moved and “singing” with the singer, see the anecdote in k4 v: 233; Sawa,
Musical and socio-cultural anecdotes 302—3.
2 This is very likely the musical giant Ishaq al-Mawsili.
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Achieving what is even below it | 74b
The majalis shine brightly whenever you are present
And if you are absent they have no radiance.”

Abu I-Mashkar al-Halab1 wrote to me:

“Each person with apparent superior qualities will be torn to pieces? by
him

The heart comes back from your mention with desires and remem-
brances

So please tell me, do the strings [of the lute] have strings in the heart
also?”

The poet Abu I-Husayn al-Qana‘ wrote to me:

“O the one who [is] unique#* in having every good quality
More than the creatures, he is not to be driven away

How excellent you are, intelligent, superior

In every meaning you are perfect and unprecedented

You divide a people’s army®

And unite the beauty of singing with that of composition.”

| Al-Mufaddal b. Sa‘id al-Maghribi wrote to me: 75a;

7Y 87
“O you are the one who combines all beautiful and true affections
They happen in other people a bit here, and a bit there
O most generous in your actions, most complete in your excellence
Most honorable when compared to others.”

Abu I-Ghana’im Zayd b. Ahmad wrote about me in a poem:

N OOdt AW

“These fingers if they write

They would write wondrous things or play [beautifully] (darab)®
Before seeing him, we have not seen

An orator so solid and polished.””

The Ms has yuhtar (torn to pieces), but zy 86 edited this as yanhar (breaks down).
The Ms has tafarrud (unique), but zy 86 edited this as tagharrud (singing, twittering).
The Ms has ‘umuam (people), but zy edited this as Aumim (worries).

Darab can also mean white honey.
Lit., “of wood” (min khashab).



75b

76a

CHAPTER 78

Satirical Poems about Male Singers [and
Songstresses] in Our Era [fols. 75a—79a; zY 87—9]

My father, may God have mercy upon him, said about the singer known as Akhu
Sa‘id al-Abras:

“How strange of Akhti Sa‘ld and what has emerged from him
From his statues which were pictured in his aims

He forgot what shows in the skin of his body

If he were intelligent, his lamentations would have blinded him.”

Other poets satirized Muhsin the singer:!

“A bad singer who cannot sing well, his singing

Is so poor, it causes singing to disappear

He sang and people died because of his voice

And if he raises his voice today, it will indicate total perdition.”

Some modern poets said [the following] about Ibn al-Shamiyya:

“If al-Shami sings for us, we would feel

Because of his cold singing, that we are in al-Sham [Syria]
And how is he able to sing eloquently and clearly

When suffering from dyslogia, he cannot speak clearly and intelligibly
If you ask him to recite a poem

He would always speak [with no poetic nuances]

He grew old, and like every old man

He would think about a young boy

Even your father could not sing a song which

I have composed according to my art

But luck often disappoints the shooter

Who aims at the target.”

1 This is likely the same person as Muhsin, the ghulam of Mansiur al-Bakjtr, who was known
for making ugly faces when he sang, see fol. 51a p. 130.
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The same modern poet said about Nusayra the singer:

“They said Aba Nasr’s throat is hoarse

And I said something to fit the meaning

Hoarseness afflicted him

And it [hoarseness] is what people point to when he sings.”

The same poet said about Ibn al-Nadim the wind player:

“The wind player competed with me in standing

But my [standing] is way beyond his in sublimity

Out of my generous spirit, I saved him from my eloquent speech
And previously saved him by not listening to him

I jealously protected the belles-lettres and cultural refinements

Fearing that both of us would be invited [one day] to the same place

And I said [about him] what the poet Abti 1-Tayyib? said
About ‘Abd Bani Masma“”

Al-Mutanabbi said in the same vein:

“Abd?3 Bani Masma“ insulted me#

But I saved his soul and honor

By not answering him back out of contempt
Who would ever bite a dog if it bites you.”

This same poet® said about a group of singers in a poem:
“I distinguish myself from them with graciousness

Which is the only thing that distinguishes a human being
None of those who came before me

Are like me, and where is the coward from among the courageous ones

That they can disown him, and this is one of them
And it suffices to be a proof to the deniers.”

2 This is a reference to the famous poet Abu I-Tayyib al-Mutanabbi (303-354/915-965); see the

poem in question in the next paragraph.
3 Yaqut (574—-626/1178-1229) has “dog” instead of ‘Abd (Yaqut, Mujam, alwaraq.net).
4 Al-Qali (130—211/748-826) has “made me hear” (al-Qali, al-Amali, alwaraq.net).
5 Ido not believe this poet refers to al-Mutanabbi.

zY 88
76b

774
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The same poet said about Bint al-‘Assara:6

“A burper, with a stinky nose, her singing is held back

She has a nose which exhales a putrid odor

She sings from her mouth and breaks wind noiselessly from her nose
And what comes out is neither for or against us!”

77b  The same poet said in a poem:”

“There remain in our era no entertainers
To give us pleasure, the age of entertainment has been cut off
Except for three [and they are horrible], if they come
Joy goes away, entertainment and tarab glide away
Blind in mental perception and vision
They have no keen insight of what entertainment is, whether they sing
or play an instrument
If they sit in a majlis, they are hard to bear
If they tell jokes and amusing stories, they come out cold
If they make fun, they come out feeble-witted
If they talk, they lie
If they have knowledge, they curtail it
If they are given rewards they do not give back
If they are treated justly, they commit injustice
If they are loaned money, they run away with it
If they make a promise, they break it
If they enter into an alliance, they betray it
If they are given peace, they break [the peace agreement]
If they are blamed, they get angry
78a; If they are freed, they bite
zy 89 If they are cheated, they cheat
If they are betrayed, they betray
If people get close to them, they come close too
If people compete with them, they are drawn into the competition
If they are made to lose, they do lose
If they are made fun of, they lay on their side [with laughter]
If they are mounted upon, they go for the ride

6 Asabove, I do not believe this is a reference to al-Mutanabbi.
7 Asabove, I do not believe this is a reference to al-Mutanabbi.
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Let people be warned about them in their veiled evil, for the hearts, as
God said, can change over”

‘Abd al-Mubhsin al-Str1 said about Nusayra the singer:

“If Abu Nasr sings at night, I would think he is calling people’s attention
If he reads one day, it is as if he is converting a person to Christianity®
And the blowing of a pale wind player

Is also languid and pale.”

8 This can also refer to baptizing someone, or rushing to help someone.



78b

CHAPTER 79

The Compositional Output of Male Singers in
Earlier Times [fols. 78a—78b; zY 89]

[Here the number of songs differs from what is reported xa. The additional
information about the number of songs composed by singers that were not
reported in k4 is of interest.]

The total number of songs found for Ma‘bad [d. ca. 125/743] is forty-six.!

Ibn Surayj [d. early second/eighth century] composed thirty songs and
some.?

Ibn Muhriz [d. ca. 140/757] composed twenty-six songs.

Al-Gharid [d. ca. 98/716] composed twenty-eight songs.

Malik b. Abi l-Samh3 [d. ca. 136/754] composed forty songs.

Ibn ‘A’isha [fl. early second/eighth century] composed seventeen songs.

Dahman [fl. mid-second/eighth century] composed twenty-one songs.

1 In kA it is reported as sixty songs (Xv: 52; Sawa, Musical and socio-cultural anecdotes 121).
Musicians’ output varied widely, from as few as two songs to as many as three thousand songs
(Neubauer, Zur Bedeutung 312—8; Sawa, Musical and socio-cultural anecdotes 18-25).

2 Thissentence is missing in zy 89. In x4 it is reported as sixty-three songs (1: 268; Sawa, Musical

and socio-cultural anecdotes 122).
3 In the Ms this name is incorrectly written as Malik b. al-Shaykh.
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Stories about Male Singers in Earlier Times and
Their Pedigree [fols. 78b—79a; zY 89—90]

Tuways was the first to sing in Medina after S@’ib Khathir [fl. mid-first/seventh
century| and Nashit.! Tuways said, I was born the day the Prophet Muhammad
died [11/633], God bless Him and His companions and grant them salvation; I
was weaned when Abu Bakr [al-Siddiq] died [13/634]; attained puberty (ikta-
lama)? the night ‘Umar [b. al-Khattab] [23/644] was killed; got married when
‘Uthman [b. ‘Affan] was killed [35/656]; and [my] baby was born when ‘Ali [b.
Ab1Talib], peace be upon him, was killed [40/661].

Ma‘bad [d. ca. 125/743] learned singing from | Jamila, and Malik b. [Abi]
1-Samh? also learned from her.# | Both Ma‘bad and Malik have the same com-
positional style.5 Al-Gharid [d. ca. 98/716] was a servant of Ibn Surayj, so when
the latter heard him, he became jealous and expelled him. The jinn killed him
because he [the jinn] had warned him [al-Gharid] not to sing a particular song;
it is:®

1 Both Sa‘ib and Nashit sang in Medina and came before Tuways. The latter is credited along
with ‘Azza al-Mayla’ as the first to sing measured music, Tuways in Medina and ‘Azza in Hijaz
(KA 111: 29, XV11:162; Sawa, Musical and socio-cultural anecdotes 8, 67). In kA (1v: 219) Tuways is
credited as being the first to compose in the hazaj and ramal rhythmic modes, and also as the
first to compose well-crafted compositions. But k4 (VIII: 321) also mentions that S&’ib Khathir
first composed the well-crafted ones. See also Sawa, Musical and socio-cultural anecdotes 68,
126—7 and fol. 18b, p. 46.

2 This paragraph is almost verbatim from ka4; the only difference is khutina (circumcised)
instead of ihtalama (attain puberty) (111: 27).

3 In the Ms this name is incorrectly written as Malik b. al-Shaykh.

4 InkaMabad also learned from Nashit and S&’ib Khathir, and Malik learned from Ma‘bad (v:
103, VIIL: 321).

5 This is true because Malik altered Ma‘bad’s compositions by adding and removing notes, and
by lightening and reducing longer, artfully composed songs. He then claimed that his tech-
niques improved and embellished the songs, and as a result, people wrongly attributed the
songs to him; at times he also took credit for Ma‘bad’s songs. Specifically in relation to the
songs of Ma‘bad, Malik said, “Ma‘bad has elongated and stretched and expanded them, and
I removed some notes and embellished and improved them” (kA v: 111-2; Sawa, Musical and
socio-cultural anecdotes 265-7).

6 This is followed by a blank space; fortunately, the poem is given in k4 I11: 401. In the anecdote,
al-Gharid disobeyed the orders of the jinn not to sing this song. It caused him so much tarab
that he could not stop singing it, and as a result he dropped dead. Specifically, he kept singing
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[Her whiteness soaked up the color of the linen
And her shirt was given brightness with saffron mingled with musk]

Ibn Misjah [d. between 86-96/705-715] was black and learned from Ma‘bad [d.
ca. 125/743], al-Gharid [d. ca. 98/716], and Malik [d. ca. 136/754].7

As for Ibn Surayj, he was the greatest among them and composed and sang
most perfectly; no one of his calibre preceded or followed him in [terms of]
the beauty of his singing, his voice, and causing tarab. He was unique in [terms
of] his style and in composing in the ramal rhythmic mode.® Other musicians
found that his voice resembled women’s voices because of his beautiful throat.?

The first scientific [theoretical] part is herein completed, and praise be to
God alone, and may His blessing and salvation be upon His Prophet Muham-
mad and companions. This will be followed by the second part, the practical
art.

the song going forward and backward until his neck was twisted, and he fell down, affected
with diabolic possession and madness. When the audience tried to lift him up, he was already
dead (kA 11: 401; Sawa, Musical and socio-cultural anecdotes 285).

7 This is historically incorrect, as the above dates show. In fact Ibn Misjah taught Ma‘bad, Ibn
Surayj, Ibn Muhriz, and al-Gharid (x4 I: 379, 111 277, 282, Sawa, Ibn Misjah, £13).

8 This was mentioned earlier, in fol. 66b, p. 173. The text clearly has armal (pl. of ramal) but
zy go edited it as arhal [?].

9 The fact that men’s voices were beautiful if they resembled women’s voices is corroborated
by Ishaq al-Mawsili in k4 1:309 and Sawa, Musical and socio-cutural anecdotes 212: “The best
singers among men are those whose voices resemble the voices of women, and the best
songstresses are those whose voices resemble the voices of men.”
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The Practical Arts






Part 2 of the Treatise Known as Hawi [-Funiin wa-Salwat al-Mahziin
(Encompasser of the Arts and Consoler of the Grief-Stricken)
Written by Abt I-Husayn Muhammad b. al-Hasan!

Known as Ibn al-Tahhan, may God have mercy upon him

In the Name of God, Most Gracious, Most Merciful,

From Whom We Seek Aid

Part 2 of the Treatise Known as Hawi [-Funiin wa-Salwat al-Mahziin

(Encompasser of the Arts and Consoler of the Grief-Stricken)

Written by Shaykh Abt I-Husayn? Muhammad b. al-Hasan Ibn al-Tahhan

Chapter 1: The meaning of the word music

Chapter 2: The inventor of the lute and differing views about it

Chapter 3: The dimensions of the lute, its material, construction, and the names
of its various parts

Chapter 4: The frets, their names, placements, tying them on the finger board,
and their functions

Chapter 5: The strings, their characters, names, choosing [them], and stringing
them on the lute

Chapter 6: The names of the rhythmic modes (tariga), their types ( jins), their
cycles and number of attacks |

Chapter 7: The state of the notes, their qualities, quantities, numbers, and
placements on the strings of the lute

Chapter 8: The genuses of notes used at the beginning of a piece, and types of
movements through the frets

Chapter 9: The rhythmic modes in use, [and the player’s] motions and required
matters

Chapter 10: The best person to have played the Persian lute, and the number of
Persian modes

Chapter 11: The best person to have played the Arabic lute and to have sung
Arabic songs accompanying himself

Chapter12: The description of the lute, its praise, preferring it to all other instru-
ments that accompany singing, what it resembles, and poems composed
about it

Chapter 13: The reason for setting the zir string at the bottom and the bamm at
the top

Chapter 14: Tuning and detuning the strings |

1 ZY 90 has al-Hasani, but it is al-Hasan.
2 The Ms and zY 91 have al-Hasan, but this is incorrect.

81a

81b;
ZY 91

82a;
ZY 92

82b
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Chapter1s: The beautiful techniques (mulah) that affect the rhythms and rhyth-
mic modes, their numbers and types

Chapter 16: On dance, its types and names

[Ibn al-Tahhan'’s passage quoted by al-Tifashi]

Chapter 17: [On the] disagreement between [Ishaq b.] Ibrahim al-Mawsili and
Ibrahim b. al-Mahdi about the rhythmic modes

Chapter 18: The definitions of al-surayji, al-makhuri, al-mujannab, and
al-mukhalif

Chapter19: The definitions of al-khusruwani, al-tarkhani, al-humayri, and khafif
al-hazaj

Chapter 20: On choosing the proper instruments to fit various throats

Chapter 21: Mention of the tunbur, mizafa, rabab, mizmar, tabl, urghun,
qgithara, sulyaq, duff, salikh, and kankala

Chapter 22: On which particular genuses of modes should be used in which
types of melodies; modes used plainly (sadhif) without mixing (tamzij) and
without moving [from one to another] are unpleasant and do not cause
tarab



CHAPTER 1

The Meaning of the Word Music'
[fols. 83a—83b; Y 93]

[Here the author relies on legends from ancient Greek mythology.]

When people mention the term music (miisigi), they mean melodies that con-
sist of notes composed in a determined manner (¢ta’lif mahdud)? attached to
letters that make up words measured in the usual manner.3

It was also said that music has been called 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.’

It was said that music is close to every possible affection, [and produces] a
language compelling one [toward good] character and morals, giving freely to
natural disposition, moving the stillness, and calming the motion.

Orpheus said that music is an art between the spiritual and the corporal that
parallels moral excellence and depravity.® One sees in it the continuation of
potentials (quwa) made up of numbers.”

1 The table of contents (fol. 82b) adds an obscure sentence in the margin: “separation (iftiraq),
[zy 93 has igtirab (nearness)] of the notes in the letters and their mixing.”

That is, with respect to the tone system, melodic modes, durations, and rhythmic modes.
That is, poetry. This definition is also in al-Katib, Kamal fol. 72; Kh. 45; al-Katib, La Perfection
79. Both definitions can be traced back to al-Farabi, kMK 47; MA 1: 5-6.

4 Eckhard Neubauer kindly suggested this English translation of al-falak al-a‘’zam. He also
added that in Arabic astronomy it was the eighth sphere, and was held by the fixed stars
(private correspondence).

(Kamal fol. 72; Kh. 45; al-Katib, La Perfection 79). Shiloah remarks that al-Katib, and by exten-
sion Ibn al-Tahhan, confused two theories: the etymological link between music and the
muses, and the music of the spheres (al-Katib, La Perfection 79).

6 The Ms has Irfawus or Arfawus or Urfawus; clearly it is Orpheus. In Greek mythology he is
a celebrated Thracian musician. It was said that he played his lyre so beautifully that “wild
beasts were soothed, trees danced and rivers stood still” (The new Columbia encyclopedia
2023). Ibn al-Tahhan’s source for his information is not known; in any event, the story is likely
amyth.

7 This is an obscure sentence; it also does not logically follow the preceding one.
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It was said that music is made up of numbers, motions, and durations and it
is an art that combines various motions.®

When anyone in our era hears the word music, | he thinks that it only
involves music instruments and strings. But this is wrong, because this art
includes both the theoretical and the practical, the vocal (insaniyya)® notes and
melodies, beating [ percussion instruments] (angar),'° and the notes extracted
from strings and wind instruments according to proper and known calcula-
tions. Understand this, God willing.

8 Numbers refer to the ratios of string length that produce notes and intervals; motions refer
to the melodic movements, as well as the motions of the hands or voice of the performer;
durations are the durations of the notes (small, medium, and large).

9 Lit., “human.”

10 The usual plural of the word nagra (plucking, beating) is nagarat, angar is an unusual
plural.



CHAPTER 2

The Inventor of the Lute and Differing Views about
It [fols. 83b—85b; zY 93—5]

[Here the invention of the lute is attributed to the biblical Lamak, as is also
common in other medieval Arabic works. Other sources for the invention of
the lute include the Devil and the Greek philosophers. The chapter ends with
the legend of Pythagorus, who determined the ratios of notes from the sounds
of coppersmiths pounding their metal. ]

What most people say about [of the inventor of the lute] relates to what al-
Tabart! mentioned in his History, namely, that Lamak b. Mahwil b. Mahwil?
b. Akhnukh b. Fasil b. Adam,® may be peace upon him, married a number of
women and owned various types of slave girls, but he only begot girls. At the
end of his life, he married a woman and was blessed when she gave him a boy.
He was very happy, and the boy lived to be nine years old,* but then he died.
Lamak mourned him | and out of pity for him did not bury him but hung him
on a tree and kept crying and reciting [previously] composed poems [about
lamentations]. His skin broke apart, his bones fell [out],? and there remained
only his thighs and calves.® [Lamak] took a piece of wood, slit it open, smoothed
it, and put the pieces together. He made it look like a thigh, and he made the

1 I have not confirmed that al-Tabari said that Lamak invented the lute. See the medieval
sources cited below that trace Lamak to the invention of the lute, together with a mythical
legend about it.

2 7Y 93 has Mahril.

3 The genealogy differs in the following sources: Ibn Salama has Lamak Qayin b. Adam of the
Qabil tribe; Ibn Khurdadhbih has Lamak b. Mattashayal b. Mahwil b. ‘Abrad b. Akhnukh b.
Qinan b. Adam; al-Mas‘tidi has Lamak b. Mattiishayal b. Mamiital b. ‘Irad b. Akhniikh b. Qayin
b. Adam; Ibn ‘Abd Rabbih has Lamak b. Qabil b. Adam (Ibn Salama, Kitab al-Malahi 13-4; Ibn
Khurdadhbih, Mukhtar 15; al-Mas‘adi, Murij, ed. Pellat v: 126; Ibn ‘Abd Rabbih, al-1qd vi1:
29). For the biblical “inventors” of music instruments, see Shiloah, Music and its virtues; for
more of Shiloah’s writings on the subject, see Neubauer and Neubauer, Arab music, 111: 63—6.

4 Ibn Salama has five years (Kitab al-Malahi 14).

5 Ibn Salama, Kitab al-Malahi 14 said that his skin fell off the bones; Ibn Khurdadhbih, Mukhtar
15 and al-Mas‘adi, Murij, ed. Pellat v: 126 have awsal (limbs and members of the body).

6 Ibn Salama, Kitab al-Malaht 14, Ibn Khurdadhbih, Mukhtar 15 and al-Mas‘adi, Murij, ed. Pel-
lat v: 126 add feet and fingers.
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peg box and the pegs look like feet and fingers.” He kept lamenting him and
crying till he became blind. And this is but one story.

In another story, it was related that when the Devil (Iblis), may God curse
him, saw the people of David, peace upon Him, and their devotion to God, and
[saw them] reach a state of [religious] tarab because of his psalms (mazamir),
[he decided to] alter their way and bring something to divert their attention
from their devotion. So he constructed all the instruments, put them in boxes,
carried them, and disguised himself in a merchant’s attire. He came to the most
ascetic one, gave him the boxes and said to him, “I am a stranger and intend to
travel, and I would like to leave these boxes with you. If I do not return after a
year, | open them and sell what is in them and use the money to give as alms as
you wish, and he left” When a year passed [and the merchant did not return],
the ascetic opened the boxes and saw things he had never seen before, nor
did he know what they were used for. He assembled people around him to sell
them. At the same time, the Devil, may God curse him, disguised himself in the
shape of a human and approached along with the people. He kept gathering
these instruments which no one knew; indeed he delighted them [by the sight
of these instruments] and [their] construction. The Devil kept buying them
and raising their prices; every time he bought one, he played it. People were
amazed at the notes, melodies, and rhythms they heard, and they kept raising
their prices. Those enjoying themselves asked him to teach them how to play
such instruments, and their names, but he refused. They pressed him again and
so he did. He originally refused in order to increase their desire to learn how
to play them. He taught them, and some became very skillful; as a result, the
instruments spread and people were distracted from David’s psalms. But this is
a weak story.

The intellect accepts and testifies that after the philosophers exhausted
themselves seeking wisdom, wore out their bodies, and became tired by their
thoughts, they sought [something] to bring them calm, to keep fatigue from

7 A more complete version states: “He made the chest of the lute look like the thigh, the neck
like the calf, the head or peg box like the foot, the pegs like the fingers, and the strings like the
arteries” (Ibn Salama, Kitab al-Malaht 14; Ibn Khurdadhbih, Mukhtar 15; al-Mas‘ad1, Murij,
ed. Pellat v: 126—7). In Greek mythology, a similar story explains that the lyre was “invented
by Mercury in the following manner. When the Nile, retreating into its channels, had left var-
ious animals in the fields, a tortoise was left behind. When it had putrefied and its sinews
remained stretched within its shell, it gave out a sound on being struck by Mercury. After this
pattern he made the lyre and transmitted it to Orpheus, who applied himself studiously to it
and is deemed not merely to have swayed wild beasts with this art, but to have moved rocks
and forests with the modulation of his song” (from Isidore of Seville’s Etymologiarum quoted
in Strunk, Source readings 98).
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their thoughts, and to relax their bodies. So they constructed this instrument®
and left wisdom out of it.% They created it according to the four humors (al-
taba’i al-arba),'° and assigned it to the human emotional states to which they
were accustomed, that is, from sadness to joy and from joy to sadness, from
cowardliness to courage and from courage to cowardliness, and other similar
matters.

It was mentioned that one of the early philosophers—I think it was Pythago-
ras (Fathaghtrus) [ca. 582—ca. 507BC]!'—went out to discover the ratios
between the striking and struck bodies (gart, maqru‘).'* He passed by the
market of the coppersmiths or ironsmiths and heard sounds he felt were in
proportional amounts (wazn mutanasib), resembling (mutashabih)'® a melody
he intended to compose.* He stopped and looked at the artisans, measured
the sounds of their pounding (iga‘)!> and found that | it was correct (sahih)'6
according to what was in his mind, to what he intended to do, and he brought
it into existence. He went home and kept comparing various bodies. He sought
[a reason or a theory], and by means of his senses and intellectual refinement
he found the ratios he was seeking.l”

That is, the lute.
Lit., “did not go with it beyond the limit of wisdom.”

10 The humors are the four bodily fluids that, in medieval times, were considered responsi-
ble for health and disposition: blood, phlegm, yellow bile, and black bile (Sawa, Rhythmic
theories 500; see pp. 2189, fol. gob).

11 In al-Katib, al-Sarakhsi does not use the name Pythagoras, but refers to an ancient person;
a few lines later he says it was Pythagoras (Kamal fol. 234; Kh. 143; al-Katib, La Perfection
203-4).

12 TheMsand zy 95 wrongly have farigh wa-mafrigh (empty and emptied), but al-Katib has
the right terms gari‘wa-magru‘ (striking and struck) (Kamal fols. 234—5; Kh. 143; al-Katib,
La Perfection 204).

13 Al-Katib (Kh.) has munasib mushabih, and Shiloah has both as harmonious (Kamal
fol. 235; Kh. 143; al-Katib, La Perfection 204). Wazn literally means weight, measure.

14  In al-Katib it is a melody that he knew (Kamal fol. 235; Kh. 143; al-Katib, La Perfection
204).

15 Lit., “attack, rhythm, letting fall, causing to fall.”

16 Al-Katib has harmonious, consonant (mutalif) (Kamal fol. 235; Kh. 143; al-Katib, La Per-

fection 204).

17  Itis clearer and more detailed in al-Katib: “When he went home he compared the ratios
between various bodies. Then, by means of his hearing, he sought to understand what
ratios corresponded to harmonious sounds, and figured these out by means of ratios, evi-
dence (from ignorance to knowledge), and sense” (Kamal fol. 235; Kh. 143; al-Katib, La
Perfection 203—4). For more detail about Pythagoras and his theory of the hammers as
being fictitious, see Barker, Greek musical writings: 11: 256-8.
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Nichomachus (Niqimakhus) [fl. second century CE] said that Pythagoras
figured out the ratios of notes from the sounds of the hammers, [from] their
thickness, fineness, pounding, and ratios by means of evidence [from igno-
rance to knowledge] (ibra) and sense. This is the most suitable explanation
of what has been said on this subject, but God knows best.



CHAPTER 3

The Dimensions of the Lute, Its Material,
Construction, and the Names of Its Various Parts
[fols. 85b—88b; zY 95-8]

[This is one of the most interesting and informative chapters of the treatise. Ibn
al-Tahhan, himself a lutenist, sheds much light on the material, construction,
dimensions, and number of ribs and ornaments of the lute.]

As for the Persian lutes (al-idan al-ajamiyya), there is no need for us to men-
tion them for they are rare in these countries,! and those who play them are not
present here. In addition, there are different sizes and they do not have known
and defined measurements.

As for the Arabic lute, sayings concur about its various names. One of them
is the barbat, which is the barbath. It was said that the original name of bar-
bath is barbaj, which means the door of paradise.? [Other names are| waran,?

1 He probably meant Egypt only.

2 Al-Tifashi, quoting al-Za‘farany, says it is bamrabta as well as marbat, originally from barbakht,
which means “door of paradise” in Persian (Mut at fols. 94—5; al-Sillami 217). Bar means door,
but the Persian dictionaries define bakht as good fortune, not paradise. Ibn Manziir says it is
Arabized from the Persian: bar (Persian for chest) and bat (duck); this explanation is likely a
good one, as the lute looks like the chest of a duck (Lisan 241—2; see also KA VI: 299, XXII: 25).
Al-Khuwarizmi is even more detailed; he says that it looks like the chest and neck of a duck
(Mafatih 238). Most likely, as Neubauer said, these are folk etymologies, and barbat derives
from the Greek barbiton, a type of lyre (Der Bau 355, n. 173; Sawa, Musical and socio-cultural
anecdotes 54). Al-Firizabadi says that the shabbit fish looks like the barbat (al-Qamiis 868);
the shabbit is a fish with a long thin tail, a small head, and a wider middle. Thus the bar-
bat is a different type of lute. It had a long neck and smaller belly and was also called ud
al-shabbut which looked like the shabbut fish, if the lute is long and not wide. Furthermore,
Ibn ‘Abd Rabbih defines the barbat as a type of lute with a convex back and thin belly (al-Tqd
VII: 78—9), and Ibn Salama said that it looks like the Greek balance for weighing (garastun),
which has along arm with a weight at the end (Kitab al-Malahi 11,16). Also, Ishaq al-Mawsill
attributed the invention of the shabbit lutes to the lutenist Zalzal and said that before him
lutes were made by Persian craftsmen, and that the shabbut lutes were “wonders of wonders”
(x4 v: 201-2). See also Sawa, Arabic musical and socio-cultural glossary 22—3, 225.

3 ZY 96 edited it as wazn (measure, weight). Ibn Salama has wann but does not define it (Kitab
al-Malaht 24); al-Khuwarizmi has wanaj which is a type of harp (Mafatih 237); al-Mas‘udi,
quoting Ibn Khurdadhbih, says the wanaj is a type of Persian harp with seven strings and its
rhythm [?] resembles that of the harp (Murij, ed. Pellat v: 128). By rhythm, Ibn Khurdadhbih
may have meant the plucking of the strings of the wanaj and harp.
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mazhar,* and ud.
The poet said:®

“Make the lute speak for it has been silent for a while
Entertainment does not happen® unless the lute speaks.”

The poet said:
“Our barbat is always in tune and in use.””
The poet said:®

“If her lute (mazhar) does not long for her
Then the ears of the noble ones will long for it

As for the barbath, it is derived from the Persian barbarah,® for this reason one
who described it said:

“The bamm string babbles noisily (barbara) about its nature
The same way an old man does about his young boys.”?

The other name is kiran'! and the poet said: [?]'?
It was said that the kiran is the name of the pick (midrab);1found this in one
of the books.

4 The usual name is mizhar, see KA VIII: 336, XI11: 67, XVII: 162; Sawa, Musical and socio-
cultural anecdotes 55,

5 The poet is Abit Nuwas (al-maktaba.org). This verse occurs again in fol. 97a, p. 236 but it

is preceded by another verse.

Lit., “speak.”

The poet is al-A'sha; for the full poem, see x4 v1: 299—300.

8 The poet is ‘Abd al-Rahman b. Abi ‘Ammar, known as al-Qass (priest) for his religious fer-
vor. In this poem he addresses the songstress Sallama al-Qass; she was given this nickname
(al-Qass) for being associated with him in a platonic relationship (al-maktaba.org).

9 Here Ibn al-Tahhan gives a different derivation of the barbath, namely, barbarah, which
Ibn Salama defines as a rough and fast sound (Kitab al-Malahi 20-2).

10  Ibn Salama quotes the same poem and attributes it to the poet al-Saq‘ab b. Hayyan al-
Taghlibi (Kitab al-Malaht 22); instead of “its nature” he has “its companions.”

11 To this list of names Ibn Salama adds muwattar and ‘artaba (Kitab al-Maldhi 16).

12 Thepoemismissing in the Ms.Itislikely by Umri’ al-Qays, see Ibn Salama, Kitab al-Malaht
17; Neubaeur, Der Bau, 356.
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As for the way the lute is constructed, one must find the oldest possible
larch wood (sharbin), soft, long and even (sabt), free of cuts (tashtir),'® cracks
(tashgiq), knots (ta‘gid), buckling (idtiram), and traces of nail [holes]. It [should
be] sawed thinly [because] one makes the faces of the lutes from it; they should
be thicker than the ribs (sayr). One should not make the face out of just one
piece because it may buckle; one should make it out of two or three pieces. One
figures out the [number and thickness of] the ribs and polishes them perfectly.
Then one shaves the two sides of the face uniformly. Then the ribs are mea-
sured so that they are equal, that is, each is equal, no more and no less than
the one adjacent to it. The most perfect, balanced, and uniform lutes are those
made up of eleven ribs, but one can also make them thirteen, to form and to
round the back of the lute. The ribs are put together,* then the rods (fastanat)'
[are placed] under the face [because they hold the two or three pieces of the
face together, and] are set firmly | and the khardak'® is lessened. The papers
with which the ribs are held, which act as supports, should be of a good type
of manguri paper,!” and if they are separate (mashqiq), then it is better for the
ribs, so as not to damage them ( jafa).!®

The neck (‘ung) is carved out (mahfir) uniformly, perfectly, and [it] should
be thin enough so that the hand can surround it [easily] when [one] holds it
[and presses on the frets].

The peg box (banjak)'® should be sturdy and its pegs (malwan) slightly
thicker [than the edges of the peg box].

The maker should be careful when placing the [lower] bridge (musht), [mov-
ing it] back or forth as required, likewise with the [higher] bridge (anf) [at the
intersection of the neck and the peg holder]. Both bridges should be aligned
properly so that the performer can rely on them to perform [correctly, as
opposed to the performer| relying on himself and striving [to make corrections
to a faulty construction].

13 ZY 96 has tasbir, which is not a word in Arabic.

14  The Ms and zy 96 have “not put together.”

15  Thisis a good suggestion from Neubauer, Der Bau 357.

16 This obscure word is not found in dictionaries, see Neubauer’s remark in Der Bau 357,
n. 183.

17 Neubauersays that it is very strong paper, the best in Egypt at the time (Der Bau 357, n.184).

18  Lit, “be coarse, rough.” It could be that the glue holding the paper to the ribs, either hori-
zontally or vertically, was chemically detrimental to the wood, so the less paper and glue
the better.

19  Neubauer noticed that this Persian word was still in use in Egypt at the beginning of the
nineteenth century. Villoteau transliterated it as benjak (Neubauer, Der Bau 357, n.185); in
the twentieth century it has the same name, but is written banjaq (‘Arafa, Dirasat al-ud12).
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One should be careful with the thin wood [covering] the neck and its set-
ting, so that it does not come out at an angle, but straight. The wood covering
and its [inlay] ornaments (ragsha)?° should be adjusted properly, [should] be
made thin (yuraggaq),?* and glued properly; otherwise buzzing (taziz)?? and
discordant ( fasad)?? sounds will ensue, especially on the areas that reach the
meeting point [where] the little finger [plays close to] the inlay. It is detestable
[for this] to be high or low, it should be flat | and level [with the face].

The [lower] bridge should not be loaded or burdened with anything, and
[should] not be covered with ivory, ebony, gold, or rare stones, because they all
mute (atrasha)?* the sound of the lute. The ornaments (zina) used in the lute,
which are made of aloeswood (4d), sandalwood (sandal), or wood of the cam-
phor tree, are for embellishment (tajammul) and ornamentation [only] and
not for any effect on the sound while playing.

As for dimensions, its length should be forty closed fingers, its width sixteen
closed fingers, and its depth twelve closed fingers. The lower bridge should be
two fingers and a fraction [from the bottom of the face], and the neck and peg
box should be one span and one-tenth. The number of pegs should be eight
unless the lute has a fifth treble double string (zir hadd);?® then it will have ten
strings, but this is not known in our era.

Its two [small] circles (‘ayn)?® are opened in the face at a distance of eight
closed fingers from the side of the bowl (uskurruja)?” | into which the [large]
rosetta (‘ayn) is set [after] a large hole is pierced below the bridge.?® This makes
it beautiful.29

20  This can also mean “painting, drawing, inscription, inlay, engraving.”

21 Neubauer (Der Bau 358) has yuwaffiga (concur) and zy g7 has turfaq (to be appended),
but the handwriting is clearly yuragqagq.

22 Icould not find this word in dictionaries; it may be an onomatopoeic colloquial word used
by musicians. Neubauer (Der Bau 358) has tirar (interference).

23 Lit, “spoiledness, corruption.” Neubaeur has discord (Der Bau 358).

24  Lit., “make it deaf”

25  Lit, “high or sharp zir” In al-Farab?’s lute fret chart (p. 305) it is called hadd (Sawa, Music
performance 79).

26 Lit., “eyes”; they are in fact small rosettas like those of modern lutes.

27  According to Dozy, it is another form of the word sukurruja (écuelle, a bowl) (Supplément
23).

28 My thanks to Eckhard Neubauer who kindly explained this difficult passage as follows:
“The large hole is pierced to accommodate the large rosetta, and the bowl (uskurraja) is
a device to fix the rosetta in the hole. So first the hole is pierced, then the bowl is used
to support the rosetta, and finally the rosetta itself is placed.” For useful illustrations, see
plates 8 and g in Neubauer, Der Bau 376-7.

29  Itisnot clear if it is the sound or sight or both that bring beauty.
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The best lutes are those without paintings (nagsha),3° ornamentations,
inlays, ivory, ebony; rather, they are made from only one type of wood. If there
is no choice but to use ebony for ornamentation (tanmiq), then it should be
light, fine, and limited (mukhtasar).3! This is its best quality.32

What damages and spoils lutes and other instruments used to accompany
singing are intense heat, intense cold, rain, dew, carrying them over a body of
water, [bringing them into] contact with sweating bodies, being close to the
fire, [exposing them to the] sun, wind, humid air, (adr)33 of the sea, wrapping
[them] in kerchiefs and [carrying them in] breast pockets (abab),3* spilling
drinks or rose water or other [liquids] over them. [The sound] is [also damaged
by] new higher orlower bridges, or a [new] neck to replace the older ones; these

30  Seen. 20 p.210.

31 Lit., “shortened, condensed, short, brief.”

32 Other sources, both earlier and later, are very instructive about lute construction. The fol-
lowing passage is copied from Sawa, Musical and socio-cultural anecdotes 57-8. “Al-Kind1
was the first to give details about its construction. He mentioned that the wood used for
its belly and back should be very thin and even in cross-section (Risalat al-Kindi fi [-luhin
14). However, his description of its measurements and frets are wanting (for the complete
fret system, see al-Farabi’s lute fret chart p. 305). The measurements were corrected in the
eighth-/fourteenth-century Persian Treasure of rarities (Kanz al-tuhaf) which states that
the length should be 36 closed fingers, the width 15, the depth 7.5, the string holder at 6
fingers from the bottom of the lute, and the neck should be one quarter of the length, that
is, 9 fingers. One should use pinewood, and if not, then cypress wood, and that it should
be dry (fols. 173—4). Ikhwan al-Safa mentioned that the neck should be covered with thin,
hard and solid wood. Al-Kindi added that the best place for plucking the strings should be
3 fingers above the string holder to get the best sound, as this place is the widest part of the
lute (Risalat al-Kindifil-luhiin 14). The 14th-century anonymous Egyptian Unveiling of grief
(Kashf al-humim) mentions that if the lute has 12 strings (there are also lutes with 10 or 8
strings, fols. 111-3), the length is 24 inches (girat), it should be light in weight, and the best
woods to use in order to get farab, loudness, and longevity are beech (zan), elm (dardar),
teak or Indian oak (sdj), and mays (a large tree, and its wood was used to make camel sad-
dles). The beech gives a resounding (ranna), smooth and brilliant (sagala) sound; the elm
gives delicacy (rigqga) and softness (nuuma); the teak or Indian oak lives forever and wood-
worm cannot affect it, even when it is with other woods the woodworms cannot affect it,
and it also has a pleasant smell; the mays brings great tarab as well as pleasant, beauti-
ful, and delicate sound (fols. 131—3). Ibn Sina added an important remark about problems
with the sound: if the string holder or the bridge are too high, then pressing down on the
fret from a higher position will cause added tension and higher pitch (Kitab al-Shifa’145—
6).”

33  The closest term to adr is the verb adarra (form 4 of darra) which means to flow abun-
dantly (Lane, An English-Arabic lexicon 111: 863), so the meaning here may be the abundant
flowing of seawater.

34  This can also refer to wide sleeves, but this is unlikely, as the lute would need extremely
wide sleeves to house it.
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alter its original being and make-up; [damage also occurs from] splits, cracks,
and [when] the ribs come apart and split (fanawwud)3> the face | away from 8sb
the rods [holding it].

35  This could also be read as nuta’ (protrusion, jutting out, bulging out), as in zy 98.
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CHAPTER 4

The Frets, Their Names, Placements, Tying Them on
the Finger Board, and Their Functions
[fols. 88b—89gb; ZY 98—9]

[The author delineates six frets in use in Fatimid Egypt. Of interest is the fact
that one of the Zalzal frets was not used at all, even though it was used in Iraq
and Syria. Ibn al-Tahhan says that it was used in Persian music together with
another fret between the ring and little fingers. He gives details about the width
of the frets, suggests using a divider to place them properly, but gives no mea-
surements whatsoever; it is possible that he expected people to use the divider
to copy the measurements of a ready-made lute and apply them to a new lute.
He also adds that the experienced lutenist does not need a divider and can
place them by ear. Interestingly, the author himself did not use frets on his lute,
as is the practice in the Arab world today!]

Some people think that the notes coming out of the lute vary in number,
because the placements of the frets differ.! We shall mention what is correct,
according to the law of singing to which people adhered.? The frets delimit the
six notes emerging from the strings® of the lute and emerging from the proper
place [i.e., intonation] of the syllables sung from the throat. So if a syllable is
sung and emerges in its proper place, it comes out pure and clear; if a note
emerges from the proper fret, it likewise comes out pure and clear.

[There] are six frets from which notes are extracted, which are natural to
human beings, and which are used in all melodies |. The first is the anterior

1 We find a clearer and more correct sentence in al-Katib, where he puts together the number

of notes and number of frets: “Some people think that the notes coming out of the lute vary
in number and this is because of disagreements about the number of frets” (Kamal fol. 77;
Kh. 48; al-Katib, La Perfection 82).

2 This is followed by an obscure sentence: “And they follow the course of pulling the souls of
[?] and it is for this purpose.”

3 The MS has al-dasatin hudud al-nagham wa-l-sitta al-awtar (lit., the frets delimit the notes
and the six the strings) and zy 98 correctly edited it as al-nagham al-sitta li-l-awtar (the frets
delimit the six notes coming out of the strings). But Neubauer read it as al-dasatin hudud
al-nagham wa-alsinat al-awtar (the frets delimit the notes and they are the tongues of the
strings); this is a distinct possibility (Neubauer, Der Bau 359—60).

© GEORGE DIMITRI SAWA, 2021 DOI:10.1163/9789004465497_088



THE FRETS, THEIR NAMES, PLACEMENTS, AND THEIR FUNCTIONS 215

(mujannab) [to the index finger] fret;* then the index finger fret (sabbaba);®
then the Persian middle finger fret (wusta [-Furs);® then the Arab middle fin-
ger fret (wusta [-Arab);” then the ring finger fret (binsir);8 then the little finger
fret (khinsir).? From the Arab middle finger fret to the ring finger fret there is
another fret called the Zalzal fret, but most people ignore it.1° There is another
fret between the ring and the little finger frets that is also ignored.!! The lat-
ter two are used by the Persians in their modes.”? T use the six notes and
find their placements according to my knowledge, [that is,] without frets.13

10

11

12

13

Al-Farabi has five types: 9o, 98, 114, 145, and 168 cents from the open string (Sawa, Music
performance 78-80, and the lute fret chart p. 305). In al-Katib there are two: the anterior to
the index finger and the second anterior to the index finger, which is not defined (Kamal
fol. 79; Kh. 48—9; al-Katib, La Perfection 84).

This produces a note equal to 204 cents from the open string.

This produces a note equal to 302 cents from the open string.

This produces a note equal to 294 cents from the open string. Al-Farabi calls it anterior to
the middle finger (mujannab al-wusta). In al-Katib wusta [-Arab is also called wusta Zalzal
(Kamal fols. 82, 95; Kh. 52, 62; al-Katib, La Perfection 87, 98) but a few lines later the text of
Ibn al-Tahhan shows that wusta [-Arab is not wusta Zalzal, as he says that the latter was
not used in Egypt at all. Another possibility is that Ibn al-Tahhan made a mistake: the Arab
middle finger (294 cents) comes after the Persian one (302 cents), and thus should have
been higher, in all likelihood at 318 cents; thus, his Arab middle finger is likely the wusta
Zalzal number 1, and it was indeed used. The one that was not used is likely the wusta
Zalzal number 2, which he claims later is simply wusta Zalzal and its location is between
the Arab middle finger (likely wusta Zalzal number 1) and the ring finger.

This produces a note equal to 408 cents from the open string.

This produces a note equal to 498 cents from the open string.

In al-Farabi there are two frets carrying the name of the famous lutenist Mansar Zalzal,
and both are called Zalzal middle finger (wusta Zalzal): they produce two notes at 318 and
354 cents from the open string, respectively. It is extremely important to note that in Egypt
the second Zalzal fret (354 cents) was not current at the same time it was in Baghdad!

In al-Farabi there are two such frets, but they do not occur on the first string between
b1 and ci, or the second string between e1 and fi. They occur in the higher octave on the
fourth and fifth strings and are between bz and c2, and between e2 and f2. They are called
anterior to the index finger/Persian (mujannab al-sabbaba bi-wusta [-Furs) (31 cents from
b2 and e2, or 145 cents from the open fourth and fifth strings), and anterior to the index
finger/Zalzal 1 (mujannab al-sabbaba bi-wusta Zalzal) (54 cents from b2 and e2). That is,
if b2 and e2 are o cents, and c2 and f2 are go cents above b2 and e2, then the series will be
as follows: 0 / 31/ 54 / 90.

These two frets are Zalzal middle finger number 2 (354 cents) and anterior to the index
finger/Persian (145 cents from the open fourth and fifth strings).

There are two very interesting points here: first, lutenists in k4 always used frets; second,
the practice of not using frets mirrors that of lutenists in the Arab world today, as they do
not use frets, rather they rely on their ears and knowledge to find the proper place on the
neck to produce the correct notes.
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But since this is difficult for students, skipping!* it is more appropriate and

befitting for them.

Tying the frets [on the neck of the lute] requires knowledge about them,
and the one tying them needs to take a divider (birkar) and open it according
to the required lengths where the frets will be tied, and make sure that it is
done correctly.!® The naturally gifted practitioner as well as the knowledgeable
[musician] can figure out (‘arafa)'¢ their lengths [from the top of the neck of
the lute] and placements | without a divider, by means of his sense (kiss)!? of
hearing as well as collating note for note!® and by means of habit and practice.
[With this knowledge] he will tie them. If they are done perfectly as we men-
tioned above,!® then they will be correct and pure and clear, and this is enough
about the subject.

For the width of the fret, one does not need more than four folds [layers,
courses] of white gut strings, but they must be graduated, that is, the first
[string, making up the fret] should be thick, the second less so, and the third
less than the second, etc. If the frets (which are made of strings) are not taken
into account by sight, then they should be by gauge, which is more correct.

14  The word is difficult to read; zy 99 edited it as tarkuhu (skipping).

15  He likely expected people to use the divider to copy the measurements of a ready made
lute and apply them to the new lute.

16 Lit., “to know.”

17  zY 99 and Neubauer (Der Bau 360) edited the undotted word as jass, a technique in
which the thumb and index finger of the right hand pluck the strings without a pick (al-
Khuwarizmi, Mafatih 239-44). Al-Kindi has an elaborate exercise for the lute that may
clarify this passage further: the exercise consists of playing notes in unison, in octaves,
second, third, fourth, fifth, on different strings (al-Kindi, Risalat al-Kindi fi [-luhun 26-31).
The editing of hiss as jass makes sense in light of the sentence that follows, but one must
entertain both possibilities.

18  This means a note on a lower string is used to find its replica at the octave on a higher
string.

19 See fol. 88b, p. 214.



CHAPTER 5

The Strings, Their Characters, Names,' Choosing
[Them], and Stringing Them on the Lute
[fols. 8gb—9g1b; ZY 99—101]

[The author explains the acoustical reasons for high and low pitches, the num-
ber of strings used and the ratio of their thicknesses, the relation between the
strings and humors and the activities of the soul, and interesting stringing and
tuning details. Al-Katib’s opening paragraphs in chapter 31 are similar to the
ones here, but then al-Katib adds more details about tuning and the mathemat-
ical ratios between the notes, a subject Ibn al-Tahhan usually avoids. Al-Tifashi’s
chapter 41 is a shorter version of this chapter.2]

Compactly twisted (mustahsafa) strings cause acuity (hidda) and the less dense
(mutakhallil) [strings] cause a lower sound (/in),® I mean the silk and the gut
strings respectively. The thin ones cause acuity and the speed [of the motion of
vibrating strings] and the thick cause a lower [frequency] and slower [vibrating
sounds] |. The former penetrate (nufiidh)* the ear and pierce the air, and, in the
case of the latter, the thickness of the body [of the strings] and the heaviness
of their motions [does not allow speed and penetration]. Since the notes have
high (hadd) and low (thagqil) pitches that result from the solid (sulb) and the
soft (layyin) [strings], the fast (sari*) and the slow (ba¢?’) [vibrations], i.e., the
light (khafif ) and the heavy (thagil) ones, they made strings for them to relate
to and resemble them (haka) so as to be integral and equivalent.

The matter is not what Ishaq and his followers have said; he thought that
two strings® [mathna and zir] have enough notes so that one has no need for
other strings.® He forgot that [the notes from the lute] resemble the notes of the

1 The title page is more correct, it adds “measurements” (wazn), i.e., thicknesses.

2 Al-Katib, Kamal fols. 169-75; Kh. 109-11; al-Katib, La Perfection 155-9; al-Tifashi, Mut‘at fols.
103-6; al-Sillam1 233—4.

3 Lit., “softness.”

4 The Ms has nufur (aversion), but both al-Katib and al-Tifashi have the correct nufidh (going
through) (Kamal fol. 169; Kh. 109; al-Katib, La Perfection 155; al-Tifashi, Mut‘at fol. 104; al-
Sillami 233).

5 Al-Katib has one string (Kamal fol. 170; Kh. 109; al-Katib, La Perfection 156—6). Al-Tifash1 has
two zirs; he probably meant the zir and the mathna (Mut at fol. 104; al-Sillam1 233).

6 This relates to a passage in Ibn al-Munajjim in which he quotes Ishaq as saying that there are
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throat, and that they have been divided into two levels: one high [accompanied
by the mathna and zir strings] and one low [accompanied by the bamm?” and
mathlath strings]. Every high note has a corresponding note at the lower octave;
thus, they are [octave] consonant, and each has its place in the melody.

The strings of the lute are four; one of the predecessors added a fifth string
and called it al-zir al-hadd.®

Fidarus (Pindar) the musician said that we have made the strings four in
number as compared to the four humors inherent | in humans. So we have set
the zir string to correspond (bi-iza’)° to courage and courage corresponds to yel-
low bile; the mathna string corresponds to love (ghazal)'° and love corresponds

ten notes in use, and that they are extracted from the mathna and zir strings. Of course
Ishaq was aware that they had their replica at the lower octave, except for the open mathna
note, which does not have an equivalent an octave lower (Risala 17-8).

7 Al-Tifashi has mathna (Mut‘at fol. 104; al-Sillami 233), but this is incorrect.

8 This added string accommodates the high note e2; the latter can also be obtained by plac-
ing the finger above the e flat 2 note on the zir string. In al-Farabi’s lute fret chart, the fifth
string is simply called al-hadd (see lute chart, p. 305).

9 Lit., “facing, opposite.” This passage is influenced by, and a shorter version of al-Kindi’s
first chapter of the second discourse from The epistle on informative sections on music as
well as the second chapter of the third discourse from The book of stringed instruments;
the title of the chapter is On the resemblance of the strings of the lute with the activities of
the soul, the humors, and the iga‘at. The themes in which the four strings are compared to
the four humors are influenced by the writings of Balus al-Bizanti (Kazemi, Die Bewegte
252, 311). Al-Kindr1's passage follows:

“What results from the vibrations of the zir in the activities of the soul are joyful, glo-
rious, victorious actions, and hardness of heart, courage and the like. It corresponds to
the nature of the makhiri and that which resembles it. And the potency of this string
and this iga“ strengthen the yellow bile, stir it, appease the phlegm, and check it.

And what are associated with the mathna are happy, tarab-like, good, generous
actions, sympathy and tenderness, and the like. And it corresponds to the first heavy
and the second heavy. And the potency of this string and these two rhythms strengthen
the blood, stir it, appease the black bile, and check it.

And what are associated with the mathlath are longing, elegies, sadness, and types
of crying and supplication and the like. And it corresponds to the expanded heavy. And
[the potency of] this string and this iga“ both strengthen the phlegm, stir it, appease
the yellow bile, and check it.

And what are associated with the bamm are happy actions at one time and joy-
ful actions at another time, longing, love, and the like. And they correspond to the
hazaj, the ramal and the light, and their like. And [the potency of] this string and
these iga‘at strengthen the black bile, stir it; appease the blood, and check it” (al-Kindj,
Risala fi ajza’, in Muallafat al-Kindi, ed. Z. Yusuf, 102—3; al-Kindi, Kitab al-Musawwitat,
in Muallafat al-Kindi, ed. Z. Yusuf, 88-9; see my translation in Sawa, Rhythmic theories
500—2).

10  Bulus al-Bizanti and al-Tifashi have ‘ad! (justice) (Kazemi, Die Bewegte 252, 311; Mutat
fol. 105; al-Sillami 234).
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to blood; the mathlath string corresponds to virtue and virtue corresponds to
phlegm; the bamm!! [string] corresponds to gentleness and gentleness corre-
sponds to black bile. Happiness and tarab are associated with the mathna,
cowardliness is associated with the mathlath,'? sadness is associated with the
bamm, hardness and boldness are associated with the zir, and their temper-
aments are like the other humors.1®> We have likened the zir and mathlath to
yellow bile and phlegm, comparable to summer and autumn and to courage
and cowardliness; we have likened the mathna and the bamm to black bile and
blood, comparable to winter and spring and to joy and sadness.!* The scope of
courage includes sovereignty, good deeds, and generosity; the scope of coward-
liness!® includes the cessation of desire, abasement of the soul and rank, and
grief. All these sayings are good and to the point.

We have made the strings | eight in number, [that is, four double strings]
out of precaution should one string break, and also to add a fuller and richer
sound (tafkhim). | If you want to select the strings and string the lute, then the
zir should be one size (wazn);'6 the mathna [should be] the size of the zir plus
one-third; the mathlath [should be] the size of the mathna plus one-third; the
bamm [should be] the size of the mathlath plus one-third.'” The silk should
be of high quality, free of knots, not too thick or thin, and even throughout,
because if it is uneven the sound will lack fullness (tasha“atha),'® be offensive
when heard, and lack tarab. The notes will be clear if the strings are well-chosen
and pure and clear. [When using] gut strings, one should get two strings [to be

11 The Ms wrongly has balgham (phlegm) and zY corrected it to bamm:; Bulus al-Bizanti and
al-Tifashi have the correct word bamm (Kazemi, Die Bewegte 252, 311; al-Tifashi, Mutat
fol. 105; al-Sillami 234).

12 Here Balus al-Bizanti adds “and associated with happiness, sadness and joy, as to what
come out of their temperaments, like the temperaments of the humours and strings.”
Clearly there are lacunae in this passage (Kazemi, Die Bewegte 252—8, 311).

13 This last sentence is missing in al-Tifashi (Mutat fol. 105; al-Sillami 234).

14  Forasimilar passage in al-Kindj, see ed. Z. Yasuf, Mu'allafat al-Kindr 858, 100—2. Al-Kind1
also adds the relation between the strings and planets.

15  Al-Tifashi has sadness, and adds that the scope of cowardliness includes abasement and
avarice (Mut‘at fol. 105; al-Sillami 234).

16 Lit, “weight”

17 That is, 64/48/36/27. These are the same ratios given by Ibn Khurdadhbih in al-Mas‘adr’s
Murij, ed. Pellat v: 131, and in Ikhwan al-Safa, Epistles 66—7. In Kanz al-tuhaf (fol. 181), in
Ibn Khurdadhbil’'s Mukhtar 16, and in al-Kindt's Risala fi [-luhiin 15, the ratios are 4/3/2/1.
In al-Maqqari, Nafh al-tib, the ratios are 8/4/2/1.

18 Lit., “disheveled, altered, matted, separated, disunited, spread out, uncompacted, disinte-
grated, unsettled” (Lane, An Arabic-English lexicon 1v:1558). Ibn Sina also warned against
using silk with uneven cross-sections and with an uneven density, as both would cause a
defect in pitch (Kitab al-Shifa’145-6).
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strung on the lute as double strings] and attach the end of each one to the big
toe [of one foot] and hold the other ends with the left hand. Then one plucks
them in the same place, and if they vibrate at the same time and cease to vibrate
together they are harmonious. But if one stops vibrating before the other, they
are different and not harmonious. This procedure is indeed beautiful and full
of wonders. The first strings to be strung are the two mathnas,'® then the two
zirs, then the two mathlaths, | and then the two bamms. They are then tuned?2°
up and down until they settle. One does not string a new string with an old one,
or a thick one with a thin one, and does not detune some and not others.

19  Ibn al-Tahhan does not explain the reason for starting with the mathna string. Perhaps
the answer can be found in Ibn al-Munajjim’s quotation of Ishaq al-Mawsili regarding the
comfortable range of the singer to which the open mathna string must be tuned. Inter-
estingly, it is called the pillar or support (Ibn al-Munajjim, Risala 17; Sawa, Musical and
socio-cultural anecdotes 60-1). More strikingly, the mathna string, which is the third string
of the lute, and called the pillar, is mirrored by the A string of the violin, which is also its
third string, and is the pillar to which musicians tune in western music! I wish to thank

Eckhard Neubauer for this observation (private correspondence).
20  Lit, “measured among themselves” (tugas ba‘duha ‘ala ba'd).



CHAPTER 6

The Names of the Rhythmic Modes (tariga), Their
Types ( jins),' Their Cycles, and Number of Attacks
[fols. 91b—92a; ZY 101-2]

[The author defines the eight rhythmic modes taking his cues from al-Farabi's
metrical definitions from a secondary source. Then, based on Ishaq al-Mawsili,
he considers that each rhythmic mode is a genus that he subdivides into types
according to the eight melodic modes, which act as differentiae. He mentions
the attacks of passage and support and rhythmic variations, but does not define
them, leaving the student to figure them out on his own. The last section of al-
Katib’s chapter 28 is similar but more elaborate.?]

There are four rhythmic modes (tariga)® [of two groups each]: The first
heavy and its light; the second heavy and its light; the ramal and its light; the
hazaj and its light.* Each one is divided (tafarra‘a)® into four types (naw®):6

A few lines later this is referred to by its synonym, naw".

2 Al-Katib, Kamal fols. 156—60; Kh. 96-103; al-Katib, La Perfection 145-8.

The Ms adds the word “heavy” (thigal); this is incorrect, because some of the modes enumer-
ated are not heavy.

4 Ibn Khurdadhbih (Mukhtar 54, al-Mas‘adi, Murwj, ed. Pellat v: 131) attributes the list to Ishaq
al-Mawsili. The exception the ramal, which he calls by the older name of first ramal. The first
ramal and its light correspond to Ishaq’s heavy ramal (or heavy of ramal) and light ramal,
and to ‘Amr b. Bana’s first ramal and second ramal. It is odd that Ibn Khurdadhbih mingled
the older terminology (first ramal instead of ramal) with the newer one (light ramal instead
of second ramal).

5 Lit., “branches out.”

6 The title uses the synonym jins. The four types relate to the tonics of the melodic modes. This
passage partially echoes the wording of Ishaq regarding the rhythmic and melodic modes,
as reported in k4 v: 269. Each rhythmic mode can be set to any of the eight (here four)
melodic modes. Ishaq’s system, as described by al-Isfahani and using Ishaq’s newer terminol-
ogy, clearly envisages the rhythmic modes as principal and the melodic modes as subordinate.
Thus, each of the eight rhythmic modes is a genus that is subdivided into types according to
the eight melodic modes, which act as differentiae (Sawa, Rhythmic theories 48). The four
types are also mentioned in Ibn Khurdadhbih; he then adds three more types unrelated to
melodic modes, which are not mentioned by Ibn al-Tahhan: mahthith (fast, accelerated),
makhdi‘ (deceived), and idraj (rhythmic gradation) (Ibn Khurdadhbih in al-Mas‘adi, Murij,
ed. Pellat v: 131; Sawa, Rhythmic theories 60-1).
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open string (mutlaq),” mazmuam,® mahmil,® mahsur.® They are divided after
that into four other types:! mujannab,’* munsarij,'® wusta,'* and mumakh-

7 This refers to melodic modes that use the open mathna string as a tonic: F G A flat (or
half-flat) B flat. An interesting fragment of the mutlag mode occurs as a didactic melodic
formula in the Genizah fragment; the text is in Arabic but written in Hebrew letters and
could go back to the time of Ibn al-Tahhan. It shows the following succession of notes:
G A flat (or half-flat) B flat E flat F G A flat (or half-flat) B flat E flat F C E flat; it has
more notes than the above tetrachord but unfortunately does not provide any informa-
tion about the nature of the D note (is it natural, flat, or half-flat) (Avenary, Paradigms 21;
for the Arabic transliteration of the fragment and its German translation and commentary,
see Neubauer, Die acht, 408-12).

8 This refers to melodic modes that use the index finger fret of the mathna string as a tonic:
G A flat (or half-flat) B flat C. Mazmiim is the older term, which al-Isfahani replaced with
Ishaq’s newer terminology, that is, it is the index finger fret of the mathna string as a tonic.
Even though al-Isfahani replaced the older term with Ishaq’s, the older term occasionally
occurred, as in XX1I: 267. Al-Katib explains that the mazmam is thus called because it is
the first fret that one fastens to the string, and it corresponds to the index finger (al-Katib,
Kamal fol. 176; Kh. 112; al-Katib, La Perfection 160). Another interesting fragment of the
mazmiim mode occurs as a didactic melodic formula in the Genizah fragment; unfortu-
nately it only shows a trichord, that is, a succession of three descending notes: A flat (or
half-flat) G F (Avenary, Paradigms 21; for the Arabic transliteration of the fragment and its
German translation and commentary, see Neubauer, Die acht, 408-12).

9 This is a melodic mode that uses the middle finger fret of the mathna string as a tonic
in the course of the middle finger fret: A flat (or half-flat) B flat C D flat (or half-flat). Al-
Katib explains that it is called mahmiil, literally, “carried between two things,” because it
is between the mazmum (index finger) and the little finger (al-Katib, Kamal fol. 176; Kh.
112; al-Katib, La Perfection 160). For the varieties of middle finger frets, see wusta below.
Another interesting fragment of the mahmul mode occurs as a didactic melodic formula
in the Genizah fragment; unfortunately it only shows a trichord: A flat (or half-flat) B flat
[?]1 [?] G A flat (or half-flat) B flat [?] [?] (Avenary, Paradigms 21; for the Arabic translit-
eration of the fragment and its German translation and commentary, see Neubauer, Die
acht, 408-12).

10  This is a melodic mode that uses the ring finger fret of the mathna string as a tonic in the
course of the ring finger fret. Al-Katib mentions that mahsur is thus called because of the
confinement and concentration (inhisar) of the sound and its power and strength, and
that it is related to the ring finger (al-Katib, Kamal fols. 175-6; Kh. n3; al-Katib, La Perfec-
tion 159—60).

11 One would expect these four types to be the courses, but mujannab is a tonic, wusta can
be a course or a tonic, and mumakhkhar is a rhythmic technique!

12 Mujannab is the anterior to the index finger; it is not clear if it was used as a tonic, or course,
or both, or just for softness and ornamental purposes (see below). Al-Farabi mentions five
types: (1) mujannab al-sabbaba bi-tankis dhi l-maddatayn (anterior to the index finger two
tones down from the little finger: so if the open string is G, then this anterior will be A
flat at go cents above G); (2) mujannab al-sabbaba bi-tansif al-tanini [-awwal (anterior to
the index finger by a half a tone: if G is the open string, then this anterior will be 98 cents
above G); (3) mujannab al-sabbaba bi-bagiyya (anterior to the index finger by a limma):
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khar.'® Their lights follow the same way, and what differentiates them are the
heaviness (thigal) and the lightness (kAiffa). Each rhythmic mode (tariga) is

13

14

15

so if the open string is G, then this anterior will be G sharp, 114 above G; (4) mujannab
al-sabbaba bi-wusta [-Furs (anterior to the index finger in relation to the Persian middle
finger: so if the open string is G, then this anterior will be 145 cents above G; (5) mujannab
al-sabbaba bi-wusta Zalzal (anterior to the index finger in relation to the Zalzal middle
finger): so if the open string is G, then this anterior will be 168 cents above G. For some
strange reason, al-Farabi calls the wusta (middle finger fret) mujannab al-wusta. Al-Farabi
mentions that the five are rarely used in fundamental melodies but are used as ornaments
when they replace the index finger (Sawa, Music performance 81, 97—9; KMK 516—7,1060-1;
MA 1:174, 11: 51—2; al-Farab?’s lute fret chart, p. 305). It is possible that they could be used in
melodic modes and melodies wherein they replace the index finger (see below). Al-Katib
mentions both mujannab and tajnib. The latter is a technique in which the note of the
index finger is replaced by its anterior; this technique is ornamental, used in the middle
or the end of the melody (al-Katib, Kamal fols. 141, 178; Kh. 86, 113; al-Katib, La Perfection
133, 161). Mujannab is the note anterior to the index: occasionally it can be used to replace
the index finger to soften the melody; al-Katib calls it tajniba (fol. 138; Kh. 84; al-Katib, La
Perfection 130);

CHART 2 Music example of kiirdeyli hijaz kar of Tatyos Efendi in which G is replaced
by G flat, a modern example of tajnib.

It can also be used to soften the entire melody; the melody will thus be called mujannab
(Kamal fols. 178—9; Kh. 113—4; al-Katib, La Perfection 161—2). It is also defined in fol. 103a
p- 263.

The more common names for this type are musarraj, tasrij, and surayji. Ibn al-Tahhan
defines surayji not as a particular rhythmic or melodic mode, but rather as a style (mad-
hhab) peculiar to Ibn Surayj's melodies (see more details in fol. 102a, p. 262).

Wusta can mean the tonic or the course of the mode. Since the tonic was mentioned in
relation to the mahmil above, this must mean that the wusta (middle finger fret) is the
course of the melodic mode. There are four types of wusta: (1) If the open string is C, then
the middle finger can be E flat at 294 cents from the open string; (2) wusta [-Furs (Persia
middle finger) at 302 cents from the open string (note that the difference between this and
the preceding one is 8 cents, and this interval is still used in ganun levers: the first lever
gives E flat and is used when it is followed by an F natural, and the second lever when E
flat is followed by an F sharp); (3) first wusta Zalzal (first Zalzal middle finger) at 318 cents
from the open string; (4) second wusta Zalzal (second Zalzal middle finger) at 354 cents
from the open finger (note that it is slightly higher than the tempered quarter tone of E
half-flat in modern Arabic music).

Mumakhkhar is the exception here, as it is not a melodic mode but a rhythmic technique
called tamkhir and it affects all rhythmic modes: (1) In kMK it means making some or
all of the attacks of any iga“resemble the first part of the second light heavy in duration.
This sometimes entails the repetition of such attacks and the creation of longer cycles; the
attacks are thus separated from one another by a motion slower than the fastest motion
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made up of two cycles (dawr).1¢ | As for the first heavy, | all of it, regardless of
its variations, is made up of eight attacks [in its fundamental metrical form]: six
[heavy] attacks plus the two attacks of passage (majaz) and support (i timad).\”
The second heavy is made up of ten [heavy] attacks: eight attacks plus the two
attacks of passage and support.!® The ramal is made up of six [heavy] attacks:
[four attacks plus the two attacks of passage and support].1® The hazaj is made
up of six [light] attacks: [four attacks plus the two attacks of passage and sup-
port].2° The number of attacks of the light [heavies] is the same as those of the
heavies above; [the difference] between them is the heaviness (thigal) and the
lightness (khiffa), as well as the slowness (ibta’) and the faster speed (sura).?!
These numbers [of attacks] are the basic constituents (‘amid) of the rhythmic
modes.?2 As for the variations (tasarruf )23 [which affect] the notes, their num-
ber and enumeration are limitless.2* Understand this and do away with further

possible, that is, equivalent to a quarter note (KMK 999, 1052—5; MA 1I: 31, 48; Sawa, Rhyth-
mic theories 180, 232—5). (2) In k7 and K11 it means removing the attacks in the original
form of the rhythmic mode, and in k71 it also involves repeating the parts with the removed
attacks (K1165a; N-KI 224—5; K11 753; N-K11158; Sawa, Rhythmic theories 300-1,383—4). (3) In
KI it also means the decrease in the plucking of strings (k1165a; N-KI 225; Sawa, Rhythmic
theories 301—2). See also Sawa, Rhythmic theories 537, 545, 555, 557, 561, 576, 603, 608, 619,
621, 632, 636, 638. For al-TifashT’s definitions of the eight types, some of which are specific
to Andalusia, see al-Sillami’s index pp. 371-8.

16 This was clearly borrowed from al-Farabi, though the wording is slightly different, namely,
iga“ appears instead of its synonym fariga: “Each iqa‘ is made up of two cycles” (k1 160b;
N-KI 201; K11 59b; N-K1I 132; Sawa, Rhythmic theories 241, 325).

17  Ibn al-Tahhan does not define the attacks of passage and support; he may have taken
it for granted that people knew them, or he may have been unable to explain them.
This definition and the following ones came from al-Farab’s k1 and k1r: the two cycles
of the first heavy are 4/2 | J J J J| (the last one is the attack of passage) plus 4/2 | J
J J| (the last one is the attack of support) (k11 67b; N-K1I 146; Sawa, Rhythmic theories
353)-

18  Thatis, 5/2 | JJJJJ| (the last one is the attack of passage) plus 5/2 | JJJJJ| (the last one is
the attack of support) (k11 71a; N-KII 151; Sawa, Rhythmic theories 365).

19  Thatis, 3/2 | JJ| (the last one is the attack of passage) plus 3/2 | JJ J| (the last one is the
attack of support) (x11 64a; N-KII 139; Sawa, Rhythmic theories 340).

20  Ibn al-Tahhan may have meant only one cycle of 6/8 | » > > > ) )| (the last one is either
the attack of passage or the attack of support). Or he may have meant two cycles of 6/8
where the second, fourth, and sixth attacks are dropped: 6/8 | JJJ| plus 6/8 | JJ.| (k11 76b;
N-KII161; Sawa, Rhythmic theories 391).

21 Thatis, 3/4, 4/4, and 5/4.

22 That is, the fundamental metrical form before the rhythmic variations are applied. The
latter makes the metrical version a modal one (rhythmic mode), and both the metric and
the modal become rhythms.

23 Lit., “free disposal, creativity.”

24  This echoes al-Farabi, kMK 1022; MA 11: 40; Sawa, Rhythmic theories 207.
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instruction and detailed discourse, rely upon the knowledge of the reader of
our book, and [know] that the observer is active (murtad) in this art and a sea-
soned listener. As for the above definitions (shak!),?> they are for the young
beginner who knows little.

25 Lit., “pattern, mode, manner.”
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CHAPTER 7

The State of the Notes, Their Qualities, Quantities,
Numbers, and Placements on the Strings of the
Lute [fols. 92a—93a; zY 102—3]

[This chapter deals with the physics of sound production, timbre, pitches, dura-
tions, and the number of notes on the lute.]

The notes that come from the strings when they vibrate (tuhazz)! occur because
the air (tamazzuj)? mixes [with itself] | around the strings.? If the air has been
mixed when the strings vibrate, and if they [the strings] have cavities within
them, and passageways that lead to the cavities, then a sound occurs in the air
that is confined within the strings.# The ear cannot distinguish the note from
the sound before they combine and [the ear hears it as] the same sound.? If
this 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 notes coming from musical instruments,® and which we can find and
pinpoint [by means of] the frets of the lute, can be characterized by quantity
and quality. As for the qualities attributed to notes, they are attraction and aver-
sion, purity and impurity, firmness and flexibility, softness and hardness. As for
their quantities, it is the high and low pitches, the durational amounts of light
and heavy [meters and notes], the reasons for high and low pitches in voices are
the same as those from wind instruments because throats are akin to natural
wind instruments, which are [like] man-made (sina?) throats |.

A note is a single sound lingering [for a period of time], such as, for exam-
ple, the notes of the bamm or mathna or its index finger. A sound comes before
a note and the former is the genus to the latter; there cannot be notes with-
out sounds, and [there cannot be] sounds without a plucking or beating (gar®).

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

2 This can also mean “stirring the air around it.” zy 102 edited it as tamawwuj (waving).

3 This is similar to al-Farabi’s statement, that the plucked string shakes the air around it (kmMx
215; MA I: 81-2).

4 This is a novel and highly unlikely theory of sound.

This is an obscure statement at best.

23

6 The word “instruments” is missing in Zy 102.
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There are no harmonious sounds unless [there are harmonious and consonant]

notes. There are ten notes extracted from all the strings: the open string and

four for the four fingers.” What I say here is complete and sufficient.

7 The ten notes, starting from the open mathna string, are F G Ab (or half-flat) A Bb C Db (or
half-flat) D Eb E. The note E is below the little finger fret. There are nine additional notes an

octave lower starting with G on the bamm and without lower F (see Ibn al-Munajjim, Risala
22-3; KA VIIL: 373-5; Sawa, Musical and socio-cultural anecdotes 22; and lute fret chart p. 305).
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CHAPTER 8

The Genuses of Notes Used at the Beginning of a
Piece, and Types of Movements through the Frets
[fols. 93a—93b; ZY 103]

[Here the author attempts to help the student figure out the mode by looking at
the fingers of the player and the frets used. He delineates three types of modes,
those that use the ring finger, middle finger, and Persian middle finger respec-
tively. He then shows the best possible melodic movements to which one can
aspire. ]

There are three genuses of notes from which melodies are composed and which
are extracted from frets well known to the public. Each one has seven notes.!
Homogeneous notes are those notes that work together harmoniously (ta awun
nagham mutal@’ima) in a melody that is natural to the sense of hearing.2 So if
we want to figure out the notes from which an arranged (murattab)® melody is
composed, we should look at the fingers of the players and the frets of the lute; |
by so doing we know the mode (raw) he is using and starting the melody with.
It is not possible to determine the individual notes in well-known instruments
that have divided frets [?]. [The best melodies] are those that use harmonious
and consonant notes. If they are not [harmonious], then they will lack beauty
(baha’) and composing with them will lead to melodies with weak compo-
sitions. However, if the notes are all [rhythmically] homogeneous,* then the
melody will have a weak composition. By homogeneity we mean the proper

1 Thisis influenced by al-Farabi, who delineates three genuses: (1) GAB CD EF; (2) G A B half-
flat Zalzal C D E F; (3) G A B half-flat Persian C D E F (kMK 133—5; MA I: 50-1). Ibn al-Tahhan
copied it from a source unknown to us and grafted it onto his system which does not use the
second Zalzal third. His three genuses, following the frets he mentioned that were used in
Egypt (see fol. 89a, pp. 214-5)—and overlooking the anterior to the index finger fret—are (1)
GABCDEF;(2) GABhalf-flat Persian CD EF; (3) G A B flat Arabic CD E F (the B flat Arabic
is the equivalent of B flat Zalzal).

Here natural means acceptable to humans.

3 This word is partially effaced; zy 103 edited it as murattaba. The word “arranged” refers to a
melody built on particular rhythmic and melodic modes.

4 He very likely means conjunctive rhythmic modes in which the attacks generating the notes
are each separated by the same duration, that is, they lack a pattern of long and short notes.
He explains this in the next sentence with the concept of proper musical divisions.
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musical division, so that the first part resembles what occurs in the second one,
and thus it adheres to the proper [form].5 The pitches of the notes (awzan)®
with regard to high and low differ,” and it is best to arrange them gradually
and sequentially [in the melodies] from low (/in) to high (shidda) pitch or vice
versa® until we reach the final goal by means of the rhythmic mode, and we do
so appropriately and in an orderly way. The best movement uses harmonious
and consonant notes all within the octave until all the notes (alsjam* al-tamm)
[of the melodic modes] are used.”

This is a summary to explain to those who are not knowledgeable, let alone
to those who are.
He probably meant that the musical division in a verse is similar to that of the following verse.
Lit., “amount, weight.”
That is, high and low pitches.
This is corroborated in k4 with respect to Ishaqg’s stunning compositional feat, in which he

went from the highest to the lowest note (v: 366—7; Sawa, Musical and socio-cultural anecdotes

103).
9 That s, the notes within the octave ambitus.

o~ oW



CHAPTER 9

The Rhythmic Modes in Use, [and the Player’s]
Motions and Required Matters
[fols. 9ga—94b; Y 104]

[Interestingly, al-Farabi is mentioned here for the first and only time. Ibn al-
Tahhan draws from kMK, k1, and k11—and quite likely from a secondary source
that quotes al-Farabi—for the definition of rhythms, attacks, durations, cycles,
and conjunctive and disjunctive rhythmic modes. Al-Katib’s chapter 28 is sim-
ilar to this one but more elaborate.!]

The iga is the division of time by means of consecutive and equally spaced
(mutaradif )3 attacks [which are contained in] consecutive and equal time peri-
ods. Al-Farabi said each one is called a cycle (dawr), and the fewest number
of attacks in a cycle is two, and it is the shortest duration [of any iga‘].# The
iga‘at are the durational measurements (wazn) of the musical notes. It is called
duration because at its two extremities are two attacks which surround and
enclose it (hasara).? It is [accompanied by] the sound created by striking (gar-)
[an object with another] and this sound reverberates for a certain duration in
the ear [of the listener]. The number of attacks in a rhythmic mode always

1 Al-Katib, Kamal fols. 149-56; Kh. 92—95; al-Katib, La Perfection 139—44.

This definition is almost verbatim from al-Farabi, k11 fol. 59b; Sawa, Rhythmic theories 324-5.

3 Mutaradif means not only consecutive but also similar (Lane, An Arabic-English lexicon 111:
1067-69); al-Farabi used this word in his definition of the iga‘ to mean meter in x11 fol. 59b
(Sawa, Rhythmic theories 324-5), as opposed to rthythm in kMK 435-6 (Sawa, Rhythmic theo-
ries 128-9), or rhythm and rhythmic mode in k7 fol. 160b (Sawa, Rhythmic theories 241). In the
revised definition in k11, the fundamental form of the iga—where the separator is not left
empty, but filled with attacks—consists of equally spaced attacks within a cycle with a clear
idea of beats, their number, and their size. Though both the idea of beats and the concept
of meter were previously encountered in k1 fols. 162a-162b (Sawa, Rhythmic theories 254-8),
it is only in k11 fol. 59b that the definition of iga“ is clearly articulated to mean meter (this
passage is reprinted from Sawa, Rhythmic theories 324-5, with the publisher’s permission and
with minor variations).

4 Here Ibn al-Tahhan is referring to the first light rhythmic mode; it is the shortest in duration,
and has the least number of attacks, namely two, and the two attacks in it are separated by
the shortest time: 3/8 | * (+ separator which equals + *) | thatis, 3/8| * +v|=3/8|)J|
(k11 fol. 61a; Sawa, Rhythmic theories 329—30).

5 This is from k11 fol. 60a; Sawa, Rhythmic theories 326.
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exceeds the number of durations by one.6 The durations surrounded by attacks
generating sounds [must be] rhythmically harmonious; with them [comes] a
well-ordered and harmonious melody.” The rhythmic modes are of two types:
conjunctive (muttasil) and disjunctive (munfasil). The conjunctive is the one
that is continuous and [has] uninterrupted attacks and cycles. The disjunctive
| is the one with interrupted cycles.® The origins of the disjunctives are the con-
junctives.10

The clear and apparent (bayyin) attacks are the loud [attacks] whose num-
bers can be known,!! the weak (da‘jf) and stealthy [attacks] are played in a
quasi-imperceptible manner (mukhtalis) and are soft attacks whose number
cannot be determined.'? Often the two are mixed and their number depends
on the capability (igtidar) of the player and the lightness of his hands and the

6 This is from kMK 481; Sawa, Rhythmic theories 157. For example, see the 3/8 above; the
first duration is surrounded by two attacks, and the second duration is surrounded by the
second attack of the cycle and the first attack of the next cycle.

7 This is from kMK 435, 479; Sawa, Rhythmic theories 128—9, 155. By rhythmically harmo-
nious, al-Farabi means that the durations are delimited, they are not too long and not too
short, and the ratios of the durations should also be delimited as simple ratios.

8 These are al-Farab's terms; he uses the grammatical terms conjunction (was!) and dis-
junction ( fas!) to explain Ishaq’s definitions of the rhythmic modes (Sawa, Rhythmic the-
ories 428). According to al-Farabi, the conjunctive is the one in which consecutive attacks
are equally spaced temporally, as in the light hazaj 6/8 | > > 50> > | > > D> > D )| This
is another way to articulate Ishaq’s definition, “the attacks of the light hazaj follow one
another regularly, one [attack], one [attack]” (k1 fol. 8oa; Sawa, Rhythmic theories 33, 410).
The disjunctive, by contrast, is one in which consecutive attacks are not equally spaced—
hence, they are disjunctive—and the last duration of the cycle is the longest. The longest
is called the time of disjunction ( fasila), herein translated as separator. For instance, the
disjunctive mirrors Ishaq’s definition of the ramal, “one heavy attack [followed by] two
light ones [followed by the separator]|” 3/2 | JJ . | (k11 fol. 8ob; kMK 1034—5; Sawa, Rhyth-
mic theories 34-5, 344).

9 For instance, note the dotted half note of the ramal above, where it indeed interrupts the
cycle.

10  This is taken directly from kMK 999-1008; Sawa, Rhythmic theories 181—6. Al-Farabi pos-
tulates the idea of using the various sizes of conjunctives to build temporal blocks and to
create the disjunctives out of these blocks. He mentions simple and compound disjunc-
tives. The simple have one, two, or more similar durations plus the separator: one duration
plus a separator equals the light ramatl: 3/4 | J J|; two similar durations plus the separator
equals the first light heavy: 4/4 | /) J|. The compound disjunctive has different durations
with the separator being the longest, like the ramal above.

11 The Ms has the rather odd expression: “The number surrounds them and they can be con-
templated.”

12 In effect, the loud attacks are clear and their number can be counted, but the soft ones
often cannot be easily heard. For a detailed account of timbre and dynamics, see kMK
986-7; Sawa, Rhythmic theories 166—9.

94b
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speed of his motion. For these reasons, rhythms vary from person to person,
and it is said [that one is a skilled] player (darib), and [the other, an unskilled
player] has weak hands (daif al-yadayn).’3

13 This is corroborated in x4, which has the synonymous expression ghayr jayyid al-yadayn
(hands not good at playing) (11: 204—5; Sawa, Musical and socio-cultural anecdotes 254).



CHAPTER 10

The Best Person to Have Played the Persian Lute,
and the Number of Persian Modes'
[fols. 94b—95a; ZY 104—5]

It was related in many books that the best Persian lute players in the days of
Kisra? Abarviz [d. 6/628]2 were Palhidh* and Sharkas.5 [Palhidh] used to sing
the khusruwani,® which is measured words [?]. In addition to his singing he had
grace (zarf)” and good behavior (adab).? | One night Kisra Abarviz summoned
him | and Shirin® was there and it was very cold. Kisra said to him: “Ilonged for
you and would like to spend the night with you.” Palhidh continued singing and
Kisra ordered him to drink. Palhidh did, then went to relieve himself and passed
out under a lotus tree. Abarviz said to Shirin, “I wish I knew where our guest is.”
He went out and found him asleep, so he spread his sable upper garment (sam-
maur) over him.!° When morning came, Abarviz said to Shirin, “Do you know
what is going on with our guest?” She said, “The king knows better.” Kisra said,
“I think he will wake up from his drunkenness, see the upper garment, get up,
remove it, leave it on the tree, and spread his outer garment under the upper
garment.”!! Shirin said, “If the matter happens thus, then the king sees with the
light of God.”2 He said, “Let us leave [and go and see him].” They did and found

1 Ibn al-Tahhan only mentions one mode.
That is, Khusraw, which is the designation for Persian kings in general.
Al-Sillami mentions that Abarviz was Kisra the second (also known as Khusraw 11 Parviz),
the grandson of Anashirwan, the first Sasanid king (al-Tifashi, Mut‘at 347). Khusraw 11
Parviz ruled 590-628 and was the last important Sasanid ruler in Iran.

4 zY 106 edits this as Fahlidh as it appears in kA v: 202—2; Sawa, Musical and socio-cultural
anecdotes 227—9. It is more likely Pahlidh.
The more likely name is Sarkash.
Here the Ms has khasrawant.

This view is challenged later in this passage.
The Ms has Sirin but it is most likely Shirin, the third wife of Khusraw 11 Parviz.

10  zY1o7 has satmur (?).

11 The Ms adds an obscure sentence: “kafaza [?] and stood up before him.” zy edited kafaza
as nafara (hastened).

12 She meant that he is able to see the unknown.

5
6
7 Zarf also means elegance, charm, esprit, wit, and fineness.
8
9
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him as Kisra had said. The king rewarded him [Palhidh] with a lot of money
and bestowed on him a fief in Rayy and other places.3

[One day] while Kisra was on the road, he saw a young man called Sharkas,
who [walked along] with a cow carrying dung; and he sang with the most amaz-
ing throat. He brought him to Palhidh, and ordered the latter to teach him
singing. He did and Sharkas surpassed him, so Palhidh envied him and threw
him from a high wall, killing him. Kisra brought Palhidh and said to him, “Woe
unto you, envy troubled and tormented you so that it filled your heart with
hatred and boiled in your chest, so you killed him! I know that I used to take a
break from you [and give my attention] to him, and from him to you.” He then
ordered that he [Palhidh] be thrown under the elephants. Palhidh said,

“I am half of your tarab, so if I am killed you would have killed that half.14
If you are left without tarab, then the crime committed against your tarab
is greater than my crime.” Kisra said, “What guided him to say this; it must
be God’s predestination to delay his death.”

Thus Palhidh kept singing for the king; he was the first to sing in the khus-
ruwani®® mode and praised the king with it in Persian.

13 Rayy is now a southern suburb of Tehran.

14  The first half of the tarab resides with Sharkas, and the other one with Palhidh. zy 107
edited it as: “If I am killed, your tarab will be gone, and you have accepted its loss.”

15  The Ms has khasrawant.



CHAPTER 11

The Best Person to Have Played the Arabic Lute and
to Have Sung Arabic Songs Accompanying Himself
[fols. 9g5b—96b, zY 105]

1 Unfortunately, fols. g6a—96b are empty.
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CHAPTER 12

The Description of the Lute, Its Praise, Preferring It
to All Other Instruments That Accompany Singing,'
What It Resembles, and Poems Composed about It
[fols. 9g7a—98a; ZY 106—7]

“Instruments are of many types, their master

Is the warbling mazhar (lute) with a necklace [around its neck]
Make the lute speak for it has been silent for a while
Entertainment does not happen? unless the lute speaks.”

Another poem:

“Speaking with a tongue that has no conscience

As if it were a thigh* suspended to a foot

It precedes the mind of someone in discussion

As the eloquence of the pen precedes the mind of another.”

Another poem:

1 The sentence “preferring it to all other instruments that accompany singing” is missing in the
table of contents, fol. 82a.
Lit., “speak.”

3 The last two lines occurred on fol. 864, p. 208.

4 About the parts of the lute that look like feet and thighs, see the legend of the inventor of the
lute, fol. 84a pp. 203—4.

5 The same poem appears in Ibn ‘Abd Rabbih, except that in the second verse it has kalam
instead of hadith (discussion); both Ibn ‘Abd Rabbih and al-Tifashi have kalimi (word) instead
of galami (pen) (Ibn ‘Abd Rabbih, al-Igd v11: 79; al-Tifashi, Mut ‘at fol. 112; al-Sillami 251). Klein
attributes the poem to al-Hamduni (or al-Hamdawi, d. 260/874) and gives two other versions
of the second verse: “In speech he reveals that which is in the hearts of others, just like the
script of the pen” and “He reveals to people’s hearts that which is in the hearts of others, just
like the speech of the pen reveals that which is in the hearts of others” (Klein, Musical instru-
ments 95-6).
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“As if it is like® a foot to a leg

Suspended to a thigh? from the buttocks (kafal)®

Hearing it from four [strings]

Prompting four in an encompassing palm

This lute has more ghunna, the other a murmuring (zamzama) sound®
This one pure and clean, this one hoarse (saf!()."°

Another poem:

“It recites marvelous poetry, it has no

Human soul, it sings between the dead and the alive

I made my palm a necklace surrounding it, its sitting place g7b
My lap, and I embraced it among friends.”

Another poem:

“She has been called the embracer but she is the most bashful

She bends her fingers on the sophisticated one, blind but endowed with
eyesight

Deaf and mute, [she] cannot distinguish between the ignoble ( fasil)
and the scriptures (zabir)!

Dressed in the attire of the old man but having the body of a child

If his ears are twisted (alwat),!? longing will go back to moaning

She said to it,'3 say something emotive, and she preached to you as if
you were a child

He answered her and said to you belongs the opulence of the great one.”

Another poem:

6 Al-Tifashi has timthal (statue) instead of amthal (like) (Mut at fol. n12; al-Sillami 255).
7 See above footnote, n. 4.

8 zY 106 read this as kahal (old man).

9 This can also refer to a rumbling sound, or the rolling of thunder.

12
13

2y 106 edited this as dahl (shallow, flat).

zy edited fasil to gatil (dead) and zabir to zafir (sound of a roaring sea, a large gift); zabir is
left completely undotted. One can supply ir for the last two letters because they are part of
the rhyme, and I have suggested z and b for the first two letters so that the word becomes
zabir (scriptures) to fit the context.

2y 106 read alwat (twisted) as al-mawt (death)!

That is, the lute.
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“She set the soul into it when she set her hand to turn its pegs'4
What her right hand spoiled in relation to its good qualities, her left
hand corrected its bad qualities.”

Another poem:1

“She sang and our ears cleared up with something that lightened [the
heart]

Which told her about his secret and she told him likewise

98a The zir came from fire, the bamm from earth

The mathna from wind and the mathlath from water

It has a melody for every person you desire

According to the nature it arouses

ZY107 It complained about the right hand plucking it, but the left continued

At times surrounding [the neck as if it were] a necklace, and at others
adorning it with earrings

She continued until she revealed to me Mukhariq [the singer]

With ‘Ath‘ath answering him with the most beautiful plucking

As if I thought the two Babylonians had set on her speech

Magic from which she exudes.”

Another one:!6

“She carries a lute which answers!” her singing quickly'®
And it shared its frets and musical courses with our souls
It has a neck like the arm of a young woman

And its frets are in lieu of a bracelet.”

14  Lit, bi-malawiha malawihi (with her pegs [?] its pegs); v 106 edited it as bi-halawiha (with
her beauty).

15  The same poem occurred in fols. 72a—72b, p. 185; see footnotes there for more details.

16 This poem occurs in fol. 72b, p. 185. The only difference is in the first verse, “She carries a
lute and plays it quickly.”

17  zY107 has jidhab (attractive) instead of jawab (answer).

18  The Ms has sari* (quickly), while the original poem by Kushajim has fasih (eloquent). For
the complete poem, see Klein, Musical insruments 41-2.



CHAPTER 13

The Reason for Setting the zir String at the Bottom
and the bamm String at the Top
[fols. 98b—9g9a; zY 107]

[This is a fanciful explanation linking the strings to the humors and the ele-
ments. |

This is an unusual and beautiful chapter. If one asks, “Why is the zir string set
at the bottom and the bamm string at the top?” We would say, “This is the pre-
vailing arrangement we found.” But I say that the zir has the characteristic of
yellow bile (safra’) which has the characteristic of fire. Fire has a characteristic
[that makes it] burn in a pit (bir)! and [then] rise up and seek high [places]. The
bamm has the quality of black bile (sawda@’) which has the quality of earth. The
stones and chunks of mud, [when] taken and thrown from the highest point,
have the characteristic of seeking a foothold, then descending [and settling].
But the zir has been set at the bottom and the bamm at the top in order for
one to descend and the other to ascend, so that the notes will be engendered
(tawallada)? between them. Also, the arrangement of the strings® enables [us
to] hear the notes when [the strings are] plucked and moved, for if they are left
in a state of stillness (markaz), they would be still and settled | and would not
move. But if each string is not left in a still place, it would move and vibrate,
seeking to return to its original state of stillness. This would cause tarab and
entertain the listeners.

1 zY1o9 edited this as tannur (baking oven).

2 Lit, “[will] be born” by way of the other two strings which are in between them and the vari-
ous frets. We can easily challenge Ibn al-Tahhan’s theory by considering a left-handed player
such as ‘Allaya, for whom the bamm would be at the bottom, and the zir at the top, and the
notes would be engendered likewise (kA X1: 338; Sawa, Musical and socio-cultural anecdotes
60).

3 Thzs likely means the arrangement of the strings from zir, going up a fourth in relation to the
mathnd, then up a fourth with the mathlath, and finally up a fourth with the bamm. But it is

not clear what role this arrangement has in the text that follows. This may have been why a
reader wrote in the margin, “You lied, O the one drowned in scandals” (zY 107, n. 92).
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CHAPTER 14

Tuning and Detuning the Strings
[fols. g9a—9gb; zY 108]

[This chapter is about the virtuosity of a lutenist performing on an out-of-tune
lute.]

The lute has strange and wondrous tunings; rarely (galla)! have I seen [more
than] one or two types of tunings.2 I came across a story of Ibrahim al-Mawsili®
and the [caliph] al-Hadi [ca. 145-170/763—786]. One day Ibrahim was before al-
Hadi when someone said to him, “O Prince of Believers (amir al-muminin), if
you heard him sing to an out-of-tune (mafsid) lute [you would be amazed]!” So
al-Hadi said to Ibrahim, “Detune the strings as mentioned.” He detuned them
considerably and sang to his own accompaniment on it. Al-Hadi liked it and
said, “Why do you not teach the [musicians] around us this feat.” Ibrahim said,
“But where are the long years that will allow me to do this, O Prince of Believers
(amir al-muw’minin). | I have spent thirty years applying myself and toiling with
it until I succeeded in doing it!”

When I heard this story, I desired to do likewise, so I did a number of
[de]tunings, and when each [detuned instrument] was given to a good singer
or songstress, they disapproved of it and could not perform songs according to
the known melodic modes in standard tuning. Explaining this would take too
much time and is useless.

It was related that [the caliph] al-Wathiq asked Ishaq b. Ibrahim al-Mawsili
about a section (mawdi‘) in a melody, and he said something which I wrote
about previously, at the beginning of this book.# It is among the things that dis-
course (gawl) cannot interpret (tarjama) without a practical example
(‘amal). So understand this!

zy 110 edits this as mithla (like).

2 This cryptic sentence is not explained in this chapter.

In x4 (v: 280-3) it is Ishaq and the caliph al-Wathiq rather than Ibrahim and the caliph al-

Hadi. There is also a story or a duel between Ibrahim b. al-Mahdi and Ishaq al-Mawsili in

which the latter excelled playing on an out-of-tune lute (kA v: 353—4; Sawa, Musical and socio-

cultural anecdotes 226-9).
4 Seefol. 43b, p. 113.
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CHAPTER 15

The Beautiful Techniques (mulah) That Affect the
Rhythms and Rhythmic Modes, Their Numbers and
Types' [fols. ggb—100a; ZY 108—9]

[Ibn al-Tahhan lists forty-seven techniques but does not define them. They may
have been well known, and did not require definitions. Some can be defined
by referring to al-Farabi and al-Katib, some can be defined from medieval lan-
guage dictionaries, and some can only be guessed at. The forty-seven tech-
niques listed here are a very important addition to al-Farabi’s sixteen tech-
niques,2 and to al-Katib’s list of eighteen lute techniques in his chap-
ter 24.3]

(1) al-daghdagha:

[lit,, tickling, crushing: defined by al-Katib as continuously touching
(jass) the strings with the fingers.#]

(2) al-mabadr:®

The table of contents, fol. 82b adds “and their names.”
Sawa, Music performance 46—53.

3 Kamal fols. 139—43; Kh. 85-7; al-Katib, La Perfection 131—44. Of the eighteen techniques, one is
missing in Ibn al-Tahhan; namely, the jarrat technique, which consists of dragging the pick
across the strings so that the attacks are consecutive (Kamal fol. 143; Kh. 87; al-Katib, La Per-

fection 134). The other technique is the tajnib, a lute technique in which the player replaces
the index finger note with the note of the anterior to the index finger. Ibn al-Tahhan mentions
itin fol. 12 a p. 26.

4 Al-Katib, Kamal fol. 139; Kh. 85; al-Katib, La Perfection 131. 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 the strings. The latter mean-
ing 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 kx4 v: 233 (al-Khuwarizmi, Mafatih 239—40; see
also al-Kindi’s lute exercise in Risalat al-Kindi fi l-luhtin 26—-31; Sawa, Arabic musical and socio-
cultural glossary 60-1).

5 Itisspelled like this in Kamal fol. 121 and in zy 110, but it is more commonly known as mabady’;
see Sawa, Rhythmic theories 519, 545, 564, 566.
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CHAPTER 15

[lit., foundation, origin, principle, prelude. [1] It can refer to an anacrusis
or upbeat rhythmic technique (see ibtida number 13 below). [2] In kMK
it denotes the fundamental form of the iga“ in its rhythmic mode format,
out of which infinite variations are derived.® [3] In k7 and k11 both rhyth-
mic modes and rhythms are derived out of the iga“ in its metric format.”

[4a] Prelude: the following is a summary of mabda’ (prelude) from
KMK:

[4a1] Vocal introduction to a song, which can be a:

[4a1a] tarannum: a vocalization, i.e., singing or chanting without lyrics,
rather using notes of long durations.8

[4a1b] Speech-like sung words taken from the text of the song: if the
text of the prelude varies in length from a word to less than a hemistich,
and if it is speech-like (with many syllables to a note), then such a pre-
lude is known as an istiilal (opening);? if it varies by a hemistich or more,
a verse, two verses or more, and if it is also speech-like, then it is called a
nashid.\°

[4a1c] Sung words from outside the text, such as the word ala (an inter-
jection to gain attention).

[4a1d] Sung words that are not speech-like can contain a note or more
to a syllable and thus can be syllabic and/or melismatic.!! Whether using
the text of the song or an interjection, syllabic-melismatic vocal preludes
use either melodies unrelated to the song proper, or related to the begin-
ning of the melodies transposed up or down an octave, fifth, fourth, or
other unspecified intervals.!?

[4a1e] Preludes may or may not be built according to a meter. If they
are, their meter should be slightly different from that of the song proper,
[this is done] by applying the disjunction (tafsil) technique or the con-
junction (tawsil) technique, or by using a faster or slower tempo.!® The
singer can use the ghunna, tarjih, tafkhim, nabarat, and shadharat in
them.

KMK 1012; MA 11: 36; Sawa, Music performance 46; Sawa, Rhythmic theories 192, 623.
KI162a; N-KI 207—9; K1I 61a; N-K11 134; Sawa, Music performance 36—7; Sawa, Rhythmic the-
ories 255, 329, 623.

KMK 56-7, 990, 1099, 1160; MA I: 10, II: 29, 67, 84; Sawa, Music performance 103—4.

Ibn al-Tahhan mentions that this is used to let people know that a song is about to begin;
it is an introduction, and takes place in the first foot of the poem (fol. 454, p. 119).

KMK 1160—-2; MA 11: 84—5; Sawa, Music pe;formance 103—4.

KMK 1095—6; MA 11: 66; Sawa, Music performance 103—4.

KMK 962—3, 1160—1; MA 11: 19—20, 84—85; Sawa, Music performance 103—4-.

KMK 1163; MA 11: 85; Sawa, Music performance 103—4.
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[4a2] Instrumental preludes may or may not be thematically related
to the song proper. Those that are thematically unrelated are the types
that cannot be sung; they are also used as training exercises for ears and
hands.1*

[4b] Prelude: the following summary of mabda’ (prelude) from al-
Katib5 states that the mabda’ is an instrumental prelude (istiftah fil-darb)
and involves attacks separated by equal durations (tawsil) for a number of
measures till a separator ( fasila)'® is used. Some notes are mixed (muzija)
with others and played simultaneously.'” Many light meters are used.!8]

(3) al-irshad:

(lit., guidance: This may mean that as a rhythmic mode the iga“ is used
as a guide to compose a melody or perform it or learn it. This is done by
tapping the rhythmic mode with a wand on a pen case, on a saddle, or on
the ground.”®]

(4) al-tafsil:

14
15
16

17
18

19

20

[disjoining: al-Farabi defines it as [1] turning a conjunctive into a disjunc-
tive:| > b D b D Mletc. becomes 6/810 > b S JI. [2] elongating the separator
in a disjunctive: 3/4 | J > ) I becomes 4/4 1) ) lI. [3] introducing a sepa-
rator in a disjunctive in a location different from the normal place of the
separator: 3/41J ) ) JIbecomes 4/41J 0 ) J|20] |

KMK 68—70; MA 1:17; Sawa, Music performance 103-7.

Al-Katib, Kamal fol. 139; Kh. 85; al-Katib, La Perfection 132.

The separator is the longer duration at the end of the cycle.

This may refer to two strings being played at the same time to produce simple harmonies.
The text is obscure: “Different light meters are used, in many types [may mean rhythmic
variations] at the same time, mixed (rmukhtalat), and interlocked (mutadakhil).” This sen-
tence may mean that related meters, such as hazaj and then khafif, light ramal then first
light heavy then second light heavy, follow one another.

KA I: 40, 296, 11: 228, V:179; Sawa, Musical and socio-cultural anecdotes 50—2. Al-Katib calls
his last chapter, number 43, irshad; this is a kind of guide to his sources and does not refer
to a particular rhythmic mode (Kamal fols. 236—40, Kh. 144-6; al-Katib, La Perfection 204—
8).

KMK 1014, 1031-3; MA 1I: 36, 42—3; KI 161b; N-KT 206; Sawa, Music performance 49; Sawa,
Rhythmic theories 538, 602. Al-Katib only has the third definition in Kamal fols. 139—40,
Kh. 85; al-Katib, La Perfection 132.

100a;

7Y 109



244 CHAPTER 15
(5) al-tawsil:

[joining: al-Farabi defines it as [1] shortening the duration of the sepa-
rator in a disjunctive rhythm, resulting in metric contraction: 3/41J > )
JIbecomes 5/81J b ) ) [2] removing the separator completely, thereby
reducing the duration of the cycle: 3/411) > Jibecomes 2/41J ) ). [3] plac-
ing an attack of passage, thereby keeping the duration of the cycle intact:
3/41J0 > lIbecomes|J > b b D121

(6) al-idray:

tioners’ term and it entails the doubling of all attacks including those of
passage and support and this results in temporally equidistant attacks in
the rhythmic cycle; it leads to complete conjunction and gives the false
impression of speed yet does not alter the duration of the cycle: 3/41J5 )
Ibecomesl|d b b b D D22 [2] KA mentioned it with respect to the capabilities
of the first heavy: 4/21J ) o | becomes|.J ) JJJ) )23 Al-Katib** men-
tions that the added attacks can be of five types: khafifa (lit., light attack
of shorter duration, namely, an eighth note value);?> masha (lit., a rub-
bing, and according to al-Farabi this is the practitioners’ name for what
he calls a moderate or weak attack);26 ghamza (lit., wink, and according
to al-Farabi this is the practitioners’ name for what he calls a soft or weak
attack);2” rawm (lit., desiring a vowel; this means an obscure and slurred
vowel sound which is more than the ishmam (scent of a vowel), and al-
Farabi links its sound quality to that of a soft attack);?8 or an ishmam: (lit.,
scent, this means a vowel sound which is very feeble and less than the
desire, and al-Farabi links the scent to that of a soft or weak attack).2?]

21  KMK1013,1018; MA II: 36, 38; K1161b; N-K1 205—6; Sawa, Music performance 48; Sawa, Rhyth-
mic theories 551, 614—5. Al-Katib only mentions that it is the opposite of tafsil, see al-Katib,
Kamal fol. 140, Kh. 8s5; al-Katib, La Perfection 132.

22 KMK 1919—20; MA 11: 38—9; KI 161b, 165a—b; N-KT 205, 225-6; Sawa, Music pe;formance 435
Sawa, Rhythmic theories 547, 609.

23  KAX:97.

24  Al-Katib, Kamal fol. 140; Kh. 85; al-Katib, La Perfection 132.

25  Sawa, Rhythmic theories 553, 616.

26  Ibid. 569, 630.

27 Ibid. 580, 639.

28  Ibid. 538, 602.

29  Ibid. 569—70, 630.
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(7) al-hathth:

[faster tempo, acceleration, also known as hadr: the latter is al-Farabl's
term, which he borrowed from Qur’anic sciences, and the former is that
of the practitioners. In al-Katib it is khabb, lit., jogging or trotting.3°]

(8) al-tad‘f:

[doubling or multiplying the attacks: [1] In k1 and k11 it consists of insert-
ing an attack between two attacks: 4/21JJ.|becomes|)JJ).| [2] In kMK
it is called multiplying, and consists of inserting more than one attack
between two attacks: 4/21JJ./becomes|J)> b b ) .} or inserting one attack
but not necessarily in the middle of the two attacks: 4/21JJJ/becomes|J ..
b 4131 [3] In k1 and k11 the doubling does not alter the durational length
of the cycle.3?]

(9) al-tayy:

[dropping out of attacks: [1] synonymous with the term removing, it is a
technique introduced in k7 and k11 to turn the iga‘ from its metric aspect
to its rhythmic mode aspect: 6/815 0 b b ) ) Ibecomes 6/81) ) D)L [2]
dropping out is used to remove an attack from the fundamental form or
to cancel the doubling of an attack; the removed attack can be replaced
by a softer one such as a masha, ghamza, or rawm.32 [ 3] the dropping out
does not alter the durational length of the cycle.]

(10) al-tagniat:

30

31

32

33

[al-Katib, Kamal fol. 142 has mugqtana‘at as the entry, but then has the
word tagni* (sing. of tagniat) to elucidate the meaning, namely, plucking

KMK 998, 1019—20; MA II: 31, 38—9; KI 162a; N-KI 206—7; KII 63a, 66a—66b; N-KIT 137, 143.
Sawa, Music performance 51; Sawa, Rhythmic theories 543, 606; al-Katib, Kamal fol. 140;
Kh. 85; al-Katib, La Perfection 133.

Al-Katib limits the tad7f to doubling only (Kamal fol. 140; Kh. 85-6; al-Katib, La Perfection
133). Later he adds that such attacks can be, as in the case of idraj, a masha, ghamza, rawm,
or ishmam: Kamal fols. 151—2; Kh. 94; al-Katib, La Perfection 142.

KMK 1018; MA 11: 38; K1162a; N-KI 206; K1I 63a; N-K11137; Sawa, Music performance 47; Sawa,
Rhythmic theories 539—40, 603.

K1162a; N-KI 206; K11 71b; N-KI1I 152; Sawa, Music performance 48; Sawa, Rhythmic theories
540, 603; al-Katib, Kamal fols. 140-1; Kh. 86; al-Katib, La Perfection 133.
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the strings toward the end of the sections in a downward motion when
the hand is removed from the strings toward the right side; it resembles
the raising (tagni) of the head of a beast of burden.34]

(1) al-tashbrat:

[(pl. of tashbi): lit., ornamented fillings: al-Farabi defines them as orna-
mental additions to the fundamental, done from inside or outside of the
fundamental.35 Ibn al-Tahhan specifically defines them as additions and
ornaments placed at the ends of sections.3¢]

(12) al-nafadat:37

[lit.,, shaking off or shaking out: al-Katib defines it as similar to the tagniat
(number 10 above). The fact that tagni® involves moving the right hand to
the right and away from the string fits well with the meaning of ‘shaking’
in the word nafadat, so the latter, despite various readings, must be the
correct spelling of the word.38]

(13) al-ibtida*

34
35
36

37

38
39

(lit., rhythmic introduction: it may be synonymous to al-Farabi’s tasdir:
[1] In kMK it consists of starting the iga“ from the last rhythmic part
of the cycle; it is similar in some respects to the Western anacrusis: 6/8
|Jb S JIbecomes S > JIJD D JL[2] In k1 it is a short prelude of one
bar.39]

Al-Katib, La Perfection 134 follows the Ms with mugtana@t, Kh. 86 has muqna‘at, which is
incorrect.

KMK 1012—20; MA 11: 36—9; Sawa, Music performance 46; Sawa, Rhythmic theories 544, 606—
7.

Ibn al-Tahhan, Hawr fol. 31a, p. 83

zy 11 has naqasat; al-Katib, Kamal 142; al-Katib, La Perfection 134 have nafasat; in the ms
the word is largely undotted; Kh. 86 has nafadat, which agrees with Ibn al-Tahhan, Hawi
fol. 100a.

See above n. 37.

KMK 1020; MA 11: 39; KI 162a; N-KI 205—6; Sawa, Music performance 50; Sawa, Rhythm[c
theories 569, 595.
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(14) al-igtida’

[lit., imitation: it may be a synonym of mumathala (number 39 below); al-
Farabi calls it mushakala. In essence, it means bars following one another
with the same rhythmic pattern.

(15) al-tahshim:

[lit., smashing, crushing: it may mean a burst of fast notes tightly in suc-
cession, a type stronger than the takri* (number 22 below). ]

(16) al-khatw:
[lit., walking: it may mean a leisurely and moderate tempo.]
(17) al-ikhtilasat:

[pl. of ikhtilas, a performance in a stealthily quasi-imperceptible man-
ner, and ikhtilasan: in K11 it is a term borrowed from phonology; al-Farabi
uses it to refer to the dynamic and timbral quality of doubled attacks.*°
Al-Katib suggests playing them in the cadences.*! In x4, an excellent per-
formance involves singing the nabarat (pl. of nabra) stealthily (ikhtilasan)
and imitating them faithfully in plucking the strings of his accompanying
lute.*?]

(18) al-taghyirat:

[pl. of taghyir, a general term used by al-Farabi, together with the synony-
mous ma'dilat (pl. of ma‘dil), for rhythmic ornaments, alterations, and
variations. He often calls the fundamental the genus and the variation
the type; in kMK the variation is equivalent to rhythm; in k1 and k11 it is
equivalent to both rhythmic mode and rhythm.#3]

40  KII 66b; N-KI144; Sawa, Music performance 53; Sawa, Rhythmic theories 575, 627, 635.

41 Al-Katib, Kamal fol. 142; Kh. 86; al-Katib, La Perfection 134.

42 KA I: 315; Sawa, Musical and socio-cultural anecdotes 206—7.

43 KMK 1012, 1022; MA 11: 36, 40; KI 161b—162a; N-KI 205—7; KII 63a; N-KII 136—7; Sawa, Music
performance 46, 186; Sawa, Rhythmic theories 530, 534, 579, 595, 598, 638.
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(19) al-taqlib:**

(lit.,, inverting. This may refer to changing the dynamics or timbre of the
attacks, e.g., replacing a loud attack by a weak or moderate attack or vice
versa. |

(20) al-munsarafat:

[lit.,, leaving. Al-Katib defines this as the listener imagining that he is hear-
ing a cadence, when in fact he is hearing something that precedes the
cadence and is juxtaposed to it. Cadences occur in both instrumental and
vocal music and they can be long, short, and in the treble or bass register.
The short cadence occurs suddenly with no hint prior to its occurrence.*
The ancients have a good and useful opinion regarding the cadences
that are preceded by the munsarafat, namely, that the cadences should
not come to an end without the listener being prepared and alerted to
them by means of the munsarafat; this is because sudden cadences will
decrease his tarab.*5]

(21) al-lafz:

[lit., word. In kA it is also used to mean musical notes and melodies. In
al-Farabli it refers to words that are not included in the lyrics, such as the
word ala. It can also include moaning and sighing sounds such as ah.#”
However, it is unclear how lafz can refer to a rhythmic ornament, unless
it means music that imitates speech and is not measured. ]

(22) al-takri:

[lit., burping, belching: defined in al-Katib as notes of very short duration.
The burping metaphor is very interesting, as it suggests a quick burst of
notes in succession. It seems to be a milder version of tafshim (number 15
above).48]

44  The letter t of this word does not have dots.

45  Al-Katib, La Perfection 134 has this in the negative, which is incorrect.

46 Al-Katib, Kamal fols. 142—3; Kh. 87; al-Katib, La Perfection 134.

47 KA 315,V:103, VI: 293; KMK 1160—2; Sawa, Arabic musical and socio-cultural glossary 447.

48 Al-Katib, Kamal fol. 159; Kh. 102; al-Katib, La Perfection 147. The latter provides the term
correctly but suggests that it should be read as taqri; this is not correct since both Ibn al-
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(23) al-khamr:*®

[lit., alcoholic beverages. It may mean a performance with rhythmic free-
dom, such that it is like an imitation of a drunk person.]

(24) al-takhatti or al-tahatti:50

[takhatti means overstepping, crossing, omitting, so it may mean skipping
notes and their durations. Hatw means shaking, so tahatti means shaking
violently, so it may mean loud quick notes.]

(25) al-hasr:>!

[lit., confining. This may refer to notes so close together that they are
almost stuck together. It seems close to, but a lesser version of takri* (num-
ber 22 above) and tahshim (number 15 above). Even though it is related
to the word mahsur, a melodic mode that uses the ring finger fret in its
course, hasr does not mean a melodic mode because here the topic is
rhythm.]

(26) al-haml:

[lit., carrying. This may refer to a slow tempo. It is a good metaphor, as a
person carrying a load cannot walk fast. Even though it is related to the
word mahmiil, amelodic mode that uses the middle finger fret as its tonic,
haml does not mean a melodic mode because here the topic is rhythm. ]

(27) al-dimam:

[lit., blood or beestings with which the crevices of stone cooking pots are
stopped, plastered with mud or clay or gypsum. The verb damma means
to dye, crush, destroy, but also to hasten. Damma al-ard means to make

Tahhan and al-Katib have it as takri. Kh. wrongly suggests takrij, a derivative of kurraj, that
is, a mock colt or hobbyhorse with which one plays and dances. In essence, it is a figure of
a horse attached to a performer’s waist in a pantomime akin to the morris dance (Sawa,
Musical and socio-cultural anecdotes 316—7).

49  zY109 has khamd (subsiding, ceasing).

50  Inzyiog this is takhattt.

51  See also fol. 30a p. 79 where this means melodic modulation.
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the earth or ground even. Making the ground even may suggest a tech-
nique like idraj (gradation); the other meaning “to hasten” means accel-
eration.>?]

(28) al-itlag:

lit., freeing, setting loose. This may mean freedom and fluctuation of
tempo. Even though it is related to the word mutlaq, a melodic mode that
uses the open string as tonic, itlaqg does not mean a melodic mode because
the topic here is rhythm.]

(29) al-tasrij:53

[Al-Katib defines this, as well as the related word surayjz, as that which
resembles the style of a type of melodies of Ibn Surayj. Ibn al-Tahhan
defines surayji similarly.>* In short, tasrij from the point of view of a rhyth-
mic ornament refers to a succession of notes rhythmically arranged in the
particular style of the songs of Ibn Surayj. ]

(30) al-tajmir or tahmiz:5°

[ Tajmir means roasting and as such may mean a “burning type” of orna-
ment; it also means “collecting together” and may refer to notes com-
pacted together.56 Tuhmiz is unlikely but for the sake of argument we may
entertain it. The verb famaza relates to sour milk or wine that bites, stings,
or burns the tongue; to seize, grasp, or contract something; to sharpen; in
relation to the heart, it means to contract, and cause it to grieve. Hamuza
relates to a man becoming strong and robust. Hamiz al-fu'ad refers to a
man who is active, sharp, or has a quick intellect, is clever, insightful, and
strong-hearted. So tahmiz as a rhythmic ornament may mean a strong,
sharp, biting, and grief-inducing ornament.57]

52 Al-Firazabadi, al-Qamas 1431; Lane, An Arabic-English lexicon 111: 9gog—-10.
53  Al-Katib, Kamal fols. 141—2, 182; Kh. 86, 115-6; al-Katib, La Perfection 134, 164.
54  Ibnal-Tahhan, Hawi fol. 1024, p. 262.

55  Inzymn thisis tajmil.

56  Lane, An Arabic-English lexicon 11: 452—-3.

57  Lane, An Arabic-English lexicon 11: 642-3.
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(31) al-mash:

(lit., rubbing. It appears as masha in al-Farabi and al-Katib. According to
al-Farabi, itis the practitioners’ name for what he calls a moderate or weak
attack.>8]

(32) al-ilmam:

[lit., knowledge, cognizance, and the verb lamma means to gather, col-
lect, arrange. It may mean a properly and aesthetically arranged rhythmic
ornament.]

(33) al-fawasil:5°

[It is the plural of fasila, that is, a separator. Al-Farabi borrowed this tech-
nical term to denote the pause at the end of the rhythmic cycle; its func-
tion is to separate one cycle from the next, and often it has the longest
duration within the cycle. Between cycles, the separator is filled by what
he called “attacks of passage,” whose function is to facilitate the passage
from one cycle to the next; at the end of sections or at the end of a piece,
the separator is filled by what he called “attacks of support,” whose func-
tion is to facilitate the ending of the section or piece and clearly mark its
cut-off. Al-Farabi borrowed the term from Arabic grammar but it could
have come from the anonymous Bellermann’s diastole.5° The separator
may be elongated, shortened, removed, or introduced in a location other
than at the end. The separators of melodies in the lower register are filled
with soft attacks, while those in the higher register are filled with com-
plete attacks.]

58 KMK 986-7,1080-1; MA 11: 27, 60; KI 163a; N-KI 211; KII 73a; N-KII 155; Sawa, Music perfor—
mance 40, 48, 53; Sawa, Rhythmic theories 471—4, 69, 630; al-Katib, Kamal fols. 140-1, 151;
Kh. 85-6; al-Katib, La Perfection 132—3, 142.

59  Inzyun this is written incorrectly, as tawasul.

60  KMK 460; MA I: 154; KII 59b, 62b, 63a; N-KII 111, 131—2, 136—7; Sawa, Music performance
39; Sawa, Rhythmic theories 538, 5501, 556, 564, 571-2, 575, 606, 632—3; al-Katib, Kamal
fols. 139—40.150-1; Kh. 85, 93; al-Katib, La Perfection 132, 141. Bellermann’s diastolé are a set
of four anonymous Greek treatises from the fifth or sixth century.
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(34) al-tawtiya:5!

(lit., introduction, preparation. Al-Katib defines it as a higher octave or
high-pitched note(s) (sayha), or a tarannum,%? or pre-composed notes,
before the song begins. On fol. 30a, item 21, p. 78 Ibn al-Tahhan defines it
as what the singer uses to prepare the high note. Only tarannum makes
sense rhythmically.]

(35) al-tartil:

[According to al-Farabij, this is a slow tempo; it is a term he borrowed from
the Quranic sciences.%3]

(36) al-ishtirak:

[lit., sharing. In k4 this term relates to songs in which the course includes
both the middle and ring fingers.6* It is hard to determine how shar-
ing would work as a rhythmic ornament. In this chapter it likely means
moving from one rhythmic mode to another; indeed, in kA there are
two examples of songs with two rhythmic modes: one in the first light
heavy rhythmic mode and ramal, and the second in ramal and the first
heavy.%%]

(37) al-istinaba:

[lit., substitution. This may refer to timbral and dynamic replacement:
replacing a loud attack by a weak or moderate attack or vice versa. As
such it may be synonymous with taglib (number 19 above).]

61 Al-Katib, Kamal; Kh. 82; and al-Katib, La Perfection 128 have tawti'a, but Ms fol. 134 clearly
has tawtiya.

62  Itisamelody or chant without text, or a vocalization with long notes, or ornamented rep-
etitions that are sung softly, or a melisma (kMK 56-7, 990, 1099, 1160; MA I: 10, 11: 29, 67,
84; Sawa, Music performance 103; Sawa, Rhythmic theories 577, 636; Sawa, Arabic musical
and socio-cultural glossary 180-3).

63  KI162a; N-KI 207; KII 63a; N-KII137; Sawa, Music performance 52, 248; Sawa, Rhythmic the-
ories 574, 634.

64  KAV:270,XXII:146; Sawa, Arabic musical and socio-cultural glossary 232—3; Sawa, Musical
and socio-cultural anecdotes 13, 17, 393.

65 KA 1: 243, X: 182; Sawa, Musical and socio-cultural anecdotes 11, 117.
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(38) al-takrir:

[repetition: al-Farabi uses the term takrir al-ajza’, that is, a repetition of
parts; this consists of repeating a rhythmic part one or more times, result-
ing in metric expansion and pattern alteration.56]

(39) al-mumathala:

[homogeneity: said of two consecutive cycles with similar rhythmic pat-
terns. In k11 it is called mushakala.57|

(40) al-mukhatala:

[lit., deception or stealth; as such it may be similar to ikAtilas (number 17
above). It is more likely mukhalafa, because it follows the word mumath-
ala, and is its opposite. Mukhalafa means heterogeneity; in K11 it denotes
two consecutive cycles with different rhythmic patterns.58]

(41) al-istilah:

[lit., convention, agreement. This may mean the usual way of ornament-
ing particular rhythmic modes, or it may mean an agreement between
consecutive cycles; as such it would be synonymous with mumathala,
number 39 above.]

(42) al-tamatti:%°

[It is more likely al-tamatti, as it appears in al-Katib who defines it as
extending the duration of one’s breath while singing to the utmost
limit.7? Literally it means walking with a swinging gait and stretching
one’s arms; matiya is a reference to one who stretches her legs in her walk.

66 KMK 1016—6; MA 11: 36—7; KI 161b; N-KT 206; Sawa, Music performance 49-50, 248; Sawa,
Rhythmic theories 568, 629.

67  KII 633, 65a—65b; N-KII 137, 141—2; Sawa, Music performance 52; Sawa, Rhythmic theories
550, 612.

68  KII 63a, 65b—6a; N-KII 137, 142; Sawa, Music performance 52; Sawa, Rhythmic theories 549,
612.

69  Inzyumo, the final letter is unclear; it may be tamatta‘ or tamattir’.

7o  Al-Katib, Kamal fol. 133; Kh. 82; al-Katib, La Perfection 127-8.
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In all likelihood, rhythmically, it means stretching a note and adding to its
duration, thus adding beauty to the performance.]

(43) al-targis:

[lit., causing to dance. This may mean rhythmic ornaments in general, or
a leisurely tempo. ]

(44) al-tawtiya (a repeat of number 34 above).
(45) al-idara:

[lit., turning, circling. This may refer to two consecutive cycles with similar
rhythmic patterns akin to mumathala (number 39 above), or the repeat
of a rhythmic pattern but not in succession. Interestingly, idara is also
related to the word dawr, which means a rhythmic cycle. ]

(46) al-talmi:

[lit.,, polishing. This may be a copyist error for talmih, which means sug-
gestion, hint, reference. It may be synonymous with al-Farabi's ima’which
refers to removing the doubled attack, but hinting at its position by point-
ing to it or desiring it. The latter means desiring a vowel (rawm al-haraka):
in phonology it refers to an obscure and slurred vowel sound that is more
than the scent (ishmam); al-Farabi links its sound quality to that of a soft
attack.”!]

(47) al-ta‘thir:™?

[lit., tumbling. Al-Katib defines this as causing the plucking of two strings,
intermixing (mutadakhil) them by means of quick attacks that do not
alter the rhythm in essence. It has a nice effect if added to one section
and then to another.]

71 KMK 986—7; MA 11: 27; KI 163a; N-KT 211; K11 64b, 67a, 71b, 73a; N-K1I 140, 145, 152, 155; Sawa,
Music performance 40, 244; Sawa, Rhythmic theories 538, 626.

72 Al-Katib, Kamal fol. 142; Kh. 86 (has ba‘tharat); al-Katib, La Perfection 134. This word is
mainly undotted; ZY 109 read it as taghyir, but as this technique has already occurred in
number 18 above, ta‘thir is the more likely word.
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(48) al-intigala:

73

74

[lit., movement. In al-Katib this means melodic movement in general.”3
One can argue that movements are separated by durations, and hence
intigal belongs to the topic of rhythms, provided that such movements
are aesthetically pleasing. However, in another passage in al-Katib, there
is the possibility of moving from rhythmic mode to rhythmic mode: “Dif-
ferent light meters are used, in many types (perhaps referring to rhyth-
mic variations) at the same time, mixed (mukhtalat) and interlocked
(mutadakhil)” This sentence may mean that related meters should follow
one another, as for example, hazaj, then khafif, then light ramal.™]
Al-Katib has intigal and intigalat; these mean melodic movement in general, movement
from note to note, interval to interval, tetrachord to tetrachord, mode to mode. The
melodic movements can be rectilinear: stepwise, skipping, or repeating, or they can return
to the initial note or other notes (Kamal fols. 73, 1168, 136—7; Kh. 45, 73—4, 83—4; al-Katib,
La Perfection 79, 115-6, 130).

Al-Katib, Kamal fol. 139; Kh. 85; al-Katib, La Perfection 132; Sawa, Musical and socio-cultural
anecdotes 33, n. 144.



CHAPTER 16

On Dance, Its Types and Names [Ibn al-Tahhan’s
Passage Quoted by al-Tifashi]
[fols. 100a—100b; ZY 112]

[Folio 100b contains medieval poems unrelated to the topic and written by a
different hand. Fortunately, we can retrace the lost material from al-Tifashi’s
Mutat chapter 46, fols. 153—4; al-Sillami 279—80. The title of the chapter is
“The Number of Types of Dances, [and the] Nations and Regions that Created
Them.”]
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Ibn al-Tahhan’s Passage Quoted by al-Tifashi

I copied the [chapter on the] topic of dance from Ibn al-Tahhan’s book on
music:!

[S2 0 U

“It has reached me that the Persians (Furs), the people of Khurasan, al-
Rayy, and Tabaristan have beautiful dances. The dances of the Turks in
the above areas are probably similar to them.

The people of Marw, al-Ahwaz, and Samarqand have a dance they call
al-balawi?

The people of Damascus (Sham)3 have beautiful dances that they call
marwazl.*

The people of Hijaz and Kufa® have a dance they call pounding the saf-
flower (daqq al-‘usfur).6

As for the dances popular [in Egypt], they are the farali,” the sufi, the
baghdadi, and the (b8

As for dancing on a hobbyhorse (ukar),? it is more common in Baghdad
than in Egypt.

I have included a similar but more detailed passage from Ibn Khurdadhbih in an appendix.
The contradictions between the two passages appear in footnotes. For sources of illustrations
of dancers, see n. 17, p. XIIL

The word is without diacritical marks; I have reproduced al-Sillam1’s suggestion here.

This can also refer to greater Syria.

Lit., “of Marw”; it may be a dance style inherited from Marw.

In the appendix of Ibn Khurdadhbih’s passage, it seems that the dances of Medina include
a type from Kufa. In Ibn Khurdadhbih, the dances of the Hijaz include the light and heavy
ramal, and walking while playing percussion instruments (see p. 282).

In Ibn Khurdadhbih’s passage, this is a dance from Marw (see p. 283).

7 Farali, from furwul (young hyena) means a young hyena-like dance. It is not uncommon to

have dances named after animals, such as iblf (camel-like, at the end of the above sentence),
or ibil (camel, as in al-Mas‘adi, Muruj, ed. Pellat v:131—2), or il@’ (related to ayyil, iyyal, or uyyal
and referring to a mountain goat, stag, deer or bull); see Sawa, Musical and socio-cultural anec-
dotes 312, 315-21, 442.

In Ibn Khurdadhbih’s passage this is a dance popular in Persia (see p. 282).

9 Al-Sillami correctly suggests that ukar is the plural of ukra (ball) and as such it may refer to

a dance involving balls. A more likely possibility is that ukar derives from kurrah (colt) and
kurraj (hobbyhorse dance), as Ibn Khaldin mentioned that this was very common in Bagh-
dad, and from there it spread to other regions (al-Muqgaddima 388). The kurraj is a figure of a
horse attached to a performer’s waist in a pantomime akin to the morris dance (See k4 XvIII:
71—2; Ibn Khaldan, al-Muqgaddima 388; al-Mas‘adi, Murij, ed. Pellat v: 131—2; Sawa, Musical
and socio-cultural anecdotes 316—7, 320-1, 442). Kurra is a Persian word that means colt; it
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258 IBN AL-TAHHAN’S PASSAGE QUOTED BY AL-TIFASHI

Dancing on the ropes is common among the Chinese people.
Dancing on top of horses is common to the Indian people”.

As for stamping the ground (dakk), turning, or toppling over (taqlib)'°® and
dancing with glass, fire, and swords, it imitates fighting (mu‘alaja) and they do
not use rhythms because of their difficulty.!

Performances (taqlib)'? of the feet should be done in three ways: tapping
(nakat)'® [the ground] with the extremities of the feet; stamping [the ground]
forcefully (khabt) with the middle of the feet; and rubbing [the ground] (mash)
with the front (sadr) and back (‘ugb) of the feet.!*

has been Arabized to kurraj (see above) to mean a colt, a mock colt, or a hobbyhorse
with which one plays (Lane, An Arabic-English lexicon v11: 2604; Sawa, Musical and socio-
cultural anecdotes 316, 320; Shiloah, Réflexions 472).

10 For the definition of taqlib, see n. 12, p. 258.

11 They may have been improvised and thus difficult.

12 Lit, “rotating, turning around, upturning, turning over, tilting over” (Lane, An Arabic-
English lexicon v1I: 2552; Steingass, A learner’s 183; Wehr, A dictionary 784).

13 The verb nakata literally means “to strike or poke the ground with a stick, pebble or with
a finger so that it makes a mark with its extremity, to stir up the ground, to strike a cooked
bone to extract its marrow, to scratch the ground” (Lane, An Arabic-English lexicon vI1I:
2846; Steingass, A learner’s 1145; Wehr, A dictionary 997). In kA4 it refers to tapping the
rhythm with a wand: “Ibn Surayj sang and tapped the rhythmic mode with the wand and
beat the ground with it” (1: 296); “[Ibrahim b. al-Mahdi, in the process of composing a
song,| tapped the ground with a wand” (x: 115; Sawa, Musical and socio-cultural anecdotes
52, 270). In short, it is a gentle action and not a stamping.

14  Claudya Khalida, a professional belly dancer in Montreal, commented on this paragraph
as follows: “It makes sense to me from the perspective of a modern dancer. It also makes
me think about balancing and shifting weight when dancing, and how I execute and tran-
sition between steps, even though the text applies to medieval Arabic dancing.” Prof.
Rebecca Cannon (Texas Christian University, Fort Worth; currently adjunct professor
in the School of Classical and Contemporary Dance teaching Egyptian folkloric dance)
kindly supplied me with this information: “This paragraph about ‘performance of the feet’
ties right into the study/research I am doing about the Middle Eastern and African roots
of Flamenco: ‘Tapping the ground’ corresponds to Flamenco punto and planta; ‘stomping’
to golpe; ‘rubbing the ground with the front of the foot’ to excobilla. Muy interesante!”



CHAPTER 17

[On the] Disagreement between [Ishaq b.] Ibrahim
al-Mawsilt' and Ibrahim b. al-Mahdi about the
Rhythmic Modes [fols. 101a—102a; ZY 110-1]

[KA states that Ishaq al-Mawsili (not his father Ibrahim) classified and named
the rhythmic modes, and the dispute occurred between Ishaq al-Mawsili and
Ibrahim b. al-Mahdi. The dispute stems from the fact that what Ishaq called
the first heavy, Ibrahim called the second heavy, and vice versa. Ibn al-Tahhan
attempted to explain the problem but did not succeed in his efforts because he
was not a theorist of the calibre of al-Farabi.]

Ibrahim al-Mawsili, the father of Ishagq, is the one who divided the rhythmic
modes into genera ( jannasa) and named them. Before him they were called
(nusba)? differently; that is, they were ascribed to [seven different melodies]:
the first melody, the second, third, fourth, fifth, sixth, and seventh.? Thus the
[seven] rhythmic modes were known by [their] association to these [seven]
melodies. But in our era, the reverse obtains: the melodies are defined, differ-
entiated, and known according to the rhythmic modes to which they belong.#

When [Ishaqb.] Ibrahim al-Mawsili divided them into genera and gave them
names, a disagreement occurred between him and Ibrahim b. al-Mahdi.5 [Ishaq
b.] Ibrahim al-Mawsili said, how can it be that the first heavy has eight attacks,
and how can it be that the second heavy has ten attacks, when the cycles of
the first heavy are shorter than those of the second heavy?6 | The melodies in

1 The table of contents, fol. 82b, adds “and his son Ishaq,” even though in this chapter the dis-
agreement is not about Ishaq al-Mawsili and Ibrahim b. al-Mahdj, rather it concerns Ibrahim
al-Mawsili and Ibrahim b. al-Mahdi.

2 The more common term is nisba.

3 This system does not appear in x4 at all. It may have been a very early method to name the
rhythmic mode after a melody in which that rhythmic mode occurs. Also, the rhythmic modes
are eight not seven, see Neubauer, Die acht.

4 For details, see n. 3, fol. 28b, p. 74.

5 Put simply, their dispute concerned the first heavy and the second heavy: what Ishaq called
the first heavy, Ibrahim called the second heavy and vice versa (for more details, see Sawa,
Rhythmic theories 42—8).

6 The first heavy in its metric form has eight attacks in its two cycles: 4/2 | JJJJ| JJ)J| and the
second heavy has ten: 5/2 | JJJJJ| JJJJJ|. The question Ibn al-Tahhan is asking at the end of
the sentence clearly makes no sense.
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[the first heavy] are easier and closer (agrab) at hand whereas in the [second
heavy] they are more skillfully composed (ahdhaq)” and more difficult. Both
[Ishaq and Ibrahim] died and nothing was resolved (taharrara)® in this matter
between them.® When I learned about their disagreement, I decided to medi-
ate between them [posthumously]. I say that Ibrahim b. al-Mahd hit the mark
and criticized (nagada)!° [the opinion of Ishaq] in a nice passage that favors
and distinguishes him. [He was able to write this] because of his knowledge in
the humanities and belles-lettres (adab) and excellence ( fad!) [in them]. Butin
this [musical ] matter [Ishaq b.] Ibrahim al-Mawsil1 is more effective (af‘a/) and
more knowledgeable than Ibrahim b. al-Mahd1. [Ishaq b.] Ibrahim al-Mawsili
had wanted to state, by saying first heavy and second heavy, what one would
say, for instance, about one medicament (‘agqar) being sharper than another
one by a degree. So the first heavy is in the first degree, and the second heavy
is in the second degree. The relation of the first heavy to the second heavy is
akin to the [relationship of the] introduction (madkhal) to the essay (magala),
the table of contents ( fihrist) to the book, and the foyer (dahliz) to the house.
In this way he wanted to make it easier (taqrib) for the practitioners (murtad),
because if he made the first thing one learns heavy with long cycles, and diffi-
cult | melodies, then it [the whole practice of music] becomes difficult. So he
placed [the first heavy] before [the second] to facilitate its comprehension and
performance (wusiul).!! | The rhythmic modes are all origins, not this, not this,
not that.!2 It was mentioned in many books that [the second heavy] has many
cycles and many attacks, but [Ishaq b.] Ibrahim al-Mawsili overlooked this and

7 zy 12 has ahdhaf (more curtailed), but the Ms clearly has ahdhag, as the two dots on the
last letter give us a gaf as opposed to a f@’. k4 X: 97 has the contrary; it is the first heavy
that is heavier, with more expansive and more ornamental capabilities (Sawa, Rhythmic
theories 46—7).

8 Lit.,, “to become free.” zy 112 has tahaddada (to be established), but the Ms clearly has
taharrara.

9 The sentence “both ... died and nothing was resolved in this matter between them” is found
also in k4 but with a slightly different phrasing: “both died and there was between them
a dispute ...” except that the dispute in x4 was not about the first and second heavy, but
about the poetic and rhythmic divisions (k4 X: 97). In another anecdote about the unre-
solved dispute, Ibrahim wrote to Ishaq and said, “Who can I turn to, to judge you when
people around us are donkeys” (k4 v: 372).

10 This word is unclear in ZY 112.

11 Thisis notauseful mediation and explanation of the problem; here Ibn al-Tahhan betrays
his weakness in music theory, especially when compared to al-Farabi. zy 112 misread wusi/
as usul.

12 He probably meant that all rhythmic modes are defined in terms of their origins, without
reference to rhythmic ornaments.
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did not mention it, and I do not know why he ignored it.!3 They called it the
standard of time measurement (mikyal).1*

13 Itis correct that the second heavy is made up of many attacks, and is actually the longest.
But Ibn al-Tahhan is incorrect in saying that [Ishaq b.] Ibrahim al-Mawsili ignored it. Ishaq
defined it as two consecutive heavy attacks and then a heavy attack; that is, the modal form
of the second heavy, which can be transcribed as 5/2 | J - | (Sawa, Rhythmic theories 35-6).

14  This is very likely what al-Farabi called the oldest iga“ of origin in 5/2 (the duration of
the second heavy) to potentially build all other rhythmic modes (kMK 987-1012; MA I1:
27-36; Sawa, Rhythmic theories 170—91). The word mikyal also occurs in K4 X: 96, but it
relates to the standards of measurements set by Ishaq and Ibrahim, by which they knew
the measurements of the rhythmic modes. Unfortunately, the text of these standards did
not survive (Sawa, Rhythmic theories 46).



102b

CHAPTER 18

The Definitions of al-surayji, al-makhurt, al-
mujannab, and al-mukhalif
[fols. 102a—103b; ZY 1112

[In this chapter Ibn al-Tahhan defines compositional styles, rhythmic, and
melodic modes.]

As for al-surayji, it is not a particular [rhythmic or melodic] mode (tariga);
rather, it is the compositional style [used by] Ibn Surayj in his songs, and he
was famous for it in his time [early second/eighth century until the era of Ibn
al-Tahhan]. He became known for it; this style is found in all [rhythmic and
melodic] modes and melodies and their contents (tada‘yf’) and aesthetics. The
ignorant people in this art say to whoever sings, sing surayji, and for them it is
amode.

As for al-makhurt, it is the second light heavy. The number | of attacks is ten
and its cycles are like those of its heavy counterpart [but faster]. Not everyone
knows it,! but Ibrahim al-Mawsili liked to sing in that mode and [sang in] it a
lot, so it was attributed to him.2 It was said that al-makhauri is not related to the
tavern (makhaur), rather it was said all the strings are [plucked] according to the
rhythms of the makhuri rhythmic mode.3 It is used in many rhythmic modes

1 This is unlikely since it figures prominently in k4 and in p. 263 below.

2 This is corroborated in x4 vI: 283. Ibn Khurdadhbih mentions that the second light heavy
is called al-makhurt, and was called by this name because Ibrahim b. Maymiin al-Mawsili,
who was Persian and lived in al-Mawsil (modern day Mosul), often sang in that mode in tav-
erns (mawakhir) (al-Mas‘adi, Murij, ed. Pellat v: 131; Sawa, Rhythmic theories 60). In the next
sentence, Ibn al-Tahhan disputes that. Al-Farabi has another opinion, namely, that the name
al-makhari is not just another name for the second light heavy given by the practitioners (and
not related to taverns), but that it also denotes a rhythmic state pervasive in all modes that
undergo the process of tamkhir, which means lightening the modes, fully or partially, so that
their durations resemble the first duration of al-makhuri. Since al-makhurt is 5/4 | J J J| then
its first duration is a quarter note. This means that the half-notes in the heavy modes will be
divided into two quarters (the first heavy 4/2 | JJo | becomes 4/2 | JJJJ)JJ|) and is called first
heavy mumakhkhar; as for the light modes, some attacks will be dropped to yield quarter-
notes (6/8 | > > > > > )| becomes 6/8 | JJJ|) (kMK 1053—5; MA 11: 48; Sawa, Rhythmic theories
232-5).

3 That s, a series of quarter notes.
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(tariga) and mingles with them.* There are few songs in it, and none are sung
(awga‘a)® in Egypt except by free, creative, and unrestricted (mutlaq) [com-
posers]. I have composed and sung all kinds of songs in it, but I rarely perform
them in public (azhara),® [ratherI] keep them to myself to prevent others from
taking them, spreading them far and wide, and having [others] take credit for
them and appropriate the merit of my knowledge. In this way I can be unique
[in composing in that mode].

It was related that al-Sharif Abu 1-Qasim al-Rassi and Abu I-Fath al-Muzaffar
b. al-Huwayla were in the maylis of our master [the caliph] al-‘Aziz bi-llah, may
God glorify his soul and bless him. As [Abui ]-Qasim and Abt 1-Fath] were eat-
ing together (tata‘ama),” Abu l-Fath b. al-Huwayla said, “As for me, O I swear
by the life® of our master, that I shall sing the remainder of the day | in nothing
[but al-makhari] so you too take an oath as I did | and stick to it.” So Abu 1-Fath
sang eleven songs and al-Sharif sang only eight, despite the fact that the reper-
toire [of songs in al-makhuri] is large.® He did not do well and acknowledged
his shortcomings and defeat.

As for al-mujannab, it is also not a particular [rhythmic or melodic] mode
(tariga),’° but [it is] a style that Ishaq b. Ibrahim [al-Mawsili] created, because,
toward the end of his life, his throat was discordant (rafara) with the lute
strings and conflicted (bayana) with them, so he employed artful means
(tahayyala) until he developed the mujannab.'! He did this by going below the

4 In such cases, the modes are called mumakhkhar, see above footnote n. 2, p. 262.

5 Lit., “tap,” but it also means to sing (Sawa, Arabic musical and socio-cultural glossary, 537).
6 Lit., “divulge.”

7 zy edited this as tatahana (quarrelled).

8 Lit., “head.”

9

Lit., “because the opportunity (nub), [a synonym of fursa] is great.”

10  Inal-Katib the mujannab refers to the anterior to the index finger which replaces the index
finger as a passing note; he suggests that it should be used for ornamental purposes in the
middle or the end of the melody. But if it occurs throughout the melody, then the melody
is called mujannab, and as such one can consider it a melodic mode. In both cases the
process is called tajnib (al-Katib, Kamal fols. 138, 141,178; Kh., 84, 86, 113—4; al-Katib, La Per-

fection 130, 133, 161—2). In al-Tifashi mujannab refers to a particular tuning, that is, when
the open bamm: string equals the anterior to the index finger of the mathna, i.e., g flat
(al-Tifashi, Mut‘at; al-Sillami 133).

11 Ibn al-Tahhan took his information from al-Isfahani or a secondary source that used al-

Isfahani, as we find an anecdote (k4 v: 326—7) that Ishaq’s throat was discordant with the

sound of the lute. The synonymous words used are nubuww (lit., “distance, remoteness,

missing, bouncing off, contradiction, conflict”) and munafara (a derivative of the verb
nafara, which literally means “aversion, disagreement, disunion, incongruity”); see Sawa,

Musical and socio-cultural anecdotes 204-5. In kA the vocal technique is called takhnith
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index finger fret, and tying a fret above the index finger fret [to be in tune with
what is below the index finger fret].? He sang according to this new fret and
new tuning system, so that it became his style (madhhab). Then he hid what
occurred in their contents (tadaf) [?] and this is beautiful (hasan).

As for al-mukhalif, and not mukhalaf, it is used in the pandores (funbur)
more than the lute. Its origin is the ramal mahmaul, but its rhythmic [?] mode
was altered (khulifa) to raise the index finger fret to its anterior and there-
fore it was called by this name.!3 Singing in it | is beautiful (malih) and causes
tarab.

(singing in counter-tenor style, or head voice), whereas Ibn al-Tahhan calls it mujannab
and explains the technique more precisely (see following footnote).

12 This may well be what al-Farabi called mujannab al-wusta (otherwise called wusta in al-
Isfahani and Ibn al-Munajjim, see Sawa, Music performance 75, 79). It is higher than the
index finger by go cents. In effect, Ishaq placed this new fret (A flat) above the index fret
(G) and below the open string (F). Making the A flat the tonic will mean it is a minor third
above the usual tuning. Also, the takhnith as counter-tenor fits well with this new tuning.

13 Here, when he mentioned that the index finger had been raised to its anterior, it is clear
that Ibn al-Tahhan has confused the rhythmic mode (ramal) with the melodic mode
(mujannab). He further confused two melodic modes, the mahmiil and the mujannab; the
mahmiil is a melodic mode that uses the middle finger fret as its tonic (A flat), whereas in
the mujannab the index finger (G) is raised to its anterior (G flat). He is correct in saying
that it affects the ramal and that there is an alteration in the rhythm. This is clarified in al-
Katib, who considers the mukhalif as a rhythmic variation technique in which successive
cycles have different rhythmic patterns; this is the same as the mukhalafa technique found
in al-Farabi (see al-mukhatala, number 40 above). This variation technique affects all the
modes, but occurs more often in the ramal and the hazaj; it is pleasant in both modes
and thus it was related to them. But al-Katib does not agree that the mukhalif is both the
ramal and hazaj with tajnib (Kamal fol. 181; Kh. 15 [misread tajnib as takhfif |; al-Katib, La
Perfection 163).



CHAPTER 19

The Definitions of al-khusruwanti, al-tarkhant, al-
humayrt, and khafif al-hazaj
[fols. 103b—105a; ZY 112—4]

[Here Ibn al-Tahhan discusses tunings, Persian and Arabic modes, an interest-
ing way to pluck the low string with the thumb, and a mode specific to the
tunbur.)

As for al-khusruwani, in our era some pluck (awgaa)! it as al-ramal
al-mu‘allag? by detuning the strings.® They call it khusruwani and most people
believe this to be the case. But this is not [true], because khusruwant is a Per-
sian mode with many cycles that have many attacks, and many types branch
out and come out of this mode.# It is only possible to perform it properly on
Persian lutes that have narrow necks, because the thumb plays a role, namely,
by plucking the bamm string.5 It is strange and beautiful and it is among the 360
Persian modes. Falhidh used to perform one each day of the year | for the king,
and | did not repeat any type during the year. They also have another rhythmic
mode called miArjan. I have not heard anyone who can master these rhythmic
modes like a man known as al-Bar, who was quite unique in his art (sina‘a),

1 Lit, “tap”

2 Lit, “hanging ramal” In al-Tifashi the mu‘allaqg is affixed to the first heavy (thaqil awwal
muallag, suspended first heavy) (al-Tifashi, Mut‘at fol. 35; al-Sillami 138). Al-Katib says it uses
the Persian middle finger (al-Katib, Kamal fol. 180; Kh. 115; al-Katib, La Perfection 162—3).

3 This agrees with al-Tifashi, who defined the khusruwani as a lute tuning in which the bamm
string is an octave lower than the ring finger of the mathlath string (E), as opposed to the
regular tuning of the bamm being an octave lower than the index of the mathna string (G).
Al-Tifashi also defined it as a vocal prelude (nashid or isthilal) in Andalusian music that starts
with slow notes and then moves to fast notes, thus producing tarab (al-Tifashi, Mut‘at fols. 32—
3; al-Sillami 107, 133).

4 Lit, “from type to type.” This is similar to the types; that is, the melodic modes mentioned
above in n. 3, p. 74 act as differentiae to the rhythmic modes which are the genus.

5 Ibn al-Tahhan does not specify whether it is the left or the right thumb that plucks the bamm
string. Of course, either one is possible, but since he mentioned that it is possible only with
lutes that have narrow necks, then it may well be that it is the left thumb that does the pluck-
ing.

6 Al-Tifashi quotes Ibn al-Tahhan about this matter, but not verbatim; he has al-Baz instead of
al-Bur (al-Tifashi, Mut‘at fol. 72; al-Sillami 192).

© GEORGE DIMITRI SAWA, 2021 DOI:10.1163/9789004465497_104

104a

ZY 113



104b

266 CHAPTER 19

although I have heard a number of them [performers]. This is what I under-
stood regarding this chapter.

As for al-tarkhani,” Abu 1-Hasan b. al-Shamiyya used to perform al-ramal al-
musarra/® using a bit of imala® in it; he got away (gharaba) with it in front of
ignorantlisteners and he would say, “This is the tarkhani.” It could be that Ibn al-
Tarkhan claimed it and Ibn al-Shamiyya believed it. The amir Nizam al-Dawla
b. Azadruh came to me and mentioned him. I told him the real story,!° and as
aresult he was astonished and recognized [the fault]. He was a knowledgeable
and practicing musician, and had talent (gariha) and intelligence (dhaka’).

As for the humayri,! it is a mode used in the pandores (funbur).)? | It is
khafif al-ramal al-mahsir;'® they [practitioners] have reduced the number of
its attacks and distorted (afsada) its cycles.* They referred to it by this name,!>
and it is possible that this mode was performed in the past and that [Ishaq b.]
Ibrahim did not include it in his classification ( jannasa).16

As for khafif al-hazaj [light hazaj], it is one of the most important, extraordi-
nary (aghrab), and amazing (ajab) rhythmic modes. In a letter to master Kafur,
[an anonymous person]| mentioned a story about it, [saying] that he could only
find two men who could perform it. One of them is Ghulam b. Bastam and, as
for the other, I forgot his name. From the time I grew up until I reached middle
age, I searched and asked whomever I met—Iraqis, Syrians, Egyptians, schol-
ars, and old men and women—about it, and none could tap it [the rthythm]

7 Al-Tifashi mentions that this mode is used in songs that remind people of taverns, and that
fill them with longing for gardens, meadows, poems, wine poems, and hunting (al-Tifashi,
Mutat fol. 75; al-Sillami 195).

That is, the ramal in the compositional style of Ibn Surayj. zy 115 edits this as munsarih.
The imala is a phonetic phenomenon in which the long a tends toward long 7 and the
short a tends toward the short i, such that it sounds like an é.

10  Unfortunately, Ibn al-Tahhan did not relate the “real story,” so it is not possible to under-
stand Ibn al-Shamiyya’s mistake and the correct definition of the tarkhant.

11 The Ms has khumyari and al-Tifashi has Aimyariyya (Mut at fol. 71; al-Sillami 192).

12 The Ms adds a repetitive expression: “and set to them.”

13 Itisinteresting to note that the Aumyart is a complex of rhythmic and melodic modes: the
light ramal and the mahsiir, the latter being a melodic mode that uses the ring finger fret
of the mathna string as a tonic in the course of the ring finger fret. The same information
appears in al-Tifashi (Mut‘at fol. 71; al-Sillami 192).

14  Al-Tifashi only says that it was altered (Mut‘at fol. 71; al-Sillami 192).

15  Thatis, humyari.

16 zY 15 has ahisana (to perfect). According to al-Isfahani, Ishaq established a new system
to classify the modes and renamed them. By adopting Ishaq’s system, al-Isfahani in effect
rendered the old system and names obsolete (KA I: 4, v: 269, X: 96; Sawa, Rhythmic theories
42-8).
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(awga‘a).r” Al-Sharif Abu 1-Qasim al-Rassl used to say that if the hazaj has
six attacks, how many would its light have? But this is wrong and shows lit-
tle knowledge on his part. I wonder if he thought that each light version of a
[heavy] rhythmic mode just has fewer attacks?'® I asked Ibn al-Huwayla and
his family | about [the light 4azaj] and they did not know it. I asked | Ibn al-
Shamiyya and Nasira about it and sent suggestions to them in person and by
message, but they did not know it. In [Ibn] al-Za‘farant’s treatise, I found that he
mentioned it and its characteristics. I tapped [the rhythm ], measured it accord-
ing to its origins, and copied it. I then sang a number of songs in that mode, but
did not allow myself to spread them because of the lack of fairness among the
masters of this art.!®

17  Itisvery odd that such a famous rhythmic mode was forgotten in all these countries.

18  Ibn al-Tahhan is correct here, what differentiates a light from its heavy is not the number
of attacks but its tempo.

19  Inshort, he did not want to make them public because people would steal them.

105a
ZY 114
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CHAPTER 20

On Choosing the Proper Instruments to Fit Various
Throats [fols. 105a—105b; ZY 114]

[This short chapter deals with the choice of lutes to fit the timbre, dynamics,
and register of the singer.]

The singer who is knowledgeable is the one most entitled to choose the instru-
ment [that fits his throat]. If he is not knowledgeable, then it is chosen for
him. Thus the loud lute is good for a loud voice; the soft is good for a weak
voice; the sharp! is good for a high-pitched voice. Some lute strings sound
good and some do not; this is a defect related to | the body ( jirm) of the
lute.2

1 The word is unreadable; zy 116 correctly suggested hadd (sharp, high pitch).

2 Ibn Sina made an important remark about problems not with the quality of the sound per
se but with the pitch: if the string holder or the bridge are too high, then pressing down on
the fret from a higher position will cause added tension and a higher pitch (Ibn Sina, Kitab
al-Shifa’ 145-6).
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CHAPTER 211

Mention of the tunbur,* mizafa, rabab, mizmar,
tabl, urghun, qithara, sulyaq,’® duff, salikh,* and
kankala® [fols. 105a-106a; ZY 114-6]

[Tunbir]

It was mentioned that the first to make the funburs were the people of Sodom.
If they liked a beardless young boy (ghulam amrad), they would attract him
by playing the tunbar until he learned to play it.6 The Persians preferred the
tunbur to many other instruments, and the people of Rayy, Tabaristan, and
Daylam sang to the accompaniment of the funburs.” Al-Hasan b. al-Dabbi
mentioned that the context of the name derives from its sound [or rather
the sound of its name was made of] | tanbar (or tunbar) and bur® deriving 106a

1 For sources of illustrations of musical instruments, see n. 17, p. X111. The instruments in
this chapter include some that were not used in the Arab world: four Greek (urghun,
qithara, sulyaq, salikh); and one Indian (kankala), which was not used in Egypt, but was
used in Baghdad (ka4 X1x: 220, 246; Sawa, Music performance 150; Sawa, Musical and
socio-cultural anecdotes 55).

2 Some instruments appear in the plural form and some in the singular; for consistency, I have
written them all in the singular.

3 Itislater written as salyagq, see n. 21, p. 276.

4 Inthe table of contents, fol. 82b, this is undotted; it can be read as sanj (harp); zy 92 has sabkh
[?]-

5 The Ms has kabkaba. Ibn Khurdadhbih, Mukhtar 19, has karkalla, but it is clearly kankala as
in the table of contents, kA XIX: 220, and al-Mas‘adi, Muraj, ed. Pellat v: 128.

6 This is from Ibn Khurdadhbih and Ibn Salama but more detailed. The former said, “The peo-
ple of Sodom made the tunburs to attract the young boys” (Ibn Khurdadhbih, Mukhtar 16).
The latter said, “As for the tunbirs, the first to make them were the people of Lut (Lot). If they
liked a young boy, they would attract him by playing the tunbar” (Ibn Salama, Kitab al-Malaht
14). Al-Khuwarizmi, Mafatih 237, calls it al-tunbir al-mizani, which is the baghdadi, that has
along neck.

7 This is also from Ibn Khurdadhbih, who added that the Nabateans and the Jaramiqa sang to
the accompaniment of the ghandurat [?] and that their plucking resembles that of the tun-
burs (Mukhtar 16—7; al-Mas‘adi, Muruj, ed. Pellat v: 128).

8 The derivation is clearer in the medieval dictionaries. Lane states that it was originally from
the Persian dunba barra (or more correctly dunba barah or dunbi barah) and likened to the
tail of alamb (An Arabic-English lexicon v:1885). Al-Firazabadi mentions that it is also called
tinbar; itis Arabized from the Persian dunba barra, and likened to the tail of alamb (al-Qamis
554). The Greek pandorous (in use in the fourth century) is close in etymology and shape to
the Persian tanbir; it was also a lute.
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from barbartahi, so he called a person using it is a tanna bar and some of them
said [?]°

Mention of the lyres (mizafa)

It has been said that Sila the daughter of Lamak b. Adam!® was the first to
make the mizafa. The words ‘azf (performance) and mizafa® derive from the
word ‘azif (being averse)!? and al-Khalil b. Ahmad said that one performs to
avert the soul from grief to joy. The poet said:

“Do you not know that I am averse to love
If my beloved becomes angry with me for no offense from me.”

Mention of the tambourine (duff’)

Itis called duff as well as daff; this is the instrument that one plays with [sic].
It is said that tadfif derives from the dafif of the bird on the face of the earth, |
and it consists of the bird moving its wings, and [also consists] of its flight and
freedom (istiglal).’® The poet said:

“In her palm is a tambourine which she turns face up and down (gal-
laba)**

In the hazaj rhythmic mode, as if its powerful sound (dawi)' is that of
thunder.”

9 There is a lacuna in the text here.

10 TheMs has Labat; Zzy 117 read it as Lit. The passage is from Ibn Salama, who added that Sila
also invented the tabl, and that when the Prophet David sang and played the lyre, he cried
and made people cry. He further said that the lyre was not used by the Arabs very much,
but it was used in Yemen, among the kings of San@, Jund, Najran, Tabala, and Jurash, and
for this reason it has more than one name (Ibn Salama, Kitab al-Malahi 9, 14, 29). Pellat
corrected the pedigree of Sila, saying that she was not the daughter of Lamak, but his wife
(al-Mas‘adi, Murw), ed. Pellat v:127). For the biblical “inventors” of music instruments, see
Shiloah, Music and its virtues; for more of Shiloah’s writings on the subject, see Neubauer
and Neubauer, Arab music, 63—6.

11 The ms has ma%zafa. In al-Mas‘adi, Murij, ed. Pellat v: 128, ma‘azif (pl. of mizafa) refers
to instruments in general; in al-Khuwarizmi, Mafatih 237, it is only described as an instru-
ment with many strings and originated with the people of Iraq.

12 An explanation that relates more to sound comes from the word @zif; namely, the faint
or humming sound of the jinn that can be heard at night in the deserts; a sound heard at
night like drumming, or the sound of the winds imagined to be the sound of the jinn; the
sound of sand blown by the winds (Lane, An Arabic-English lexicon v: 2035; Sawa, Arabic
musical and socio-cultural glossary 347).

13 zY 1y edits this wrongly as istighlal (exploitation).

14  This most interesting playing technique is still found in the Middle East today.

15  zY 15 misread this as rawi (teller).
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Mention of the drum (tab!)

It was mentioned that the first to make the drum was Sila the daughter of
Lamak.1® Its name derives from its sound, like naming the cat (Airr) because
of its mewing sound (harir), and [naming] the sand grouse (gata) from its cry
(siyah). The poet said:

“How pleasant is our night being entertained by a pretty girl entertain-
ing us with a thing that has

Two heads in one body'”

As if its sound, in the ear of the listener, is imagined as coming out of

Of the mouth of a chewing lion.”

Mention of the wind instruments (mazamir)!®

It was mentioned that the soft and loud oboes (mazamir), soft oboes (nayat),
and other wind instruments were made by the Israelites. | Poets compared the
sound of the nay to the throat of David.!® And poets said the following about
the nay:

“A black [instrument] in the palm of a slender and shapely woman?2°
A poor?! [instrument] with an unappreciated nature

It answers the melodies of the voice

Without having a tongue or throat

If you entrust her secret with it?2

It will be easier?3 for it to divulge it.”

16 Seen.10, p.270 about her being the wife and not daughter. The information in this passage
is almost verbatim from Ibn Salama, Kitab al-Malahi 14. In Ibn Khurdadhbih, Mukhtar 16,
Tabal the son of Lamak created the tabl.

17  Thisrefers to the hourglass-shaped double-headed laced drum (Sawa, Arabic musical and
socio-cultural glossary 279—-81; Sawa, Musical and socio-cultural anecdotes 53, 249).

18  Even though the title has mazamir (soft or loud oboes), from the first sentence it is clear
that all wind instruments are intended.

19  This is almost verbatim from Ibn Salama, Kitab al-Malahi 15.

20  Majdiila also refers to a woman with a small belly and compact form (Lane, An Arabic-
English lexicon 11: 392).

21 The text has zari (poor) but al-Tifashi has badi* (marvelous) and attributes the poem to
Abu ‘Uthman al-Najim or Ibn al-Mu‘tazz (al-Tifashi, Mutat fol. 116; al-Sillami 263). Klein
has latif (thin) and attributes the poem to Ibn al-Mu‘tazz (Klein, Musical instruments 66).

22 zYuj edited this as, “his secret with her”

23 The text has aysar (easier) but Klein and al-Tifashi have ahsan (better) (Klein, Musical
instruments 66; al-Tifashi, Mut‘at fol. 16; al-Sillami 263); the previous verse is missing in

both.
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Another poet said:

“The one playing the nay and endowed with a radiant color?+
Beloved are her eyes and flirtation?3

As if she is kissing her child

Born out of adultery with a black man.”

Mention of the organ (urghun) |
It originated with the Greeks (Ram), it has sixteen strings and its sound |
spreads far.26

24

25

26

The text has lawn (color) but Klein and al-Tifashi have wajh (face) and attribute the poem
to Ibn al-Mu‘tazz (Klein, Musical instruments 55; al-Tifashi, Mut at fol. 116; al-Sillami 263).
Klein interprets this verse as, “Coquettish, beloved by all who look at her” (Klein, Musical
instruments 55).

This is verbatim from Ibn Khurdadhbih (Mukhtar 19; al-Mas‘adi, Murij, ed. Pellat v: 128;
al-Mas‘adi, Murwj, ed. Barbier/Courteille viIr: g1—2). Ibn al-Tahhan then adds a redun-
dant phrase, “And it is made by the Greeks (Yanani).” A few lines later in al-Mas‘adj,
it is mentioned again as urghanun, having bellows (minfakh) and ironwork (al-Mas‘adi,
Muruj, ed. Barbier/Courteille vii1: 92; Farmer, The organ of the ancients 58; rpt. 398). In
al-Khuwarizmli it is spelled urghaniin, and defined as “an instrument of the Greeks and
Byzantines, it consists of three large Buffalo hides joined together, with a large hide set at
the top of the middle hide, then brass pipes set into the latter hide. The pipes have holes
according to known ratios; and out of [these holes] come beautiful, emotive, and tarab-
causing sounds in whichever way the player wishes” (Mafatih 236; Farmer, The organ of
the ancients 59—60; rpt. 399—400). This short passage is elaborated below in the writings
of Ibn al-Tahhan and more importantly in the writing of Miristus.



[Al-Tifashi’s Chapter 34: The Characteristics of the
urghanin Copied from Ibn al-Tahhan’s Treatise. |
[ Mut ‘at fols. 75-80; al-Sillam1 197—200]

[Al-Tifashi has an additional chapter on the organ, which he describes asa wind
instrument; this came from Ibn al-Tahhan’s treatise.! It either came from a more
complete copy of that treatise, or from another treatise that has not come down
to us. The passage quotes Miristus as the author, but Ibn al-Tahhan’s quoted
passage is obscure and missing information from Muristus’ original passage as
translated by Farmer.? The obscurities and omissions appear in the footnotes.
Interestingly, four or even twelve players can play this instrument at the same
time. ]

Yaristus® said, “The instrument called urghanin consists of three thick tanned
(madbugha) hides (zigq)* not covered with resins or pitch (ghayr muzaffat);
these are joined together [by means of brass pipes]. On the side of each hide
four holes are perforated,® the first of one size, the second double the size of
the first, the third | triple its size, and the fourth quadruple its size.6 They [the
hides] are then connected and tied together by means of brass pipes set tightly
into the holes so that no air will escape from them. The openings ( fam)7 of the

1 Al-Sillami confirms that this chapter was indeed copied by al-Tifashi from Ibn al-Tahhan,
because it is about the urghanin as a wind instrument, it is similar to his writing style, and it
is a related story about the organ of the caliph al-‘Aziz bi-llah with whom Ibn al-Tahhan had
a close connection.

2 For a translation of the Maristus’ passage in the British Museum Mms, see Farmer, The organ of
the ancients 63—71; rpt. 403-11.

3 Farmer thinks it is more likely to be Muristus (Two eastern organs, 30; rpt. 38).

4 This is a hide taken from the part next to the animal’s neck; the animal hair is clipped and
not plucked. It is used as a receptacle for wine, vinegar, and butter (Lane, An Arabic-English
lexicon 111: 1238).

5 The first and third have four holes, but the middle one has eight holes, four to connect it to
the first and four to connect it to the third. See Farmer, Two eastern organs 64; rpt. 404; for an
illustration, see p. 71; rpt. 411.

6 The dimensions of the holes follow the same symbolic sequence of the Pythagorean tetractys
(Barker, Greek musical writings: 11: 28) (1+2+3 + 4 = 10) which is also found in al-Kind’s strings
and fret thicknesses (Risala fi [-luhuin 123, 15, see also p. 219. This information was kindly
given to me by Eckhard Neubauer in a private correspondence). In Miristus there is also the
possibility that the left hide has holes that are smaller or larger than those of the right hide
(Farmer, Two eastern organs 65; rpt. 405).

7 Lit., “mouth.”
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two outer hides are closed,® and a brass pipe is set tightly into the opening of
the middle hide.® Then one looks at the hides and makes four equally separated
holes in the face of each [hide] and sets the brass pipes!© in each of them | and
sets narrow holes below the pipes [?]! [in the three hides] and sets holes in
the pipes that are attached to the three hides.> One must blow a little bit and
delicately, then evaluate the sound coming out | of the three hides. If they are
equal, then the middle pipe of the first hide!® is opened and the mode called
Phrygian is measured.!* Whoever listens to it will become sad, he will become
calm, and he will fall asleep.

If you want to blow to produce a sound that inspires courage, then open the
pipes of the second hide,'> which is high-pitched, and set it to the mode called
Masitaris [?]. Only a person with a powerful throat and larynx can sing in this
mode, and whoever listens to it will become courageous and fight well in [what-
ever] terrible situations he is facing, his character will change, his defense and
pride will be powerful, and he will feel a powerful force within himself.

If you want to hear something pleasant that causes tarab then open the holes
of the third hide,'® which has the highest pitch. Let him evaluate the sound and
sing in the maliyar mode. At this point the character of the listener will move
toward pleasure, so that he will lose his mind |; it will become scattered and
perplexed.

In Maristus it is sewn (Farmer, ibid. 64; rpt. 404).

This is where the player blows. In Mristus, however, this pipe is set into a small hide and
into the hide four pipes are set so that four players can blow at the same time (Farmer,
ibid. 67; rpt. 407). In al-Sillami (199) it is clear that players blow into more than one pipe
(see below). And in al-Khuwarizmi above, there is also mention of a fourth hide (Mafatih
236).

10  In Muristus these brass pipes are the same width as the lateral pipes that join the three
hides; they stand vertically, projecting from the face of the hides (Farmer, ibid. 66; rpt.
406).

11 This does not occur in Maristus (Farmer, ibid. 66; rpt. 406).

12 This obscure sentence is clarified in Maristus: the holes in question are the open ends of
the vertical pipes, and into these open ends, reeds are inserted. Then, stoppers are inserted
into the middle of the vertical pipes; these stoppers should be firm and dry, and are opened
or shut to change the sound (Farmer, ibid. 67; rpt. 407).

13 In Maristus this reference is to the second pipe of the second hide, the upper one of the
first hide, and the fourth pipe of the second hide (Farmer, ibid. 66—7; rpt. 406-7).

14  This mode and the other below do not occur in Maristus.

15  InMauristus this reference is to the first pipe of the first hide, the second pipe of the second
hide, and the third pipe of the third hide (Farmer, ibid. 68; rpt. 408).

16  InMauristus this reference is to the second and third pipes of all the hides (Farmer, ibid. 68;
rpt. 408).
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If you want to weaken the souls of the listeners and cause them to fall down
and deflate their powers, then open the high holes from the three hides, as well
as [the holes] opposite the high ones.!” The people blowing should have their
ears blocked, otherwise they will be affected in the same way others are. | This
is [true] because if the sound is set to the nilawus mode, the listeners will be
affected by what resembles death and the sound will almost cause them to lose
their power and it will weaken their souls.

One person can blow into this instrument, or [he can] be joined by two or
three [others];!® accordingly, the sound will be great or small, and the more
players there are the more effective it is.

The one constructing this instrument should mark the pipes with letters to
know which note he is dealing with.

The players should watch each other while blowing into this instrument, so
that the blowing does not differ from player to player.

The holes of the pipes should be large to start with | to allow for more or less
enlargements [?].

When blowing, the players blowing into the middle should rely on those
playing the outer ones and vice versa.

If you want to hear the twelve notes (fanin)'® with one blow, or if you want to
learn how the sounds are put together, then [make sure] that the players blow
in a similar manner according to the arrangements of the pipes as suggested
and as described, and let their blow be staccato-like (mujazza‘ musahham).”?°

Ibn al-Tahhan said, “One day during the time of our master al-‘Aziz bi-llah,
may God sanctify his soul and bless him, a Byzantine man arrived and con-
structed a pleasant urghanin. He worked hard at it and spent a lot of money,
but it did not work [for people to play it]. It is now left unused in the treasury.
When it [had deteriorated such that it] was almost unusable, they sought some-
one to play it, but they only found Abu ‘Ali I-Husayn b. al-Jazzar | the singer. He
was old by then and they rewarded him with money and clothing, and when
the instrument stopped functioning, he kept his rewards [anyway].”

Al-Tifashi, the writer of this book, said that the urghun is now played in
Byzantium, but only in their festivities and during prayers, and they do not
allow it to be used for entertainment.

17  Thismeans the three bottom ones; it agrees with Maristus (Farmer, ibid. 68—9; rpt. 408—9).

18  Muristus states that four or even twelve people can blow into the instrument (Farmer,
ibid. 67, 69; rpt. 407, 409).

19  This may refer to the twelve notes that come from the twelve vertical pipes.

20 Lit., “broken and arrow-like.”
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Mention of the sulyaq
The sulyaq is made by the Greeks (Ram); it has twenty-four strings; [ the word
sulyaq] means one thousand sounds.?!

Mention of the githara
The githara also belongs to the Greeks; it has twelve strings.22

Mention of the rabab

Itis also among the Greek instruments, and also called /izra. It has three, four,
five, or six strings.?3 It was also mentioned that it is from Sind.2*

[Al-Tifashi copied the first two sentences from Ibn al-Tahhan and mentioned
that he got his information from him. He does not mention that the liara is from
Sind; he has a large paragraph about the rabab quoted from Ibn al-Tahhan. The
paragraph does not appear in the present manuscript. Al-Tifashi likely had a
more complete copy at his disposal. Here is his text:2%]

“The characteristics of the rabab from the book of Ibn al-Tahhan.

The rabab belongs to the Greek instruments, and they call it the lura.26 It
was said that its origins go back to Sila, the daughter of Lamak.27 It is of many
types: some have one string; some have two equal strings;?® some have three
strings: mathna, zir, and mathlath and this is the best one. Some people use

21 The Ms has salyag, but fol. 105b has the correct sufyaq. Farmer has salbaq (The science of
music 2; rpt. 454); Ibn Khurdadhbih, Mukhtar 19, and al-Mas‘adi, Muraj, ed. Pellat v: 128,
have salyant; al-Khuwarizmi, Mafatih 236, has shalyaq. The information is verbatim from
both Ibn Khurdadhbih and al-Mas‘adi; al-Khuwarizmi only mentions that it is a Greek
stringed instrument resembling the jank (harp).

22 This is verbatim from Ibn Khurdadhbih, Mukhtar 19, and al-Mas‘adi, Murij, ed. Pellat v:
128. Al-Khuwarizmi, Mafatih 2367, calls it gitara and says that it is a string instrument
that resembles the tunbir. In modern Egypt it is called simsimiyya and has five strings or
twelve like the githara above.

23 Thisis almostverbatim from Ibn Khurdadhbih, Mukhtar 19, al-Mas‘adi, Murw), ed. Pellat v:
128. They mention only five strings and say that it is made of wood.

24  Al-Khuwarizmi, Mafatih 237 mentions that it is used in Persia and Khurasan.

25 Al-Tifashi, Mutat fols. 80—2; al-Sillam1 201—2.

26  In al-Khuwarizmi, Mafatih 236, it is written as lir (lyre); he says that it is the Greek word
for harp (sanj). A few lines later, al-Tifashi clearly mentions that it is a bowed instrument,
and thus not plucked. The original confusion must have come from Ibn al-Tahhan, who
said that it was a lyre.

27  The text has Lanka, see also n. 10, p. 270 about her being the wife and not the daughter.

28  Thislikely means that they have the same thickness and density, but are tuned to different
pitches.
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double strings, so we get six strings, but this rarely works out well. But it would
work if we use five strings: two zirs, two mathnas, and one white one, which
is the mathlath;?? this is because the neck is too narrow to accommodate six
strings. If [the neck] were made wider, it would not fit [the instrument]. The
best wood to use is the jujube (‘unnab), or the teak, or Indian oak (saj), or the
ebony (abinus), or the old red mulberry (¢ut). One needs to carve out its neck
without splitting or splintering it (tashziya). Once carved, one puts a properly
fitted leaf [of wood] (safha) over it, as this is an essential prerequisite [for a
good sound].30

Rarely does one find a person who performs (awga‘a)®! it properly and beau-
tifully, though it is an instrument that causes much tarab in the hands of a
skilled and knowledgeable performer who can play ( jarra)3? the heavy rhyth-
mic modes (thagil) and their cycles (dawr) according to musical laws, and sing
songs of well-proportioned divisions.33

As for what people listen to [today], it is different from the above qualities,
and most people say:

“Lute [associated with] a king
Tunbir and young boy
Mi%afa and soldier

Rabab and stableman.”

This is not the [nice] rabab I mentioned but an instrument made of bamboo
(gasab) with one string; it hardens the hearts and interrupts the tarab.”34]

29  White refers to a silk string (Kanz al-tuhaf fol. 181), but this is at odds with al-Kindi who
says that the mathlath should use gut. Al-Kindi is correct since the gut is used for lower
frequencies (bamm and mathlath) and silk for higher frequencies (zir and hadd) (Risalat
al-Kind fi-l-luhiin 15-6).

30  The rabab in the anonymous eighth-/fourteenth-century Persian Kanz al-tuhaf (Trea-
sure of rarities) is called ghichek is made of hardwood, such as almond or walnut (or
ebony, which is best), for its neck. The instrument has two strings, and a metal bowl with
parchment over it (fols. 174a-174b). In the anonymous eighth-/fourteenth-century Egyp-
tian Kashf al-humiim, fol. 293, it is definitely a bowed instrument.

31 Lit., “tap.”

32 Lit, “to pull, to bow;,” so it is very likely that the rabab here is a bowed instrument.

33  This means that each poetic foot is set to a rhythmic subsection or division. See the musi-
cal example on p. 25 and Sawa, Musical and socio-cultural anecdotes 37; Sawa, Arabic
musical and socio-cultural glossary 59—60, 412—4.

34  Itis not clear what this instrument really is. It may be a bowed instrument with a body
made from a bamboo stick.
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[Earlier al-Tifashi also mentioned two types of rabab: Andalusian and east-
ern, but he did not elaborate on their differences].35

Mention of the salikh
The salikh belongs to the Greeks; it is made from the calf skins.36 It has
known measurements (hisab), | and playing it is wonderful, as has been said.3”

Mention of the kankala
It comes from India; it has one string stretched over a long gourd-shaped
box. It acts like a lute (gama magam),3® but I have not seen it yet.
35  Al-Tifashi, Mutat; al-Sillami134.
36  This sentence appears verbatim in Ibn Khurdadhbih, Mukhtar 19, and al-Mas‘adi, Murwj),
ed. Pellat v: 128, except that salikh is written as silinj.

37  Itisnot clear what is meant by measurement.
38 Lit., “replaces.”



CHAPTER 22

On Which Particular Genuses of Modes Should be
Used in Which Types of Melodies; Modes Used
Plainly (sadhij) without Mixing (tamzij) and
without Moving [from One to Another| (tangil)' are
Unpleasant and Do Not Cause tarab’

[fols. 108a—109a; ZY 116—7]

[In this last chapter Ibn al-Tahhan deals with modulations and the faulty the-
ory of the character of the melodic modes. He finds this topic extraneous and
unusual, and used it to conclude his book.]

The excellent singer should mix, going from melodic mode to melodic mode
but not going from rhythmic mode to rhythmic mode (wazn). | Thus, he mixes
the mazmum with the mahmal and vice versa, the mutlag with the mazmam,
the mutlaq® with the mahmul,* the mahsur® with the mazmam, | and vice versa.
Use shadharat (yushdhar) with tasrij® in the [right] places and use the tajnib
and tamkhir” in the types that befit them.

What befits the first heavy are poems?® of pride ( fakhrt), bravery (najdr), and
what moves the soul toward courage (shaja‘a) and dresses (albasa)® them with
pride (anafa), what moves the soul to be concerned with defense (hamiyya),
anger (ghadab), and power (qudra).1

zY has taqabbul (acceptance) which does not fit the context.
2 In the table of contents, fol. 82b, the title is shorter: “Which particular genuses of modes
should be used in which types of melodies and their mixings.”

3 I used the verbal noun mutlag instead of the verb yutlaq for consistency with the contents
of the paragraph.

4 The Ms has the redundant and incorrect mazmum; zY 117 correctly edited it as mahmil.

5 I used the verbal noun mahsir instead of the verb yuhsar for consistency with the con-
tents of the paragraph.

6 He likely means that one should use shadharat while composing in the style of Ibn Suray;j.

7 The Ms has takhmir.

8 In this entry, and the next four, al-Tifashi uses melodies instead of poems (Mut‘at fol. 73;
al-Sillami 193—4).

9 Al-Tifashi has aksaba (gain) (Mut‘at fol. 73; al-Sillam1193).

10  Al-Tifashicopied this information almost verbatim and adds that the first heavy is a strong
mode (Mutat fol. 73; al-Sillami193).

© GEORGE DIMITRI SAWA, 2021 DOI:10.1163/9789004465497_108
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For the mazmum one uses poems with themes of generosity (karami),"!
power, and domination (sudud), honor (sharaf al-himma), compassion
(rahma), desire (shawq), and tenderness (rigga).1?

For the mahmaul one uses poems that move people toward farab, morning
drafts (sabuh),'® activity (nashat), pleasure (ladhdha), and gaiety (inbisat).

For the mahsur one uses poems with themes of sadness (shajr), and themes
that stir a person to remembrance (tadhakkur) and longing (hanin).1*

For the mujannab one uses poems with themes of sadness (hazin), ele-
gies (marthiya), lamentations (nawh), agony, and mental distress (tafajju‘),
[unfulfilled] expectations (tawaqqu‘), and what befits worries (hamm), anguish
(jaza“), and mention of separation.!>

For the hazaj one uses what makes souls dance and makes one desire beau-
tiful women (ghaniya) |, prompts one to continuous amorous relations (muwa-
sala), harmonious unions (¢tilaf), and faithfulness (wafa’).16

The mumakhkhar is used [in poems about] intimidating (tarhib) [the lover
who broke a] promise, blood revenge, battles (wagi‘a), hatred (hagida), and the
like.1”

As for the melodic modes with the wusta, one uses poems that command
good character, clemency (hilm), patient endurance (taghadin),'® [those]
thanking God for one’s wealth, keeping a secret, and the like.1?

This chapter is extraneous and unusual, and for this reason we have used it
to conclude our book.

11 Inal-Kindji, generosity is the character of the first and second heavy; this character makes
them proper for use at the beginning of the day. Generosity is also the nature of actions
associated with the mathna string (Sawa, Rhythmic theories 546, 609).

12 The last three are missing in al-Tifashi (Mut‘at fol. 73; al-Sillami 193).

13 This is missing in al-Tifashi (Mutat fol. 73; al-Sillami194).

14  Instead of longing, al-Tifashi has “gain affection” (Mutat fol. 73; al-Sillami194).

15  Al-Tifashidoesnothave “elegies, agony and mental distress, expectations, and separation,”
but he adds “regrets and stillness of the soul” (Mutat fol. 73; al-Sillami 194).

16 Al-Tifashi follows a different tradition: the hazaj causes one to dance, stirs and moves the
emotions, removes the veils of modesty, and facilitates dissoluteness (Mutat fol. 74; al-
Sillami1gs).

17 Al-Tifashi follows a different tradition: the mumakhkhar sharpens the mind, clears the
brain, sharpens the moods, stirs one to focus on minute details, and causes a person speak
words of wisdom (Mut at fol. 74; al-Sillami 194).

18  zyuy edited this as tafadin.

19  Al-Tifashi follows a different tradition: the wusta distracts a person from every other art,
preoccupies one’s nature with tarab and does away with worries, and incites one to a
morning and night draft (Mutat fol. 74; al-Sillami 195). He then adds his opinion about
the musarraj, mukhalif, ramal, and modes used in tfunbiir compositions; these are missing
in Ibn al-Tahhan (Mut‘at fols. 73-5; al-Sillami 194-5).
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The book Encompasser of the Arts and Consoler of the Grief-Stricken is now com-
plete.

Praise be to God, our patron and protector, who bestows blessings on every
freeman and slave.

God bless [our prophet] Muhammad and his companions and grant them
salvation.

For us God suffices, and He is the best disposer of affairs.2°

20  Quran 3173.
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Appendix: Ibn Khurdadhbih’s Passage Quoted by
al-Tifashi

The number of types of dances, nations, and regions that created them

Ibn Khurdadhbih'’s passage!

“Ibn Khurdadhbih mentioned that the dances of the Persians (Furs), the
people of Khurasan, Rayy, Tabaristan, al-Jibal, and al-Ahwaz are in the hazaj
and khafif rhythmic modes. And he said that the best Persian dances are the
camel (al-iblr) [type].

For Upper Egypt (al-sa’id), it is the continually moving (mura“aj)? light
(khafif) dance.

The people of Marw have nice dances, as do the people of Yemen.

He3 said that the fastest (awda‘) dances are those of Damascus (al-
Sham).4

As for the dances of the people of the Hijaz, they are in the light and heavy
ramal rhythmic modes. The Medinans are the best. [Some of their dances]
include walking [while playing] the daffafa and the fubul.5 They also have the
Kuafi dance.

1 This must have been from a book that is now lost because his extant Kitab al-Lahw does not
contain this information. Of his prolific and diverse writings, Kitab al-Nudama’ wa-l-julasa’
(Book of the boon companions), or Kitab al-Sharab (Book about beverages) seem to be the
source of this passage (Ibn al-Nadim, al-Fihrist 182—3; Shiloah, The theory of music 193—4).
These two sources may also have been used by al-Mas‘Gdi in Murij (ed. Pellat v: 126—31) for
the oration of Ibn Khurdadhbih in front of the caliph al-Mu‘tamid, and for his discussion of
instruments and their geographical distribution, caravan songs, tarab, the attributes of a good
singer, and Persian and Arabic modes.

2 This can also mean agitated, enriched, numerous, flashing continually (Ibn Manzar, Lisan
1669; Steingass A learner’s 420). Al-Tifashi, Mut‘at; al-Sillami 277 defined it further as trem-
bling, violently agitated.

3 That is, Ibn Khurdadhbih.

4 This can also refer to Syria. The word awda‘ can also mean participating actively, and may
imply group dancing.

5 Tubul is the plural of tabl. Ibn Salama mentioned two types: kabar and kiba; the first has
one membrane only, and the second is a double-membrane laced drum, shaped like an
hourglass (Ibn Salama, Kitab al-Malaht 27; Sawa, Arabic musical and socio-cultural glossary
279-81; Sawa, Musical and socio-cultural anecdotes 53, 460). The daffafa is a type of tam-
bourine (k4 v11: 60; Sawa, Arabic musical and socio-cultural glossary 138; Sawa, Musical and
socio-cultural anecdotes 52—3, 386, 442). KA has many anecdotes illustrating musicians walk-
ing while playing the tambourines: “The caliph al-Walid b. Yazid walked while playing the

© GEORGE DIMITRI SAWA, 2021 DOI:10.1163/9789004465497_109



APPENDIX: IBN KHURDADHBIH'S PASSAGE QUOTED BY AL-TIFASHI 283

The people of Marw have a dance that they call ‘pounding the safflower’
(daqq al-‘usfur). It is thus called because of its resemblance [to pounding]; it
is in the makhuri and the second light heavy rhythmic modes.® He said there
are no dances in the two heavies at all.”

The people of Rayy have the hobbyhorse dance (kurray).8 The first to take it
up was Kurduk, the sister of Bahram Gur.® When she married Kisra Abarwiz,
she made Bahram the horseman because he wore the crown and asked for the
kingship, and also because among his people there were no manly women, so
she took it up.

And the people of Tabaristan have the colt (kurra) dance.1”

Dancing (la‘ib)" over the horses’ back is known in India and it is among their
wonders.

Dancing (la‘ib) with ropes is common among the people of China.”

Here ends what I have copied from the writings of Ibn Khurdadhbih.

tambourine in the manner of the people of Hijaz” (1x: 274-5); “Al-Gharld took the tam-
bourine, threw it up in the air and walked slowly in a way that was unmatched” (11: g01;
Sawa, Musical and socio-cultural anecdotes 245-7).

This is redundant because the second light heavy is also called al-makhart.

That is, the first and second heavy.

Seen. g, p. 257.

Kurduk was better known as Gordiya or Kurdiya, and Bahram Gur was a Sasanid king (r.
420-32).

10  Seen.8above.

11 Lit, “playing”
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153;
al-Sillam1
279






Glossary

The words in this glossary are those used by Ibn al-Tahhan. For additional or contradic-

tory meanings in other sources, please refer to such terms in the index.

abahh husky voice (see also bahah)

adab good behavior; belles-lettres

ad‘afa to sing an octave higher (see
also tad'if)

‘addala l-awzan to scan the poetic
measure

afa shortcomings (in vocal perfor-
mance)

afsada

cycles)

to distort, spoil (rhythmic

agharr  (voice with) charm, beauty,
and notes

aghrab extraordinary (rhythmic
mode)

ahfal
mance)

ahl al-hazl

ahlal-tarab musicians and singers

lack of abilities (in perfor-
comedians

ahla most beautiful (voice)
ahsan best (voice)
‘ajab wonder
ajab amazing (performance, compo-
sition)
ajashsh loud husky voice with rich,
abundant notes and ample sound
‘ajuz  second hemistich
ajza’ (pl. of juz’) poetic feet, poetic
divisions
akhann voice of a person with
a blocked nose (see also khu-

nuna)
akhfaha most concealed (attack)
akthara naghaman (voice) filled with
many notes

ala musawwita vocal instrument,
voice

(al-)alat al-haziqa soft sounding
stringed-instruments

albasa

alha

‘alin loud; high-pitched (voice)

to clothe a poem with music
to entertain

‘alla  to damage (the voice) (see also
lla)

almasa to sense (correct perfor-
mance)

alga ‘ala  to transmit orally, teach

‘amal musical sound, performance

‘amalt  practical art

amlas moderate, clear voice with few
ornamented repetitions

‘amud  basic constituents of the rhyth-
mic modes, i.e., in their metrical
forms

to contend with difficulties (of
melodies)

anf higher bridge of lute at the inter-

section of the neck and peg holder

‘anaya

angar (irregular pl. of nagra) pluck-

ing of percussion instruments

(al-)agra‘al-tamma complete pluck-
ings
‘arid impediment (in the senses to

perform properly)
‘arif aperson knowledgeable (in
music)
‘arud  prosody
- ‘arud al-ghina@’  durations and mea-
suring of notes
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aryahiyya to be generous, relaxed, and
happy (as a result of tarab)

asas

asfa

ashba‘a to fully ornament (see also
tashbi)

asl prosodical meter; foundation (of

basis (of teaching)
clearest (voice) (see also safa)

teaching); root, origin (see also usul)
teeth
aswat (pl. of sawt)
atraf (pl. of tarf)
atrasha to mute

asnan
see sawt
see tarf

awda“ fastest dances from Damascus

awga‘a to tap the rhythmic mode; to
sing
‘ayn  circle carved out of the face of

the lute

‘azf performance

‘azif  the faint or humming sound of
Jjinn, heard at night in the desert;
sound heard at night like drumming,
or the sound of the winds imagined
as the sound of jinn; the sound of
sands blown by wind

azlama
murky

‘azuf being averse (see also mizafa
and ‘azf)

baghdadi

baha@’ beauty

bahah hoarseness (see also abahh and
buhuha)

to be out of breath

a dance from Marw, al-Ahwaz,

(throats) becoming dark and

a dance from Egypt

bahara

balawt
Samarqand

bamm first and lowest string of the
lute

banjak pegbox of the lute

barbaj

bat)

door of paradise (see also bar-

GLOSSARY
barbarah a coarse and fast sound (see
also barbat)
barbat atype of lute that is long and
thin and looks like the shabbut fish
(with a long thin tail, small head,
and wider middle), or akin to the
Greek balance known as garastin
(that has a long arm and weight at its
end)
barbath
basit measured music
bastt

made up of notes and poetry; notes

see barbat
type of unmeasured melody

and rhythms from instruments
batr
batr
tion or cadence without getting off
rhythm
clarity

(voice) conflicting (with

slow

cutting off the end of a long sec-

bayan

bayana
strings)

bayyin clear and apparent (attacks)

binsir ring finger fret at 408 cents from
the open string; melodic mode that
uses the ring finger fret as a tonic in
the course of the ring finger fret

birkar

bisat tonality

bitana retinue

buhitha husky voice (see also bahah)

buka’

tions

divider, compass

crying, imitated in the lamenta-

bur see tunbur

busut and bust (pl. of bisat)

da“afa to add additional ornaments
(see also tadif)

daff tambourine, also known as duff

daffafa

daghdagha

see bisat

tambourine
continuously touching
the strings with the fingers
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daif weak (attack)

- da'if al-yadayn weak hands, weak
performer

da’ll faint (singing because of lack of
air)

dakhala
required to penetrate loud noise or

to penetrate (as a voice is

loud instruments to be heard)

dakk stamping the ground while danc-
ing

dalil al-ma‘rifa  guidance to knowl-
edge (regarding composition)

daqiq soft, fine, thin, delicate (voice)
(see also digqa)

daqq al-‘usfur
flower”; this is a dance from the Hijaz
and Kufa

daraj

lit., “pounding the saf-

see idraj

darb playing, plucking; instrumental
introduction; corporal punishment
(see also istiftah fi -darb)

dartb

dars

da‘ufa

dawt

instrumentalist
musical practice
(voice) becoming weak
powerful sound
dawr rhythmic cycle, two cycles make
up a rhythmic mode
dayyiq narrow (throat; space, useful
for the voice)
dhahib

remaining in the ears

(voice) penetrating and

dimam rhythmic gradation or speed-
ing
dig  the narrowness of canals leading

from the lungs

digga thin, high pitch; delicacy, accu-
racy, subtlety (of melodies) (see also
daqiq)

duf weakness (of performer)

duff tambourine, also known as daff

287
dunba barra tail of alamb (see also
tunbur)
fadila honorable virtue
fadl
lence
Sfalak

al-falak al-a‘zam

subtlety, sophistication, excel-

star (see also misigagiya)

the highest and
greatest celestial sphere; in Arabic
astronomy it was the eighth sphere,
held by the fixed stars

Jfam mouth; opening of a pipe

far<  derivative of the prosodic meter
(asl)

farali
Egypt

fasada

fasaha

fasil

Sasil

Sfasila

fasl

of sections and partitions in speech

young hyena-like dance from

to become corrupted
eloquence
ignoble
solo singing
separator between two cycles
section; separation of notes; end

and poetry

fatq breach (of the throat from the
sound of the strings) and poor into-
nation

fatra vocal sounds hardly heard at the
end of sections or melodies

firstheavy its metrical form is made
up of six attacks plus the attacks of
passage and support: 4/2 | JJJ 1111 ]|
its modal formis | JJo[JJ. |

first light heavy  its metrical form is
al4 s3I0
its modal formis | JJJIJJJ|

fudul al-nagham

Furs

excess of notes
Persians

ghalz  thick voice
ghaluza (throats) becoming thicker

and more coarse
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ghamza soft or weak attack; soft notes
that occur at the end of sections or at
the end of melodies

ghara partial melodic theft

gharrama to desire (to sing one’s own
version)

ghazal love

ghilz
ghaliz)

thickness, low pitch (see also

ghina@ singing; vocal composition

ghulam slave boy or mature slave who
served as cupbearer, waiter, messen-
ger, male lover

- ghulam amrad beardless young boy

ghunna half nasality, singing an
unvowelled n

hadd high-pitched (note, voice); fifth
string of the lute (also known as zir
hadd)

hadd al-maqta‘  clear cut musical sec-
tions and divisions

hadda

hadr

haka

hala
passage)

halawa beauty and grace (of voice)

hallala

and lawful

to delimit
see hathth
to resemble (voices)
to circumvent (a difficult vocal

to make (singing) permissible

halgq throat and pharynx

haml carrying a load; it may mean a
slow tempo

hamza (use of) glottal stops (in some

notes of the song, it is very agreeable)

hanak palate

hanjara larynx and throat
haraka action
harami  type of melody made up

of poetry, notes, and rhythmic
modes

GLOSSARY
harrara to compose
hasan beautiful
hasara to surround, enclose (the dura-
tion by means of two attacks)

hasr modulation from mahsur
melodic mode to mazmiim or
mutlaq mode or others; rhythmi-
cally it may mean confining notes,
and putting them very closely
together

hathth faster tempo; acceleration; also
known as hadr (see also sura)

hazaj its metrical form is made up of
four attacks plus the attacks of pas-
sage and support: 6/8 | > DD DD DD D
200D
its modal formis | 2D DD IS DD D]

- light hazaj it has the same pattern
as the hazaj, but faster

hazigq (voice that) spreads all the way

and does everything conceivable

hazza shaking the note; vibrating the
string
hidda acuity; distinctiveness

hidhq  skill

hijama  girls’ breast development

hikaya transmission

hiss sensory perception; sense of hear-
ing

huda’
type of singing in the style of recita-

a caravan song that consists of a

tion but with a bit of tatrib (causing
tarab), ornamented repetitions, and a
raised voice; it is less refined than the
rukbant
hulla  garb (of melody)
humyart  a complex of rhythmic and
melodic modes: the light ramal with
reduced attacks and the mahsur;

used in the tunbur



GLOSSARY

huraf (pl. of harf)

- huraf khurs ghayr musawwata

letters

unvoweled letters ({, m, n)

- huraf al-lin  soft letters
- huruf al-madd letters of prolonga-
tion

- huruf musawwata voweled letters
(aw i)

i‘ada

ibdal
with that of an open string and vice

repetition
replacing an index finger note

versa

ibli  adance from Egypt and Persia,
likely imitating the gait of a camel

Iblis the Devil

ibta’> slowness

ibtida®
lude of one bar

ibtida
own natural disposition (see also
ikhtira‘a and al-talhin al-akbar)

ibtina’

idaf

an octave higher (see also tadif)

anacrusis, upbeat; short pre-

creating a melody out of one’s

consummation of marriage
singing with another singer but
(al-) idan al-ajamiyya see ud
idara turning, circling; rhythmically
it may mean a repeat of a rhyth-
mic cycle in a successive or non-
successive way
idraj gradation, also known as daraj:
doubling all attacks, including the
attacks of passage and support,
resulting in temporally equidistant
attacks
ighraq the singer submerging himself
in a section of a song to improve it
ihsan praise
to reach puberty
congregating (of sound in nar-

ihtalama
jtama“
row space)

289

ijtihad
tion of separators and cadences

(a singer) striving at the loca-

ikhrag confounding (students during
teaching)

ikhtalafa
melody)

ikhtara‘a to invent (a melody) (see
also ibtida“ and al-talhin al-akbar)

ikhtira“
ple melodies

ikhtilas

time and before the end of the previ-

to differ (from original

composing a song with multi-
performing a note before its

ous note; performing a note after its
prescribed time (see also mukhtalis);
performance in a stealthily quasi-
imperceptible manner; a singer
singing nabarat stealthily and imi-
tating them faithfully on his lute
accompaniment

iktasa (throats) gaining (more notes,
sweetness and beauty)

Gla defect;illness (see also ‘alla)

ilmam gathering, collecting, arrang-
ing, sound knowledge; a properly and
aesthetically arranged rhythmic orna-
ment

Gmi theoretical and scientific (aspect
of music)

iltifat

imala

sudden transition in speech

the phonetic phenomenon
where the long a (@) tends toward
long i (7) and the short a (a) tends
toward short i (¢)

inbahara to become out of breath

inbisat joy; gaiety

infarasa (voice becoming) torn

infisal when a singer sings a song in
the same modes as a song sung by
another singer

inhasara to confine, condense
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ingala‘a (poor intonation hard) to be
eradicated

inqata‘a (throats) ceasing, breaking

ingita“ cessation (of voice); lack of
practice; improper pitch

insan human being

insaniyya (vocal) notes and melodies

intigal and intigala melodic move-
ment; rthythmically it may mean
moving from one rhythmic mode
to another

intiza“ extracting a melody and set-
ting it into another poem (see also
al-talhin al-asghar)

iga‘ musical bar and cycle; rhythm;
rhythmic mode; meter; tempo;
dynamics; timbre; pounding

iqtida’  bars following each other with
the same rhythmic pattern

iqtidar (performer’s) capability

irab grammatical inflections

irshad tapping the rhythmic mode to
guide in composing, performing, or
learning

irtiad asinger moving in the rhythmic
mode until he settles on a melodic
mode

irti‘ash  shaking (causing poor intona-
tion)

ishara pointing to warn the audience
that a modulation from open string to
index finger mode is about to occur;
gestures by means of eyes, eyebrows,
palms, and head movements, which
help to keep the correct time

ishba“

and ornaments) (see also tashbi‘)

filling (singing with enough air
ishmam scent; weak or soft attack;
a very feeble vowel sound that is

weaker than the rawm (desire)

GLOSSARY

ishtirak

one rhythmic mode to another;

rhythmically going from

going from one melodic mode
to another and then back to the
first
isjah lower octave (see also sijah)
- isjah al-isjah  lower than the lower
octave
islah

istahala

tuning (of lute)

transition in the melody from
one note to another that is higher or
lower in pitch; transforming (older

singing)

istanfada to exhaust and deplete (the
voice)

istagarra  to settle (one’s mind on a

melodic mode)
isti‘ana  making use of a tarab-causing

shadhra to illustrate the lyrics
istiftah fil-darb

istihala

instrumental prelude

transition from note to
note

istihlal beginning, opening; prelude
that occurs in the first poetic foot or
part of the first hemistich; a high note
or a high-pitched scream; the crying
of a baby at birth; the falling of rain
on rocks; interlude; postlude (see also
nashid)

istihsan approval and praise (of a per-
formance)

istilah
usual way of ornamenting a rhythmic

convention; rhythmically, the

cycle, or an agreement between two
rhythmic cycles
istinaba replacement of a high-
pitched vocal note with a similar note
plucked on the lute; rhythmically
it may mean timbral and dynamic

replacement
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isttnaf  finishing singing a line of
poetry then connecting it immedi-
ately with the next

istigrari
tetrachord)

repose; uttering a word in an

stable (as the character of a

istirah
exaggerated manner in a song (an
ugly practice)

istirsal  singing with ease and correctly

istitrad  digression (as a poetic device)

itha
same rhythmic and melodic modes;

a song following another in the

doubling the letters /, m, and n
itidad
itidal moderation

confidence (as a poetic theme)

itlag tempo fluctuation (see also mut-
lag)
itrab causing tarab

ittifaq  being in time with other musi-
cians

ittirad

ittisal  asinger outdoing another one

continuity (in musical style)

in a competition
(dhit) jadan
beautiful voice
Jjaff dry (voice)
Jjahara loud (voice) (see also jahir)

one endowed with a

Jahiliyya pre-Islamic era

Jjahir loud sound

(al-) jam‘al-tamm all notes of the
melody

Jjank harp

Jjas@’ ruggedness

jast rugged (voice)

Jjawhar
throats)

jins  rhythmic and melodic mode

Jjirm  body (of the lute)

Jjuz® poetic foot

essence; best quality (of

kamil complete, diatonic tetrachord
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kankala an Indian instrument of one
string stretched over a long gourd-

shaped box and plucked like a lute or
harp

karawani  plover-like sound, fine, deli-
cate, pure, and successive

khabt stamping the ground forcefully
with the middle of the feet while
dancing (see also taqlib)

khafa weak (voice) almost becoming
hidden

khafa
at all)

khaffa

khafif light (music, dance)

- khaftf al-hazaj light hazaj

- khaftf al-thaqil al-awwal  first light
heavy

hidden (voice almost not heard

to decrease

- khafif al-thaqil al-thani  second
light heavy
khalal imperfection (in a melody)

khalq physical disposition
khamr  alcoholic beverage; it may
mean a performance with rhythmic
freedom, imitating a drunken person
khast
khasib  productive
khatil
tors are built on a thing appended to

eunuch
amelody in which the separa-

it, measured by means of it, and is
relied on to end the song or its sec-
tions
khattt
music; sound emanating from tun-

unmeasured instrumental

ing an instrument

khatw  walking; leisurely and moderate
tempo

khiffa

khingir

lightness of rhythmic mode
little finger fret at 498 cents

from the open string; melodic mode
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that uses the little finger fret as a
tonic in the course of the middle or
ring finger fret
khudu‘
khalifa
khunth
nath); soft composition

obedience (as poetic theme)
altered (rhythmic mode)
effeminacy (see also mukhn-

khuniuna nasal twang (see also
akhann)

khurij going off the rhythm; poor
intonation

khusruwani  a Persian rhythmic
mode that contains many cycles
and attacks; it can only be played
on Persian lutes that have narrow
necks allowing the thumb to pluck
the bamm string

kiran lute

kurra colt dance

kurraj hobbyhorse dance (see also
ukar)

lafz  enunciation; letters; speech-like
music

laghw ineffectual talk

lahn  melody

laib  playing; dancing

latafa
sophistication (of melodies)

gracefulness, delicateness,

lathagh defective pronunciation
layyin
light
lin  gravity, low pitch

low-pitched voice; soft (body)
see hazaj
lisan tongue; language
fundamental form of rhyth-
mic mode; vocal or instrumental

mabda’

prelude
madani amelody that has no clear
effect on the soul; utterances that are
not flowing or smooth to the ear

madd elongation (of notes)

GLOSSARY

madhhab musical style
madkhal
mafsud
mahasin  beautiful places of the body
mahfur
mahmul amelodic mode that uses
the middle finger fret of the mathna
string as a tonic in the course of the

introduction (to an essay)
out of tune (lute)

carved out (neck of a lute)

middle finger fret
mahsur amelodic mode that uses the
ring finger fret of the mathna string
as a tonic in the course of the ring
finger fret
mahsus
mahthuth
mahziza

perceptible sound
light, fast
shaken (note)
majlis  an assembly of people listening
and discussing music and singing
majra
fret)

makhram  defective (poem)

course (of middle or ring finger

makhur tavern

makhurt  second light heavy

a type of “inverted” nashid
(prelude): The beginning until the
last foot of the first hemistich is

measured (basit), then the second

ma‘kus

hemistich is sung to its end with an
unmeasured nashid so that the sepa-
rator ends with it

malaa to fill the notes with sufficient
breath

malaha beauty (of voice)

malawi (pl. of malwan) pegs of a lute

malih beautiful (voice and orna-
ments)

maliyar an undefined melodic mode
used in the urghanin

mamdir plastered, lumpy (voice) (see

also mutayassir)



GLOSSARY
manakhir nostrils and nose
mangsuri  astrong type of Egyptian

paper used to hold together the ribs
of the lute

mantig logic; diction

mantiqi feeble (voice) with no musi-
cal sound (see also rakhama)

maqri‘  see qar*

magqta‘ cadence; end of section; end of
melody

- magqta‘tawil long end of section or
cadence

- magqati‘al-ajza’ ends of sections
and separators

marthiya lamentations

marwazi a dance from Damascus

masdud blocked (nose)

mash rubbing the ground with the
front and back of the feet while danc-
ing (see also taqlib)

masha amoderate or weak attack

mathala (notes) to resemble (other
notes)

mathlath

lute

second lowest string of the

mathna
maththala

one’s eyes)

third lowest string of the lute

to picture (tarab between

mawdi‘  section (of a melody)

mawqi‘ impression

mawziun measured (words)

mazaja blending (by going from one
melodic mode to another) (see also
ishtirak)

mazamir (pl. of mizmar) pipes

- mazamir Dawud  pipes of David,
Psalms of David

mazhar lute

mazmigm  a melodic mode that uses

the index finger fret of the mathna
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string as tonic in the course of the
middle or ring finger fret
midrab pick
mihrjan
mikyal

ments

a Persian rhythmic mode
standard of time measure-
mizafa lyre (see also ‘azf)
mizmar asoft or loud oboe (see also
mazamir)

mu‘alaja  fighting (as part of dancing)

mu‘arada opposition, competition (as
a tool to perfect teaching)

mu‘ayat howling of singers to one
another; competition

mubayana two singers singing in
alteration: one sings one verse,
then the other sings the next
one, or one sings a hemistich
and the other sings the next one;
(voice) not in tune (with strings)
(see also munafara and tajad-
haba)

mubayat averse-type nashid (pre-
lude): the unmeasured nashid occurs
fully in the first verse, then measured
music (basit) in the second, then
nashid in the third, and then basit in
the fourth

mudawala breaking an agreement
with a fellow singer while singing
together

mudhik

mudtarib disturbed (singing because

court jester

of inadequate breathing)
mufakhkham
tafkhim)

mughtass

ample sound (see also

voice of a singer who does
not swallow his saliva

muhaddith
rator

conversation partner; nar-
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muhahat repetition of the letter ha’ in
vocal melodies

muhaqqiq aperson well versed (in
singing and vocal analysis)

muhdath modern (music and poetry)

muhkam masterful (composition)

mujannab anterior to the index fin-
ger; it is not clear if it is used as
tonic, or course, or both, or just
for softness and ornamental pur-
poses

- mujannab al-sabbaba anterior to
the index finger fret at 204 cents from
the open string; a technique Ishaq al-
Mawsilt used toward the end of his
life to remedy to the discord of his
voice with the strings; in essence he
tuned the lute a minor third above
the normal tuning

mujid adept and efficient (voice)

mujn  a quality of shameless pleasure
in melodies

mujin shameless pleasures

mukhadram one who lived in the pre-

Islamic era and after Islam

mukhalif

nique in which successive cycles have

a rhythmic variation tech-

differing patterns, it affects all the
rhythmic modes but is more success-
ful in the ramal and the hazaj. It is
used mainly in funbur performances
and melodies

mukhalkhal loud, high-pitched, beau-
tiful voice

mukhannath
also khunth)

mukhatala when a singer cuts off a

effeminate man (see

fellow singer while singing together;
two consecutive cycles having differ-
ent rthythmic patterns

GLOSSARY

mukhtalif discordant (singers singing
together)

mukhtalis
a quasi-imperceptible manner (see
also ikhtilas)

constricted (voice) that

(attack) stealthily played in

mukhtaniq
needs much clearing
mulawwan chromatic tetrachord
mulayim harmonious (sounds)
rhythmic modes to

which tamkhir is applied

mumakhkhar

mumathala two singers singing in
alteration, one sings a hemistich and
the other sings the next one (see also
mubayana); two consecutive cycles
with the same rhythmic pattern

munafara (voice) not in tune (with
strings) (see also nafara)

munadala singing competition
between two singers

munbahir being out of breath (see
also inbahara)

munbatir (avoice) cut off (because of
lack of breath)

munfasil disjunctive rhythmic mode
in which attacks are not equally
spaced temporally, and in which the
cycles and attacks are interrupted

munsarafat amusical segment(s) pre-
ceding a cadence and alerting the
listener that the cadence is about to
happen

munsarij the more common names
are musarraj, tasrij, and surayjt.
Ibn al-Tahhan defines surayji not as a
particular rhythmic or melodic mode,
but rather as a style (madhhab) pecu-
liar to Ibn Surayj’s melodies

mugabala mirroring notes in every

successive hemistich and verse



GLOSSARY

muqaddima introduction (see also
nashid and istihlal)

mugqa‘qa‘ clattering voice resem-
bling the unpleasant speech of the
Bedouins

mugaraba (notes) close together

muqawwi  diatonic tetrachord

mura“aj continually moving light
dance from Upper Egypt

murdja‘a 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, inter-
pretation, and rhetoric (see also
tarji)

murajjah  inclining notes between
the mazmam and mutlaq (see also
tarjth)

murakhkham  soft (surroundings) (see
also tarkhim)

murasala  alternation of singers
singing with one another; singing
in unison

murtad practitioner

murta‘id trembling (voice)

musahham atype of “arrow-like”
nashid (prelude): the prelude starts
with measured music (bastit), fol-
lowed by an unmeasured nashid in
its middle, and then a basit at its end

musahraj loud polished voice with-
out ornamented repetitions or many
notes

musalsal fine, dry, efficient voice but
without a touching mood

a type of hemistich-type

nashid (prelude): the unmeasured

musarra‘

nashid occurs in the first hemistich,
followed by measured music (basit)
in the second hemistich, then the
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nashid returns in the third hemistich,
then the basit in the fourth hemistich
musarraj see munsarij

(songs with) filled and
embellished notes (see also tashbi‘)

mushabba“
musht lower bridge of lute
mushtabih al-maqgati  similar and
harmonious musical sections and
cadences
musigaqiya (apocryphal) Greek name
for the highest and greatest celestial

sphere (see also al-falak al-a’zam)

mustahsafa compactly twisted
(strings)
mustahsan liked

mu‘tabar worthy (performance)

mutadil moderate (voice)

- mutadil al-fusal harmonious and
symmetrical poetic sections

- mu'tadil al-nagham harmonious
notes and divisions

mutala’im harmonious (notes)

mu‘tamad reliable (melody)

mutanasib proportional (sounds)

mutaradif consecutive and equally
spaced (attacks)

mutasawi l-ajza’  sound and similar
poetic divisions

mutashabih resembling (a melody)

mutawala lengthening the exhalation

of a breath to its limit in a competi-

tion
mutawassit moderate (voice)
mutayassir  (avoice that) starts

“lumpy” then becomes easier (see
also mandur)

mutlaqg open string; melodic modes
that use the open mathna string as a
tonic in the course of the middle or
ring finger fret
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muttafaq well-arranged words (as in
poetry)

muttafig harmonious (voices and
strings)

muttasil conjunctive (thythmic mode
in which attacks are equally spaced
temporally, and in which the attacks
and cycles are continuous and unin-
terrupted)

muzahzih one who praises

muzdawaj atype of nashid (prelude):

the nashid occurs in the first and

second verses, and measured music

(basit) occurs in the third and fourth

verses

muglim voice with no sound

na‘arat shouting, bellowing
naba to dislike
nabt  disagreement of the voice of

a singer with another singer when
singing in alternation (see also
nubuww)

nabra ashort note sung with a soft
hamza (glottal stop) whose duration
should not exceed a 3/8; raising of the
voice

nadim boon companion

nafada
lar to tagni*

shaking off, shaking out; simi-

nafar poor intonation
nafara (voice) not in tune (with
strings) (see also munafara)
nafasiyyat wind instruments
nafkh

and nasal cavities)

swollenness (of pores of throat

- nafkh al-taswiya blowing to adjust
the tuning

nafs

naghma or naghama note; melody

mind, soul

nahw grammar

GLOSSARY

na‘im soft, tender, smooth, fine, and
pure
nakat tapping the ground with the

extremities of the feet while dancing
(see also taqlib)
nagala to copy, transfer, set (a known

melody to a poem)

nagasa to reduce (older singing)
nagqis al-jawarih  a person lacking
strength

naqil music transmitter

naql copying a melody

naqra musical attack; beating of a
percussion instrument; plucking of a

string instrument

naqs deficiency (in a melody)
nagsh ornaments on the body of the
lute

nagsha painting or inlay in the body
of the lute

naqus along piece of wood struck

with a shorter one called wabil and

used by Christians to announce the

prayer times

activity

nashid prelude; interlude; postlude. It

nashat

is longer than the istihlal.
For various types of nashid, see
ma‘kits, mubayat, musahham,
musarra’, muzdawaj. Some nashids
are very long, set to ten verses or
more, then the measured sections
come in; some are dispersed and
prose-like, without notes, with-
out beauty, like speech. Some
nashids begin unmeasured, then
are measured, and then unmeasured
again

natiq speaking (animal)

naw*  rhythmic and melodic modes



GLOSSARY

nay soft oboe

- nay zunami andy invented by
Zunam, its nature is unknown

nazim enharmonic tetrachord

nilawus an undefined melodic mode
used in the urghanin

nizam proper arrangement of words
(as in poetry)

nubuww  disharmony (between the
sound of the voice and that of the
lute) (see also naba)

nutft

and weak at others

(voice that is) strong at times

qabih ugly (voice)

gqadim old (singing)

qadr scope (of the art of vocal perfor-
mance)

qafiya

qahqaha

rhyme
singing akin to laugh-
ter, common among Baghdadi
singers

qa’il sayer; singer

qal® uprooting (of mistake)

qallaba to turn (the tambourine) face
up and down while playing it

qganun origin; law; established princi-
ple

- al-qanan al-wahid  strophic form of
asong

gar  plucking, beating

qari‘ striking body

struck body

talent

- maqri’
qartha
garra plain and stable note
gasab bamboo
- gasab al-sukkar sugar cane
qassara to fall short (in performance)
qat® cutting off (the note at the right
time)

qata‘a to break (the voice)
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qatt* (avoice) that can barely be
heard; a singer who sings the higher
notes below pitch

gawam proper condition (for teach-
ing)

gawt diatonic tetrachord

qawl utterance, discourse; vocal per-
formance

qgayna female slave singer

gisma musical divisions

qithara

qgiyas

quwa potentials

rabab

called lira, it has 3, 4, 5, or 6 strings; it

a Greek lyre with 12 strings
proper durations and measures

a Greek instrument that is also

was also mentioned that it was from
Sind. Al-Tifashi, quoting another
work or copy of Ibn al-Tahhan, men-
tions that it has 1, 2, or 3 single or
double strings and it is bowed, or it is
a one-string spiked rebec with a bam-
boo neck that produces little tarab;
rebec
radda
the poem after finishing the last word

returning to the first word of

raj‘ see tarji‘

rajihi  fine, delicate, soft, moderate
and moist (voice)

rakhama pleasantness (see also
tarkhim)

- mantiq rakhim  gentle speech

rakhkhasa

and permissible

to make (singing) lawful

rakhw (voice) in which the notes are
“kneaded” together then broken up
(see also ta‘ajjana)

ramal its metrical form is made up of

four attacks plus the attacks of pas-

Ji1a

its modal formis | JJJ1JJ ) |

sage and support: 3/2
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~light ramal  3/4[1.J111]]
its modal formis 3/4 | JJ1JJ|
raqiq delicate (meaning in poetry)
raqis
raqqa
der
raqqaqa
ratb beautiful voice that resembles

dancer (see also zafn)
(throats) to become more ten-

to make (wood) thinner

freely flowing water

raththa tattered; shabby

rawi transmitter

rawm desire; soft attack; an obscure
and slurred vowel sound stronger
than the ishmam (scent)

rifq  gentleness (in singing to circum-
vent a difficult passage)

(al-ghina’) al-rikabi

riwaya

caravan singing
recital

rukbani amore refined huda’
Rim Greeks (see also Yanani)
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

sabt soft, long, and even (wood)
sadit  (voice) falling short of giving a
sound

sadhij plain (mode without mixing)

sadr chest; front of foot; first hemis-
tich

- al-sadr al-awwal first generation

sadrt chest voice

safa

safa’ clarity and purity

- saf@’ al-dhihn
to learn)

(throats) becoming pure
clear mind (to be able

saft pure (voice)
sagha
sahha li
sahih

to compose
to learn correctly

correct (composition)

GLOSSARY

sahl easy (composition)
sahl hoarse (voice)
sajha low note, lower octave
sajih  soft (throat) (see also sijah)
salaka ila l-alhan to go through the
process of composing a melody

salikh
calf skins

a Greek instrument made from
sulyag a Greek instrument of 24
strings, it also means a thousand
sounds
sama“ listening
san‘a art;vocal skills (see also sina)
saqil polished (voice)
sart  fast
theft (of melodies)
to bring happiness
thin, high-pitched, naked and
ugly voice
black bile

sound; voice; sung poem

sariqa
sarra

sarsurt

sawda@’

sawt

sayha high note; higher octave; high-
est note in a song

sayyah high note, higher octave;
improvement of a voice (see also
siyah and tasyih)

sayr

sayyit

second heavy

see suyur
loud voice

its metrical form is
made up of eight attacks plus the
attacks of passage and support: 5/2 | J
J4310110D|
its modal formis | JeolJo o |

second light heavy  its metric form is
5la|ddddi11111]]
its modal formis | JJJIJJJ|

shaddada
(singing) unlawful

shadhdha to elude (difficult vocal

passages)

to be harsh; to make



GLOSSARY

shadhra ashort note that starts with
a smooth voice and is sung to low
long vowels (long 7), and phonetic
alterations (a going towards ()

shahqa moaning

sha‘ith
unkempt at others, its sound unfin-

(voice that is) clear sometimes,

ished; decaying (houses)
shaja moving, touching mood, sad-
ness; among the qualities that pro-
duce tarab; it is related to tashajt
shajt
shakl
rical form

moving, touching, sad voice
rhythmic mode in its basic met-

sharaf honor

shawq desire

shidda high-pitched notes

si‘a width (of canals leading from the
lungs)

sthha wholeness (of a melody)

sijah low note; lower octave; transpo-
sition to a lower octave; lower register
(see also isjah and sajha)

sila  adding a song to another one if
the patron’s cup is not yet empty

sina? man-made (see also san‘a)

sitara  curtain

- sahib al-sitara man in charge of the
curtain

sitr  see sitara

siyah high note; higher octave; trans-
position to a higher octave; higher
register; cry, scream

siyahi avoice out of tune with the
strings (see also sayha)

siyasa management (of proper behav-
ior); approach (to teaching)

suft

sukkar

likely a sacred dance from Egypt
sugar

- gasab al-sukkar sugar cane
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sulb solid (body)

sura face; shape; quality

sur‘a faster speed (see also hathth)

surayji  singing and composing in the
style of Ibn Surayj (see also munsarij)

surir happiness

suyar (pl. of sayr) ribs of lute

ta‘ab

ta‘ajjana

toil, fatigue

(notes) “kneaded” together
(see also rakhw)

taawwuh moaning, wailing; it causes
tarab and is common with Baghdadi
singers

ta‘azzuz found in songs with themes
of confidence and reprimand

tab“ (pl. tab@i)
position and character

character; natural dis-
al-tab&’i‘al-arba“  the four humors
tabaqa (pl. tabaqat) register; range;
intonation; key
- al-tabagat al-layyina low registers
- al-tabagat al-shadida high registers
tabdil alterations (in a melody from
the perfect art); replacement of notes
tabl

shaped like an hourglass

a double membrane laced drum,

tada’if contents
tadallul
and expressing grief because of it

resisting amorous dalliance

tada’ul feebleness (of voice)

tadawwara (throats) becoming round
tadfif sound of bird flapping its wings

tadhallul found in melodies that befit
poems of self-abasement

ta’did atype of joy much liked in
singing; use of more notes than the
regular seven to beautify a song

tadif doubling or multiplying the
attacks (see also ad‘afa, da“afa, and

idaf)
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tadmin shared meaning between two
verses

tadrij gradually descending from a

higher to a lower register and vice

versa

tafaddagha
up

tafajju
ting lamentations

to branch out, to be divided;

to sing in a variety of rhythmic and

(notes) that are broken
more intense than pain, befit-
tafarra‘a

melodic modes; it may mean that
the voice loses its good qualities and
veers toward bad ones (see also tafri)

tafarrasha (throats) expanding
towards thickness

tafkhim ample, emphatic rich sound
from the chest (see also mufakhkham
and ta‘zim)

tafrt

mic or melodic) to another, then

moving from one mode (rhyth-

returning to the first
tafsil
rhythm into a disjunctive one; elon-

disjoining; turning a conjunctive

gating the separator in a disjunctive
rhythm; introducing a separator in
a disjunctive rhythm in a location
different from its normal one
taghrid
beautiful twittering of birds; it causes

(a voice sounding like) the

much tarab by means of emotion
and beauty

taghyir  alteration; ornaments

tahaffuz being on guard (see also
taharruz)

taharruz being on guard to avoid
making mistakes while singing, such
as mistakes in intonation, timing,
lack of full breath, or memory lapse

(see also zalal)

GLOSSARY

tahatti
loud quick notes

shaking violently; it may mean

tahmiz  a strong, sharp, biting, and
grief-inducing rhythmic ornament

tahshim aburst of fast notes tightly in
succession

tahsin embellishment; improvement
(of the voice)

tajadhaba
with one another with one singing a

(two singers) contending

poetic foot and the other singing the
next one (see also mubayana)

tajmir roasting; collecting together; a
rhythmic technique in which notes
are compacted together, or a type of
ornament with a burning sensation

tajammul embellishment

tajniba  atechnique in which the note
of the index finger is replaced by its
anterior (see also mujannab)

tajnis rthyming words

tajzia poetic divisions, feet

takhalkhul

producing organs)

looseness (of voice-

takhayyul
takri

very short duration akin to burping

imagination
burping; successive notes of
takrir  repetition of a note or section
of a melody that causes tarab; as
a rhythmic technique, it involves
repeating part of the cycle one or
more times, resulting in metric
expansion and pattern alteration
talhin
- al-talhin al-akbar

composition

grand composi-
tion, meaning the invention of a new
melody (see also ikhtara‘a)

- al-talhin al-asghar setting a pre-

composed melody (unchanged) to a

new poem (see also intiza“)



GLOSSARY

- al-talhin al-awsat medium com-
position, meaning altering a pre-
existing melody in such a way as to
make it unrecognizable

talt thin, moist, weak, and almost hid-

den voice
ta’lif composition
ta’lif mahdad (notes) composed in a

delimited manner
talmi*  polishing (it may be a copyist
error for talmih, see next entry)
talmih  hint, suggestion, reference;
rhythmically it may mean hinting
at the position of an attack that was
dropped by pointing to it or desiring
it, that is, by a weak attack
taltif
voice) (see also tarkhim)
tamkhir

gracefulness and tenderness (of

making some or all of the
attacks of any rhythmic mode resem-
ble the first part of the second light
heavy in duration (a quarter note);
sometimes it entails the repetition
of such attacks and the creation
of alonger cycle; dropping the
attacks of a rhythmic mode in its
original form and repeating the
parts with the attacks that were
dropped; decrease in the plucking
of strings
tamtama stammering
tamyiz perception
tamzij mixing of modes
tanahnuh
tanahudd

separation, longing, and desire

clearing (of the voice)
sighing; it occurs during

tanagqul going through (a number of
registers to test a singer)
tanawwud  splitting away (of the face

of the lute)
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tanbar see tunbur
tanghim composition
tanim making a soft, tender and
smooth voice

tanin ringing, reverberation; whole
tone

tanmiq ornamentation on the body of
the lute

tanna bar see tunbur

tanqgil moving from mode to mode

tagdir evaluation of the duration of
sung notes and their separations

- taqdir al-anfas breathing properly
at the location of the separators

taqlib
timbre of the attacks; in dance,

changing the dynamics and

toppling, rotating, turning around,
upturning, turning over, tilting over
while dancing (see also nakat, khabt,
and mash)

tagni©  plucking the strings toward
the end of sections in a downward
motion when the hand goes away
from the strings toward the right side

tagti‘al-fasila end of a separator

tarab acute emotion of joy or grief

tarannama  to sing sotto voce

tarannum  vocalizations (textless
singing or textless chanting) or lyrics
sung to long durations; melismas;
vibrato

tarasala (singers) corresponding
vocally with one another

tarasul alternation of singers singing
with one another (see also murasala)

tarf end of a section or end of a
melody

tar frightening (as a bad approach
to teaching)

tarif rare and exquisite (melody)
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tarif
cate, luxuriant, affluent

pleasant; plentiful, at ease, deli-

tariga rhythmic and melodic modes;
a rhythmic mode is made up of two
rhythmic cycles (dawr)

tarji*  repetition of a section and
returning to it many times (see also
murdja‘a); repeating the notes with
sweetness, grace and beauty, with
rhythmic variations and ornaments
that cause tarab; type of regret, sor-
row and anguish; giving the voice
tarab

tarjih  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

tarkhani amode claimed by Ibn
Tarkhan: it is a ramal in the style
of Ibn Surayj’s compositions and uses
imala in its lyrics

tarkhim
singing, making the voice graceful,

softness and pleasantness of

tender, and delicate, and with good
enunciation (see also murakhkham)

tarqg instrumental piece

targis rhythmic ornaments in general
or a leisurely tempo

tartil

tasalsala

slow tempo

(a voice) getting a ring to it

tasalsul continuing sound

tasarruf freedom of action and
creativity (in composition and per-
formance); rthythmic variations

tasawwur conception, imagination,
perception, formation

tasha“atha

grief (see also shaja)

(strings) lacking fullness
tashaji

tashbi ornamented fillings

GLOSSARY

tashbia filling the end of a section
with ornaments (see also ashba‘a,
ishba‘, mushabba®)

tashdid

tasrij

intensification (of letters)
succession of notes rhythmically
arranged in the particular style of Ibn
Surayj (see also munsarij)
rods that hold together the
two or three pieces of the face of the

tastanat

lute
taswiya tuning
tasyih clamor; (discordant) sharper
register; poor intonation (see also
sayha)
ta‘thir tumbling of the pick between
two strings, causing intermixed
quick attacks that do not alter
the rhythm and produce beauty if
added to one section and then to
another
tatrib
tawallada

singing with tarab

to engender (sounds)

tawsil joining; shortening the duration
of the separator; removing the sepa-
rator completely; placing an attack of
passage in the separator

tawtiya tarannum before the song
begins; preparing the high note
before its occurrence

tayy dropping out attacks, but not
reducing the duration of the cycle;
an attack that is dropped out can be
replaced by a softer one such as a
masha, ghamza, or rawm

tazim aggrandizement of the voice
(see also tafkhim)

taziz buzzing (sound in a lute)

tazyidat additions and embellish-
ments
thana@’ praise



GLOSSARY

thaqil heavy;low pitch
- al-thaqil al-awwal first heavy
- al-thaqil al-thani second heavy

thigal heaviness of rhythmic mode

tinbar see tunbur

tubul (pl. of tabl) see tabl

tunbar see tunbur

tunbur pandore; a long-necked lute

with two strings
‘ud (pl. idan)
lute

wood, aloes wood, rod;

- al-‘idan al-ajjamiyya Persian lutes

ughriba uttered in an exaggerated
manner

ukar ahobbyhorse dance more com-
mon in Baghdad than in Egypt (see
also kurraj)

ummwalad (pl. ummahat al-awlad)
mother of a child, said of a slave girl
that bears a child to her master, after
his death she is a freewoman and
inherits his fortune

‘ung neck of lute

‘unwan indicator (of good singing)

‘ugb back of foot

urghanin a pneumatic organ made of
three thick hides joined together at
the sides by brass pipes whose diam-
eters are in the ratios of 1 to 4. The
two outer hides are closed at the top,
and the middle one has a brass pipe
inserted at its top for the player to
blow into. Four vertical brass pipes
are inserted into the face of each
hide, and a reed is inserted at the
end of each pipe, and each pipe has
a stopper inserted in the middle to
open or close the air to change the
sound. One player can blow into
the middle pipe or three additional
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players can join in if more sound is
required

urghun a Greek instrument of 16
strings with a far-reaching sound

uskurruja  bowl used to fix the rosetta
in the lute

ustadh master teacher; eunuch

usul (pl. of asl) basis and fundamental
aspects of melody (see also as{)

wabil

waft
extremities of the separators are filled
and embellished

wallada

see naqus
complete melody in which the

to generate (beauty)

wanaj an instrument with seven
strings

waran lute

wasi‘ wide (space, detrimental to the
voice)

wathdaqa strength and firmness (of the
voice)

wathiq solid (composition)

wazn poetic measure; music measur-
ing; thickness of string

wusta middle finger; melodic mode
that uses the middle finger fret as
tonic in the course of the middle fin-
ger fret

- wusta l-Arab Arabic middle fin-
ger fret likely at 318 cents from the
open string (in al-Farabi it was called
wusta Zalzal number 1)

- wusta [-Furs  Persian middle finger

at 302 cents from the open string

yabis dry (voice)
Yunani Greek (see also Riim)
zafarat moans because of calamity,

yet they are pleasant and liked
zafn dance; type of ramal rhythmic
mode found in tunbiur compositions
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zaffan dancer (see also raqis)

zah well done

zahzaha praise

gahara (throats) becoming clear and
manifest

z@ida ornament

zawaid ornaments

gawa’idi  avoice that adds many orna-
ments

zalal oversight (in a melody); mak-
ing mistakes while singing, such as
mistakes in intonation, timing, lack
of full breath, or memory lapse (see

taharruz)

GLOSSARY
Zalzal see wusta
zamir wind player
zamr wind instruments
- al-zamr al-muwaqgqa“ measured

music in wind instruments

zamzama singing with a low and soft
voice; murmuring; the thunder or
ambient sounds of people while eat-
ing

zarf grace

zarq clever and bright character

zir  fourth string of the lute

- zirhadd see hadd

Zunam see nay
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al-mutlaq
(open string)

al-hadd
(5th string)

e =792

mujannab al-sabbabah bi-tankis

dhi al-maddatayn

(anterior to index finger, two

tones from little finger)

mujannab al-sabbabah bi-tansif

al-tanini al-awwal

(anterior to index finger, half

tone)

mujannab al-sabbabah bi-

baqiyyah

(anterior to index finger by a

limma)

mujannab al-sabbabah bi-wusta

al-Furs

(anterior to index finger, Persian)

mujannab al-sabbabah bi-wusta

Zalzal!

(anterior to index finger, Zalzal')

al-sabbabah
(index finger)

mujannab al-wusta
(middle finger)

wusta al-Furs
(Persian middle finger)

wusta Zalzal!
(Zalzal middle finger)

wusta Zalzal?

(Zalzal middle finger)
al-bingir

(ring finger)
al-khinsir

(little finger)
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Humayda 44

Hunayn b. Balwa“ (fl. early second/eighth

century) 24,137

Husayn al-Ahwal 142

Husayn b. al-Dahhak (162—250/779-864)
164

al-Husayn b. Mutayr al-Asadi (d. 169/785)
164

Hussein X111

Ibn ‘Abd Rabbih 187, 203, 207, 236

Ibn Abi ‘Atiq (fl. late first/seventh century)
46

Ibn Abi I-Danakil 42

Ibn al-‘Adim, Kamal al-Din ‘Umar b. Ahmad

(d. 660/1262) X1

Ibn ‘A’isha (fl. early second/eighth century)
46,194

Ibn al-Ajaz 140

Ibn ‘Allan al-Jahbadh 176

Ibn al-Arif 155

Ibn al-‘Atshi 155

Ibn Ayyab go-1

Ibn Bishr 188

Ibn al-Buram 144

Ibn Burd al-Khabbaz 155

Ibn al-Dubayb 146

Ibn al-Farisi -Kabir 131

Ibn al-Farras 144

Ibn al-Hakam 148

Ibn al-Haytham (ca. 354—430/965-1038)  XII

Ibn al-Huyali 155

Ibn Jami‘ (fl. late second/eighth century)
756, 99, 122-3, 139, 159

Ibn al-Jazzar 144

Ibn Jurayh (d. 150/767) 168
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Ibn al-Kabti 144

Ibn al-Kays 155

Ibn al-Khal 154

Ibn Khaldain (d. 808/1406)

Ibn Khagan 155

Ibn al-Kharayiti 148

Ibn Khart al-Balah 144

Ibn Khurdadhbih (ca. 205-300/820—911)
XVI1I, 20, 42, 49, 54, 98—9, 103, 130, 148,
203—4, 207, 219, 221, 257, 262, 269, 271—
2, 276, 278, 282—3

Ibn al-Kafi 143

Ibn Maktama 144

Ibn al-MaraT 148

Ibn Masas al-Zamir 143

257

Ibn Misjah (d. between 86-96/705-715) 196

Ibn al-Mufari1 144

Ibn Mubhriz (d. ca. 140/757) 165,194, 196

Ibn al-Munajjim (d. 300/912) 78, 217, 220,
227, 264

Ibn al-Munajjim al-Tunbarl 143

Ibn Murra 144

Ibn al-Mu‘tazz (247-296/861-908) 125, 271—2

Ibn al-Nadim (the historian) (d. 438/1047)
5,282

Ibn al-Nadim (the wind player) 191

Ibn al-Nasraniyya 144

Ibn Qays al-Rugiyyat (d. ca. 85/704)

Ibn al-Raggama 144

Ibn al-Ras@’ili 144

Ibn al-Rashidiyya

Ibn Ruhayma 164

Ibn al-Rumi (221-283/836-896)

IbnSa'd 144

Ibn al-Sad al-Marifi 148

Ibn Saghir al-Ayn 139

Ibn al-Sahmi 144

Ibn al-Sara‘iyya 144

Ibn al-Shamiyya, Abt -Hasan 57, 9o-1,131,
133, 144, 190, 266

Ibn Sharashir 155

Ibn Sina (d. 428/1037) =212, 219, 268

Ibn Surayj (d. early second/early eighth cen-

tury) 34, 46, 76, 81, 84,160, 173

Ibn al-Tarkhan 266

Ibn al-Tawil 155

Ibn Tuffaha 138

Ibn al-Za‘farani

Ibna l-Banna

165

144

90, 186

XVI1I, 44, 207, 267
144
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Ibrahim 48
Ibrahim (the effeminate) 48
Ibrahim b. al-Hajjaj (d. 287/900) 142
Ibrahim b. al-Haytham 137
Ibrahim b. Ishaq 154
Ibrahim b. Jirjis 137
Ibrahim b. al-Mahdi (162—224/779-839) 26,
31, 63, 88-9, 123, 151, 172, 177-8, 240,
258—-61
Ibrahim al-Mawsili (125-188/742—-804)
50, 67, 75, 82, 139, 148, 159, 173, 240, 262
al-Tkhshid, king of Egypt (d. 312/925) 135
era XII, XVI, 135
Ikhshidid singers
Ikhwan al-Safa
‘Inan 47
India 122,136, 278, 283
Indian 258, 269
Igbal, the ghulam of Jawhar 147
Iraq XVI, 214, 270
Iraqi 168, 266
Isal-Simin 155
al-Isbahaniyya 57,149
al-Isfahani (284-360/ 897-971) XVI-XVI]I,
25, 34, 49, 67, 74, 85,159-60, 165, 167,
221-2, 263—4, 266
Ishaq al-Mawsili (150—235/767-850)
XVI1], 12, 23, 26, 32, 49, 65—6, 88, 103,
110, 123, 132, 139, 156, 172, 188, 196, 207,
220-1, 240, 259—61, 263
Ishagb. ‘Umarb. Yazi* 178
Ishtiyaq 142
Isidore of Seville
al-Iskaf 144
al-Iskafiyya 149
Isma‘qlb. Zunqut 139
Israelites 271
Istakhr 98

31-2,

143
212, 219

XVI-

204

Jabala b. al-Ayham (d. -20/641) 44
Jadhimab. Sa'd 42
Ja‘far b. Falah al-Kutami (d. 360/971)
Jahiliyya xvir

singers  42-5, 47
al-Jahiz (163-255/780-869) 55
Jahza 146,165
Jamil (d. 82/701) 163
Jamila (fl. late first/seventh century)

171,195

104

46-7,
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Jangabur 42
Jaradatan 43—
Jaradatayy ‘Ad 43
Jaramiqa 269
Jarir (28-110/640-728)
Jasim 162

Jawhar al-Siqilli (d. 381/992)
al-Jawhariyya 149
Jayda® 160

al-Jibal 282

al-Jinahiyy 149

jinn 195, 270

Jones X111

Judhayma I-Khuza‘ib. Sa'd 42
al-Juhmi 42

133, 161, 165

XI11, 104

Jumal 132

Jund 270

Jundab al-Aswad 139
Junha 146

Jurada al-Diwaniyya 145
Jurash 270

al-Jurjani (d. 816/1413) 30

Ka®d tribe 133
Kaba xi11
of Najran 43

Kafur al-Ikhshidi (292—-357/905-968) 135,
266

Kamil al-Khula‘ (1292?-1357/1875?-1938)
X1, 21

Kardam b. Ma‘bad 46

al-Katib (fifth/eleventh century) xvi-
XVII1], 16, 18—9, 29, 31, 37—41, 49, 52,
54-5, 58, 61-2, 65, 67—76, 78—86, 91,
93—4, 97, 103, 109, 112, 117, 119, 121, 127,
129-32, 137, 156, 160, 170-3, 175—7, 201,
205, 214-5, 217, 2213, 230, 241, 24355,
263-5

La Perfection see al-Katib above

al-Kawwaz 144

Kazemi 13-4, 20,185, 218—9

al-Khadrami 44

al-Khala 145

Khalid al-Makki 140

al-Khalil b. Ahmad (d. 170/786) 270

Khazraj 139

Khishf al-Wadihiyya 141

Khumar al-Baht1 144

Khumar b. Nahrir 144, 176
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Khurasan 99, 257, 276, 282
Khusraw 11 Parviz (r. 500-628) 233
see also Kisra

Khuwarizm 28

al-Khuwarizmi (d. 387/997) XV11, 30, 37—
9, 120, 207, 216, 241, 269—70, 272, 274,
276

Khuzistan 28

al-Kibriti 144

Kilab tribe 133

Kilpatrick 42, 44,137,160, 165

al-Kindi (d. after 256/870)  xv11, 22, 379,
50-1, 120, 185, 212, 216, 218—9, 241, 273,

277,280
Kisra 169, 233—4
Klein 183-5, 236, 238, 2712
Kriaa, Lassaad XIX
Kufa 257
Kithnel xi11
Kulayb 161
Kurdiya see Kurduk
Kurduk 283

Kushajim (d. 360/970) 183-6, 238
Kuthayyir (105/723) 162

Ladhdha, the daughter of al-Qabila 145
al-Ladhiqi 37

Laki 57
Lamak 203
Lamis 138

Layla bt. ‘Ali b. al-Mahdi 153
Le Strange 28

Lebanon 28

Lewis 176

Lat 269

Ma‘ani l-Abasihaqiyya 145

Ma‘arrat al-Nu‘man 58

Mabad (d. ca. 125/743)

160, 173, 194—6

Ma‘bad [al-Saghir al-Yaqtini] (d. before
193/809) 142

Madani 139

Madian 62

al-Maghribi, ‘Al b. Maisa b. Muhammad b.
Sa‘id (d. 685/1286) X1

Mah 28

al-Mahalla 28

al-Mahdi (ca. 126-169/743—785) 151

34, 467, 76,142,
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Mahdiyya 45

Majnan (d. 68/688) 160

Makran 28

Malik b. Abi1-Sambh (d. ca. 136/754)
194-5,198

Malika Asir Batnuhu 145

al-Ma’min (170-218/786-833)

34, 46,

88-9, 99, 151,
172

Manaf 88

Manasa 44

Mansar b. Qurrat al-Ayn 139

Mansar Zalzal al-Darib (d. after 227/842)
139, 207

al-Maqduda 147

al-Maqqari (d. 1041/1631) 219

Margais  XIIT

al-Marsadiyya 146—7

Marw 28, 257, 282—3

Marwan b. al-Hakam (d. 65/685) 150

Marzigq al-Aswad 143

al-Marzuqi (d. 421/1030) 125

Masabih al-Rayhaniyya 145

Ma’sal 163

al-Masdad (d. before 279/892) 72,155

al-Mas‘adi (d. 346/957) 20, 99,103, 148,
203—4, 207, 217, 221, 257, 262, 269—70,
272, 276, 278, 282

al-Matal, the brother of Muzaffar b. al-

Huwayla 144

Matiran 161

al-Mawardiyya 149

al-Mawsil 262

Mayya 161

Mayyah 142

Mecca XII11, 28

Medina 28, 43, 46, 122,166-7, 195, 257

Mercury 204

Meyers Sawa  XIX

Mikraz b. Hafs b. al-Akhyaf (d. after 2/624)
162

Min‘a l-Sawda 141

Miqyas b. ‘Abd Qays b. Qays b. ‘Adi b. Sa‘d b.

Sahm 44

Miska 142

Monasteries  XII

Mostafa X111

Mu‘adh b. al-Tayyib (al-Tabib) 139

Mubaha 142

Mubashshir, the ghulam of Tarab 147
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Mud?’ al-Dawla Nagrallah b. Yazal 57
Mufadda, the ghulam of ‘Aziz 147
al-Mufaddal b. Sa‘id al-Maghribi 189
al-Mufaddal b. Salama (d. ca. 290/903)

XVII, 203—4, 207-8, 269-71, 282
Muhammad, house of 124
Muhammad b. al-Harith b. Buskhunnar (b.

Bashkir) (fl. mid-third/ninth century)

139-40
Muhammad b. al-Haytham
Muhammad b. Imran 140
Muhammad b. al-Jahm al-Mawsili 154
Muhammad b. Jamil 154
Muhammad Naja 139
Muhammad b. Numayr al-Thaqafi (d. ca. 9o/

708) 163
Muhammad b. Sahram 139
Muharib 148
al-Muhassin 148
Mubhsin 130, 190
al-Mu‘izz al-Abid1 104
al-Mu‘izz li-Din Allah (319—-365/931-975)

XI1, XV, 99
al-Mukhadramun 42, 44
Mukhariq (d. ca. 231/845)

173, 1835, 238
Mukhariq, the slave girl of Ishaq 141
Mukhtar al-Dawla b. Bazal 133
Mulah 142
Mulahiz 142
Mulk (Malak) al-Rassiyya 145
Mumannaa 138
Mungidh al-Falaki 147
Munya 142
Mugbil 147
Murajja b. Abi I-Fath b. al-Huwayla (Murajja

b. al-Huwayla) 27,144,172
Murhaf, the ghulam of Badi® 147
Murhaf al-Qayidi 147
Miristus  272-5
Murtada I-Dawla b. Lv’lw’ 57
Musab. Bari® 154
Mauasab. Salh 154
al-Musabbihi (366—420/977-1029)
Musahim b. Hada 45
al-Mustaham 148
al-Mustaliq 42
al-Mustansir (420-487/1029-1094)

147

140, 154

3,122,139, 142,

XII-XIII

XI-XIV,
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al-Mustazrif (al-Mustatrif) 149

al-Mu‘tadid (ca. 245-289/860-902) 151

al-Mutanabbi (303-354/915-965) 1912

al-Mu‘tasim (ca. 191-227/807-842) 149,
151

al-Mutawakkil (206—247/822-861)
149, 151, 185

al-Mutawakkil al-Laythi 164

X11, 42,

Mutayyam, the slave girl of ‘Ali b. Hisham (fl.

early third/ninth century) 138
Mutayyam al-Hawla 141
al-Mu‘tazz (231-255/845-869)
Muyma 164
Muzaffar b. al-Huwayla see Abu I-Fath (al-

Muzaffar) b. al-Huwayla

151, 172

Nabateans 269
al-Nabigha I-Dhubyani (d. ca. -18/604) 125,

161
al-Nadr b. al-Harith Kalada 42
Nafi© 48

Nafi‘b. al-Aswad (d. after 37/657) 162

Nafi‘ al-Khayr 142

Nafi‘b. Tunbara 171

Nahar 4

al-Nahdi 139

Nahrir, the ghulam of STma 143

al-Na‘lmiyya 146

Naja, the ghulam of Barjawan 147

Naja, the ghulam of Ibn al-Khawwas 148

Naja b. al-Khannaq 144

al-Najim (d. 314/926) 183—4, 271

Najm al-Bakhtiyarl 144

Najran 43, 270

al-Nagqash 148

Nashit 46, 142,195

al-Nashw 148

Nashwan 142

Nashwan al-Ragisa 143

al-Nagibi 155

Nasir-i-Khusraw (394/1004—d. between
465/1072 and 471/1078)  XIII-XIV

Nagira 267

Nasrallah 93—4

Nawaz, the slave girl of al-Walid 138

al-Nawfali 144

Nawm al-Duha 48

Nazm al-Amya’ 138

al-Nazzam 144
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Neubauer, Eckhard X1, XITI-XIV, XVI-XIX,
5,12, 42, 44, 98-9, 126-7,139-40, 142,
151, 154—6, 185, 194, 201, 203, 207, 209—
10, 214, 216, 220, 222, 259, 270, 273
see also N-kT and N-KIT in the index of
terms and subjects
Neubauer, Elsbeth  x111, 203, 270
Nichomachus (fl. second century CE) 206
Nile x111-X1V, 176, 204
Nizam al-Dawla b. Azadriah 266
Nughash 149
Nuhayd, the ghulam of al-Sida 147
Nujaym, the ghulam of al-‘Aqira 148
Nukhayyis 144
Nu‘m al-Madhara’iyya 143
al-Nu‘man b. al-Mundhir (d. ca. -18/604)
125,134
al-Numayr 161
Numayr tribe 133
al-Numayri (d. ca. 9go/708) 161
Nusayb (d. 108/726) 160,162
Nusayra 35,191,193
Nusayra al-Qanina 144
Orpheus 201, 204
Palestine 28
Palhidh (Pahlidh) 233—4
Paraskeva 42, 47,1378, 141-2, 153, 155
Pellat 20, 99, 103, 148, 203—4, 207, 219, 221,
257, 262, 269—70, 272, 276, 278, 282
Pelusium 28
Persia 136, 209, 257, 276
kings and princes 98,169, 233—4
Persian X111, 28, 46, 94, 156, 158, 257, 262,
269, 282
see also Rayy
Pindar see Fidarus
Plato (d. 347BC) 14
products and their city of origin 28
Ptolemy (r. 323—30BC) 17
Pythagoras (d. ca. 507) 14,17, 205-6
Qadib al-Sawda> 138
al-Qaffas 144
al-Qahira x11
see also Cairo
Qalam 142
Qalam al-Safr 141
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Qalam al-Salihiyya (fl. mid-second/eighth
century) 138
al-Qali (130—211/748-826)
Qamar 142
Qandahar 123
Qararit 137
Qarqar 142
Qasim Zunqut 139
Qaslr li-1-Sukr (Sukkar)
al-Qass 70, 208
Qatl Abt Qatifa (d. ca. 70/690)
al-Qawarlri 139
al-Qayida 146
Qays 43
Qays Aylan 165
Qays b. Dharih (d. 68/688) 162
Qays b. al-Khatim (d. ca. -2/620)
Qisas al-Aftasiyya 146
Qudamab. Salih 45
Quintilianus (fl. in or late third century)
Qumara 142
Qumm 145
Qurayba 44
Quraysh 88,120
Qurb 132
Qurb al-Bizzaliyya
al-Qurtubl X1

191

146

160

1612, 169

38-9

149

Rabab 44,155,164
Rabah b. al-Mu‘arrif 42
al-Rabahiyya 4
Rabi‘a
Rabi‘ab. Huzam 42
Rabib 142
Radhadh 142
al-Radi (al-Sharif) (359-406/970-1015)
al-Raffa’ al-Raqis 106
al-Raghib al-Isfahani (d. 502/1108)
Rahma 48
al-Raqiq al-Qayrawani (d. ca. 425/1034)
Rayhan, the ghulam of al-Maqduda 147
Rayhana 163
al-Rayiqiyya 4
Rayy 234, 257, 269, 2823

see also Persia

162

17
156

115

Rayya 132

Rayya, the sister of Sallama 47
Rayya I-Najiya
Rice X111

142
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Rida 149

Riyad, the ghulam of bt. Maya 147
Rosetta 28

Ru’ba b. al-‘Ajjaj (d. 145/762) 116

Rubayha l-Shammasiyya 47
Riam
see also Byzantium, Greece
Ruqayyal-‘Amya 155
Ruqayya l-Samra 155

122, 272, 276

Sa‘ada, the brother of Shuhar
Sa‘ada l-Rikabi 147
Sa‘adya Gaon 39
Sababal-Madiniyya 47
Sabir, the ghulam of Ibn Hannin
Saddar al-Makki 139
al-Sa‘'diyya 146
Safi l-Dawla Aba ‘Abdallah Muhammad
104
Saghira 48
al-Sahib b. ‘Abbad (326—385/938—995) 44
Sahim ‘Abd Bani Hashas
Sahir al-Sawd® 138
al-Sahmaniyya 149
Sa’ib Khathir (fl. mid-first/seventh century)
46,195
Sa1d b. al-‘As (3-59/624-679)
Salaf al-Rababiyya 155
Salaf al-Saghira 143
Sallama, the slave girl of Abi Biqah family
47
Sallama I-Qass (d. ca. 130/748)
Salma 132
Salsal 142
al-Salt b. al-Fayyad
Samarqand 257
al-Samra 149
San@ 270
Sanadid 138
al-Saq‘ab b. Hayyan al-Taghlib1
Sara, the singing girl of ‘Amr b. Hashim
44
al-Sarakhsi (286/899) xV1I, 205
Sarar b. al-Khattab 169
al-Sariqayn 44
Sariya 142
Sarkash 233
see also Sharkas
Sasanid 99, 156, 233, 283

147

147

162

162

47,70, 208

137

208
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Sawa 3-5,15-6, 18, 21, 24-6, 29, 325, 38—42,
46, 49-54, 56, 58, 60, 62, 6686, 88, 91,
98-100, 103, 109-10, 112—4, 117, 119—20,
122, 126—-30, 132, 137-8, 140-2, 1445,
148—9, 156-8, 160, 167-8, 170, 172—3, 177,
179, 181-3, 188, 194—6, 205, 207-8, 210,
212, 215, 218, 220—4, 227, 229—33, 239—
49, 251-5, 257-64, 266, 269-71, 277,
280, 282—3

Sawla 145

Sayb al-Hakimiyya 146

Sayyid Darwish (1892-1923) 87

Seville 142
Shabib 48
Shaft* 147

Shaja l-Bizzaliyya 149
al-Shajiyya 149
Shajwa I-Hadidiyya 145
Shakla l-Mu‘tasimiyya 145
Shalgan 148
al-Sham 190, 257, 282
see also Damascus, Syria
Shammama Rigiha 146
al-Shammas 148
Sharara 145
Sharara al-Bahitiyya 145
Sharida 4
al-Sharif, the singer 105
al-Sharif Abu 1-Qasim al-Rassi
131, 144, 263, 267
al-Sharif al-Afsasi X1
al-Sharif al-Radi 117
al-Sharifayn 44
Shariya (fl. mid-third/ninth century) 142,
172
Sharkas 233—4
al-Shawkiyya 149
Shawq al-Ja‘fariyya 149
al-Shibliyya 149
Shikla l-Mu‘tasimiyya 4
Shiloah x111-X1V, 38—40, 44, 69—70, 72-3,
81, 85, 201, 203, 205, 258, 270, 282
see also al-Katib, La Perfection
Shirin 233
see also Sirin

4, 33, 87,119,

Shuhar al-Q@’idiyya 145

Shuhayya. the slave girl of the ‘Abalat 47
Shuja‘, the ghulam of Ibn Tamama X1, 106
al-Shukriyya 145
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Shuntaf 186
Shurayra [-Waziriyya 145
Shustar (Shushtar) 28
Sila 270-1, 276
Sind 122, 276
al-Sillami  xv, XVIIT-XIX, 16—23, 256, 28—
9, 312, 34, 44, 50-5, 70-1, 746, 79-80,
84, 120, 127-32, 134, 156—7, 170, 172, 179—
82, 207, 2179, 233, 236—7, 256-8, 263,
265-6, 271-80, 282—3
see also al-Tifashi
Sirin 44
see also Shirin
al-Sisab 44
Sitt al-Sighar, the slave girl of Mushfiq 143
Siyana l-‘Aqliyya 145
Siyana I-Yamaniyya 145
Siyat (122-169/739-785) 139
Sodom 269
Stigelbauer 42,141-2,153
Strunk 17, 204
Suad 44
Suda 132,163
Su‘da, the slave girl of Hassab 45
Su‘da, the wife of Abi ‘Atiq 47
Sukayna (ca. 50-117/670-736) 132
Sulayman ‘Abdal 142
Sumr al-Rababiyya 143
Surty 171
Surar 142
Surar al-Barid 148
Suwayka 148
Suyat 28
Syria  XVI, 44,161, 190, 214, 257, 282
see also Damascus, al-Sham
Syrian singers XV, 148—9

Tabala 270

al-Tabari (d. 310/923) 203

Tabaristan 257, 269, 2823

al-Tahanawi (d. n58/1745) 1

Tahrir 105

Talama, the singing slave girl of Ammar b.
Munahib 45

Tamkin, the ghulam of Walil-Ahd 147

Tannab 142

Taql 147

Tarafa b. al-Abd (ca. -86-60/538-564) 134

Tarba, the slave girl of al-Yatim 146
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Tarifat al-Nuas 48

al-Tarmah (d. ca.125/743) 160

Tatyos Efendi 223

148, 262, 266

Tawa 145

Tehran see Rayy

Thaalib 57

al-Tha‘alibi (350—429/961-1038) 163

Thabat, the slave girl of Katib Rashid 141

Thimad 43

Thumama b. al-Ashras 82

Tibet 28

al-Tifashi (d. 651/1253)  XI, XV, XVIII-XIX,
16—23, 25-6, 28—9, 312, 34, 505, 701,
74—6, 79-80, 84, 120, 1279, 1312, 134,
156—7, 170, 172, 179—82, 200, 207, 217—
9, 224, 233, 236—7, 256—8, 263, 2656,
271-80, 282—3

see also al-Sillami

Tinnis 28

Tiraz 48

Tripoli o1

Tabal 271

Tuhfa, the slave girl of Sakan 143

Tuhfa l-Jankiyya 143

Turks 257

Tustar 28

tavern

Tuways (ca. 11-92/632—711)
Tyre 28

46,195

‘Ubaydallah b. ‘Abdallah b. Tahir (182—
230/798-844) 154,172,178
al-‘Ubayra 138
‘Udda l-Aftasiyya 145
Uhayf, the ghulam of Nahrir 147
‘Ulayya bt. al-Mahdi (160—210/777-825) 153
‘Umar b. Abi Rabi‘a (ca. 23-93/644—712)
132,160—4
‘Umar b. al-Khattab (-40—-23/584-644) 167,
169,195
‘Umar al-Wadi (fl. mid-second/eighth cen-
tury) 137
Umaym 164
Umayyad era 98—9
caliphs who sang 150
singers in that era 46, 137-9, 142
Umm ‘Abdallah bt. Tsa b. ‘Ali 153
Umm Abitha bt. Al-Rashid 153
Umm Ali 141
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Umm ‘Al bt. al-Ras 149

Umm Amr 43-4,163

Umm Ja‘far 47

Umm Jubayr Barin 47

Umm Sallama 161

Umm ‘Uthman 43

Umr@’ al-Qays (ca. -130-80/497-545) 164,
208

‘Unayba 164

‘Ugba 48

‘Urs al-Qummiyya 145

‘Urwa b. Udhayna (d. ca. 130/747) 161

Usayd 148

‘Utab 132

‘Uthayma |-Riyahiyya 145

‘Uthman b. ‘Affan (d. 35/656) 195

Villoteau 209
Viziers, princes and sons who sang 154

al-Wahhab, slave girl of 163

Wahram 43

Wajtha 155

Walha al-Baghdadiyya 143

al-Walid b. Yazid (88-126/707-744) 150,
160-1, 283

Wallada bt. al-Mustakfi (d. 484/1001) 135

Wasit 28

al-Wasiti 143

al-Wathiq (ca. 198—232/814-847)
151, 159—60, 172, 240

al-Watwat 144

al-Waziriyya l-Sawda 146

Weil 53

Wishah, the ghulam of Ibn Qumama 147

Wright 130

Wudd al-Rassiyya 146

50, 149,

al-Yaqtini 139

Yaqut (574-626/1178-1229) 191

Yazid 43

Yazid b. ‘Abd al-Madan. slave girls of 43

Yazid b. ‘Abd al-Malik (ca. 71-105/690-724)
47,150

Yazid Hawra’ (fl. end of second/eighth cen-

tury) 82,139

Yazid b. Mufarri al-Himyari (d. 69/688) 123

al-Yazari, Aba Muhammad (d. 450/1058)
XI, X111
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Yemen 42, 270, 282
Yemeni 145

Yuhannas al-Nagrani I-Qadibi 27

Yanus al-Katib (fl. mid-second/eighth cen-
tury) 49,130,137, 160

Yiristus see Miristus

Yusra l-Rayiqiyyat 4

Yasuf, Zakariyya X1V, XVIII-XIX, 10

al-Yasufiyya 145

Zabya 44

Zadmihr, the daughter of Aba Ishaq 149

al-Za‘farani see Ibn al-Za‘farani

al-Za‘faraniyya 149

al-Zaff (d. ca. 193/809) 139

al-Zaffan al-Mughaffal 148

al-Zahir (395-427/1005-1036)  XI, X111, 12,
51,104, 147, 176

Zahwa l-Baghdadiyya 145

INDEX OF PEOPLE AND PLACES

Zakariyya b. Muadh 154
Zalzal see Mansur

Zamira 149

Zamzam XIII

Zand al-Ansari 139
Zarf al-Waziriyya 145
Za‘rara 148

Zarzar 187

Zarzur 142

Zayn al-Kubra 141
Zaynab bt. ‘Tkrima 164
Zina l-Qadibiyya 145
Zina l-Sarjuniyya 145
Ziryab (d. 230/845) 123
Zuhayr (d. -13/609) 162,164
Zunam 149

Zunquta 48,138

Zura l-Rikabiyya 145
Zurzir 142,187



Index of Terms and Subjects

To avoid too many “see also” between Arabic terms and their translations, the reader is kindly
asked to check the Arabic word in the glossary and find the English equivalent, and then locate
it in the index. For instance, the Arabic word “al-qanan al-wahid” (p. 87) has one entry but its
equivalent English “strophic form” has eighth (pp. 25, 502, 74, 77, 79, 87, 121).

abahh 69

see also bahah
acuity 217
adab 233,260
adafa 177

see also tad‘if
‘addala l-awzan 170
afa 100
afadda s
afsada 266
agharr 70
aghrama 34
ahaaha 86
(dha) ‘aha 98
ahfal 103
ahjama 1
ahkama 89
ahl al-hazl 98
ahl al-tarab 98
ahla 67
ahsan 67
ahsanta 156
‘ajala 108
ajashsh 69
‘@juz 11
ajza’ (plur. of juz’)
akhann 72

see also khuntina

14, 32, 35, 39, 60, 109, 253

ala 242,248

ala musawwita 24
albasa 20, 51, 279
alcoholic beverage 249
alha 170

alin 68,177

alga‘ala 105

‘amal 18, 85, 13, 120, 171, 240
‘amall  xv
amlas 68, 71

ample sound 35, 69, 75, 82, 116
‘amuad 76, 224

anacrusis 242, 246

‘anaya 172
Andalusian music 265
rabab 278
singer 84
anf 24
of lute 209
animals

music and dance 15, 546, 204, 257
anqgar 5,202

see also naqra
anterior 66

to the index finger 26, 53, 66, 83, 85, 110,

215, 222—3, 228, 241, 263—4

to the index finger, Persian 215, 223,
305

to the index finger by a half atone 222,
305

to the index finger by a limma
to the index finger two tones down from
the little finger 222, 305
to the index finger, Zalzal 215, 223, 305
approaches of Ibn al-tahhan to writing his
book 5-6
(al-) aqra“al-tamma 40
architecture XII1, 104

222, 305

ari 70
‘arid 172
arif 14
arranged words
see also poetry
‘artaba 208
‘arad al-ghina’ 23
‘arad al-shi‘r 23, 25,53
aryahiyya 58,167
asaba 170
asas 105
asawira 98
asfa 67
see also safa, safa’
ashbaa 170
see also tashbi*

13, 55
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asl 53,105,173
see also usul
asnan 24
aswat see sawt
atala (l-shir) 77
atraf 18
al-fawasil 41
see also tarf
atrasha 210
attack 5, 205, 223, 228, 231, 259-62, 265-7
complete 40
consecutive and equally spaced 2301,
241, 243-4
doubled 112, 2445, 247, 254
dropping out 245, 262
heavy 231, 261
light 231, 244, 254
loud 40, 231, 248, 252
moderate 244, 248, 251-2
obscure and slurred vowel sound 244,
254
passage 75, 82, 112, 221, 224, 244, 251
resounding 40
soft 82,231, 244, 254
stealth 112, 231
strong 40
support 75, 82, 221, 224, 251
weak 82,231, 244, 248, 251-2
see also desire, ishmam, masha, rawm,
rubbing, scent, thunder, wink
attire 122,131, 181, 204, 237
awda® 282
awqaa 263, 265, 267, 277
‘ayn
of lute 210
‘azf
‘azif 270
azlama 64
‘azuf 270

baghdadi dance 257
singer 85
baha 228
bahah 63,101
see also abahh, buhha buhtha
bahara 100
balawi
dance 257
bamm  see strings (first and lowest)

INDEX OF TERMS AND SUBJECTS

bamrabta 207
banjak, banjaq, benjak see peg box under
lute
baqiyya 5,37, 222, 305
bar 103,246
barbaj 207
barbakht 207
barbarah 208
barbat 207-8
barbatahi 270
barbath 207-8
barbiton 207
see also lyre
bardawat 79
basit 119-21
basti 38, 40-1
ba‘tharat 254
bathhouse x11, 95-6, 102, 180
batt’ 217
batr 79
bayan 123,171
bayyin 231
behavior xv1, 16, 21, 56, 74, 123, 127, 133, 156—
7,171, 181-2, 233
see also under performance
belles-lettres 191, 260
bellow 272
bellowing 86
belly
of woman 163, 271
oflute seelute
benjak see banjak
bile
black, yellow 205, 2189, 239
binsir 215, 305
bird
feeding its young 130
flapping its wings 270
piping and answering instruments
56
see also voice
birkar 216
bisat 5960, 156
bitana 98
blood 205, 218—9, 249, 280
body
beautiful 120,179
proportionate 14
Book of Songs of Ishaq al-Mawsili 49
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boon companions  XxV1J, 3,182,187, 282

ranks 98-9
bowed, bowing see rabab, rebec
bowl

of lute 210
of rabab 277
bughath 56
buhha, buhtha 69
see also bahah
buka 84
bulbul 69
bar see tunbar
buzzing 21, 210
cadence 33, 39, 52, 60, 75, 83, 86—7, 104, 109,
130, 247
clear-cut 35,55,79
curtailed 79
musical sections and cadences, similar
and harmonious 32, 35
pre-cadence 248
see also end of section, cut-off
calligraphy and metaphors 11, 31-2
camel 29, 56, 89, 1612, 164, 212, 257, 282
caravan singing 40, 86,1678, 282
Christianity 193
Christians 144, 176
chanting 40,148,176
persecution of  XII
prayer announcement 114
cistern 68
colt 106, 249, 2578, 283
comedians 98
competitions 77,102, 105-6, 181
The Completion of musical knowledge see
al-Katib
composition
agony 100, 280
bending 85
changing 34-5, 503, 69, 85, 88, 91—2, 117
see also contrafacta
clothe a poem with music
complaints 84
components 23, 40-1
concurrence of mind g1
connect verse to verse 79
contrafacta 50, 52—3, 74, 80, 87, 90
see also raid, theft
coquetry 80,116

20, 25, 51

32

correct 33
craft
creativity 4, 33, 35, 50, 79, 224, 263
crying 75, 84, 119,132, 270
deceitful 41,53
easy 18,128
eight notes 78
ethological types 38-9
Euclid’s The Composition of melodies
glottal stop 24, 81
grading
complete, full and perfect
41,89
half, quarter 39
see also quality
gradual descent and ascent 86
grand 50-3
grief 8o, 82, 84, 86
see also tarab
ha’ repetition 86
high note preparation 76, 78
inclination 85
instrumental 40-1
laughter type 81
masterful 33
medium 50-3
metaphor 31,84
see also clothe

23, 38-9,

mirroring notes in verses 77
modern 5,16, 29, 31-6
modulation see modulation
older 3—4,26,29-37,180
output 194

X111, 19, 80, 264, 2745
4,25-7,50-3, 258

pleasant
process
quality
inferior 545,160
outstanding 29, 31
see also grading
radda 83
rare 86, 91
raid 84
see also contrafacta
replacement 26, 34, 53, 83, 110, 223, 241,
263
resumption 79
rich 4,19
shameless pleasures 81
smaller 52-3, 80

9

18, 31, 356, 46, 87,107, 120, 127, 195

5
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solid 33
technique 78

see also process above
tennotes 78
theft 74, 87-8, g1

see also contrafacta
tricks 53,87
unmeasured vocal 40

coppersmith

copyrights 175
counter-tenor

203, 205

66, 264

cranium 24

curtain  35,156-8,182

cut-off, of amelody 24, 73, 77, 82, 251
see also cadence, end of sections

cycle see rhythmic mode

da“afa m
see also tad‘if

daff 270

daffafa 282

dafif 270

daghdagha 241

da‘if (weak attack) 231
da‘if al-yadayn 232

dail 109

dajar, dajara 82

dakhala 100

dakk 258

dalil al-ma‘ifa 50

dance 130, 156, 179-80, 182, 249, 254, 2568,

280, 282—3
colt 106, 249, 257-8, 283
dancer 143,148
fighting 258
fire 258
glass 258
group dancing 282
hobbyhorse 249, 257-8, 283
morris 249, 257
names, types and countries
pantomime 249, 257
rotating 258
rubbing ground with front and back of
foot 258

stamping with middle of foot 258
step transition 258
stomping 258
swords 258

257-8, 282—3

INDEX OF TERMS AND SUBJECTS

tapping the ground with the extremities
of the feet 258
toppling 258
trees dancing 201
turning around 258
daqiq 19, 24, 70-1,177
see also diqqa
daqq al-‘usfur dance
daraj see idraj
darb 16, 41,59
istiftah fil-darb 243
darib 232
dars 181
daufa 7
David singing
his people 204
Psalms 204
dawl 270
dawr 36, 224, 230, 254, 277
see also rhythmic mode
dayyiq 97
see also diq
De Musica 38—-9
delimit 49, 63, 214, 231
desinential inflections 134
desires types of 56, 85,105-6, 244, 280
dhahaba kull madhhab 72
dhahib 68
dhaka’ 105, 266
dif 176
see also tad‘if
differentiae
dimam 249
diq 24
see also dayyiq
digga 24, 69,172,178
see also daqiq
diraya 170
see defective, illness (voice)
214, 216
see poems
donkey x1-X11, 56, 111, 260
doubling
of letters (I, m,n) 8o
of notes 11,79-80,177, 244-5
XII, XV, 99

257, 283

270-1

74, 221, 265

disease
divider
division

drinks forbidden at times
drum
double-membrane 282
single-membrane 282
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du@ 124
duck =207
duf 172
duff 270
dujra 82
din 39

dunba barra 269
see also tunbar
duration 104, 112—3, 231
evaluation 77
longest 231, 251, 261
proper durations and measures 103, 171
shortest  XV11, 74, 230, 248
durab see darb
dynamics 67, 74, 82, 231, 248, 268
see also attack

education 105-7,179-89
when to start 101
see also oral transmission, teaching
effects of music
on animals 54-6, 103, 201, 204
on rivers, trees 201
on rocks, forests 204
on people see tarab
effeminate 167, 48
melody 16, 39
Eisagoge Harmonike 39
elegies 21,218, 280
see also lamentations
elements 238
eloquence 12,19, 21, 29-30, 51, 55, 123, 171,
188, 1901, 236, 238
end of a section or melody 53, 71, 79, 81—
3, 87, 104, 108-10, 112, 121, 130, 171, 223,
246, 251, 263
see also cadence, cut-off
erotic introduction in a poem 80, 132
ethos 38-9, 279-80
Etymologiarum 204
eunuch 106,135
excobilla 258
see also dance
extra-musical knowledge see knowledge
fadila 14
fadl 16, 66, 260
failatun 25
failan 21, 25
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falak 116
al-falak al-a’zam 201
fam 24,157,273
famine XII1I-x1v
53
faralidance 257
fasaha 123
fasd 101
fasil 1

<

far

fasila 55, 75,109, 120, 231, 243, 251
sughra 120

fasl 52,77, 82,100,157, 231

fatq 108

fatra 82

fa‘alun 25

fire 88,163,185, 212, 238—9

first heavy 26, 53, 60, 218, 224, 244, 252,

259—-60, 262, 279

mu‘allaq 265

first light heavy 231, 243, 252

fitna 7o

food
good and bad
regions specializing in 28
tasty and metaphors 32,183

forehead 24

forms
AABB 25
multi-component 74, 79

see voice

preludes see prelude

strophic 25, 50-2, 74, 77, 79, 87, 121
frame

bigbody 175-6

tender 176

frets see lute
fudal al-nagham 26
Furs see Persians, wusta l-Furs

gait swinging 21,120, 253
Genizah fragment XvilI, 222
geometrician 10
gestures 84, 129-30, 174,184
end of sections 130-1
see also teaching, pointing under voice
ghadab 82,279
ghadah 102
ghalaza 178
see also ghilaz, ghilz

ghaliz 68,177
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ghaluza 64
ghamza 82,244-5
ghandurat 269
ghara 84
gharrama 107
ghazal 218
ghichek 277
ghilaz 69
ghilz 24
ghind 173
mutqan 167
rikabi 167
ghulam 29, 90,123,167
amrad 269
ghunna 24,237, 242
gibberish 100
glottal stop 24,81
golpe 258
see also dance
grammar 29,182, 251
Greeks 106, 272, 276, 278
kings 16
mathematicians 5
medical doctor 14-5
music theorists 17, 251
philosophers 14, 203
poets 20
mythology 201, 204
tonal system  XVI, 3
see also barbiton, pandore, qarastan,
qithara, rabab, Ram salikh, sulyaq,
urghanin, urghun, Yanani
grief 39, 50, 80, 82, 84, 86, 122, 162, 164, 187,
219, 250, 270

ha 86
ha ha, haha, hahaha, hahaha 86
hadd 68, 70,177, 210, 217-8, 268, 277,

305

al-maqta® 35
hadda 63
Hadith 32,182
hadr 245

see also hathth
hads 3
haka 34, 80, 84, 217
hala 172

halawa 68, 70, 17
halawat mawqi‘ al-halq 55

INDEX OF TERMS AND SUBJECTS

hallala 167
halq 24, 59, 67,176
al-halq al-dayyiq 72
haml 249
hammam 96
hammers 205-6
hamza 81—2,86
soft 812
hanak 24
hanin 16, 280
hanjara 24,129
happiness 17, 51, 55, 58, 128, 167, 218—9
haraka 22
harami 40
harf and plur. huraf
huraf khurs ghayr musawwata 62
huraf al-lin 62
huraf al-madd 62
huraf musawwata 62
harir 271
harp 99-100, 143, 207, 269, 276
harrara 32-3
hasan 39, 104, 127, 264
hasara 230
hasr 79, 85, 249
see also mahsar
hassana 76
hathth 127, 245
see also mahthuth, sur‘a
hazaj 21, 46, 51, 53, 60, 81, 128, 165, 173, 195,
218, 221, 224, 243, 255, 264, 267
light hazaj xv11, 53, 60, 218, 221, 231, 243,
255, 265-6
haziq 72,95
(al-) alat al-haziqa 95
hazza 84
head see voice
health and its effects 122
hedonism  x111
hemistich 25, 75—7, 82—3, 88, 111, 119—20, 169,

184, 242
hidda 96, 217
hidhq 172

hijama 101

hikaya 3, 32,170

himyariyya 266
see also humayri

hirr 271

hiss 14,174, 216
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hizq 72
hud@ 40,167
hudb 72
hulla =1

hulaq see halq

humayri 265-6

humors 205, 217-9, 239
humyari see himyariyya
huzn 82

iada uo
ibdal 83
iblidance 257
iblis 204
‘Gbra 206
ibtd® 224
ibtida> 246
ibtida® 79
see also al-talhin al-akbar
ibtind 101
idaf 1,79
see also tad‘if
(al-) 1dan al-a‘jamiyya see lute (Persian)
idara 254
idraj 86, 221, 244-5, 250
idtiram 209

iftinan 4
ighraq 78,106
ihsan 156-7
ihsar 100
ihtalama 195
ijtthad 75
ijtima‘ 97
ikhraq 106

ikhtalafa 73
ikhtaraa 51,79
see also al-talhin al-akbar
ikhtilas 78, 112, 247, 253
see also mukhtalis
iktasa 64
qlal (pl.) illa 32, 69, 108
ilmam 251
Gmi  xv,5
iltidhadh 16
iltifat 30
imagination 3,16, 32, 82, 90, 103, 133, 163,
179, 248, 270-1
imala 266
imitate 34, 46, 84, 112, 173, 247—9, 258
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inbahara 63
see also munbahir
inbisat 22, 280
index finger
and thumb 216, 241
fret 59, 215, 264, 305
replacement 26, 53, 83, 110, 223, 241,
263
index finger fret as tonic in the course of
the middle or ring finger fret 79, 83,
85,127, 222
infarasa 102
infisal 8o-1
inhasara 63—4, 96
inhisar 222
ingalaa 108
inqataa 64,102
ingibad 22
ingita® 64,102
see also qat"
inshad 167
see also recitation
instruments see dawat, duff, jank, kabar,
kankala, kiran, kuba, lara, mazhar,
mi‘zafa, mizmar, musiqar, naqas,
nay, nay zunami, pandore, pan-
pipe, qadib, qithara, rabab, salikh,
sanj, sulyaq, tabl, tunbar, ‘0d,
urghanin, urghun, wabil, wanaj, wand,
waran
instrumental music XV—XVTI, 41, 54, 59, 157,
248
accompaniment 16, 41
exercise 16, 216
improvisations 117
introduction 41
piece 16,41
playing technique 16, 21
prelude 183, 243
rendition of a song 16, 41
style 16, 41
see also lute
interjection 242
interlude 119
intiqal 4, 52, 255
intiqala 26, 53, 255
intiza® 8o
intonation see voice
introduction 41,78
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iqa® 60, 205, 218, 2234, 230—2 itidal 39

dalil 50 itlaq 250

oldest1ga‘ of origin 261 see also mutlaq

variations 117, 241-55 itrab 114, 17

see also ornaments, rhythmic

see also attack, bar, dynamics, meter,

see also tarab
ittasa‘a l-makhraj 178

pounding, rhythm, rhythmic mode, ittifaq 79
tempo, timbre ittisal 81
iqtida® 247
iqtidar 231 jabha 24
irab 171 jaff 16
irshad 243 jahara 68
irtiad 74 see also jahir

irtiash 108 Jahiliyya xvi11, 42—7

ishara 834,130 jahir 24,68,11

ishba® 109 jalis  see nadim, zarif
see also tashbi‘ (al-) jam‘al-tamm 229

ishmam 244-5, 254 Jami‘al-Funan X1

ishtirak 78, 252

isjah 76, 116,177-8
isjah al-isjah  177-8
see also sajha, sijah

jamjama 11
jank

see also sanj
jankiyya 143

100, 276

islah 177 jarra 277

Ismaili xr1i1 jarrat 241

istahala 33 jas@ 73

istakhaffa 182 jasi 73

istanfada 101 jass 216,241

istaqarra 74 jawhar 101,104

istarsala 75 jester 98

istiana 84 Jews xi11

istiftah fil-darb  see darb jins 37,52, 74,130, 170, 173, 221-5
istihala 41 jirm 268

istihasht 134

istihlal 52, 75, 119-20, 127, 242
see also nashid juz’ 39

istihsan 157 see also ajza

istikana 84

istikhfaf 106

joy XvI,19, 22, 50, 54, 56, 78, 127, 157,192,
205, 218—9, 270

KA 3-5,15-6, 24-6, 29, 324, 38, 414, 46—

istilah 172, 253 50, 52-3, 56, 58, 60, 65—70, 72, 75—88,
istimla 4 91, 99—100, 109—10, 112, 114, 117, 122—3,
istinaba 84, 252 126-8, 130, 132—3, 137, 139, 141-5, 150,
isti’naf 79 152, 154, 156—68, 170—3, 178—9, 1813,

185, 187-8, 194—6, 207-8, 215, 221, 227,
229, 2323, 239—41, 243—4, 247-8, 252,
257—-63, 266, 269, 282

istiqlal 270
istiqrart 39
istirah1 134

istirsal 75 kabar 282
istitrad 30 kada 53
itbha® 8o kaddara 72
itidad 8o kalam 55
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kalla 102
Kamal adab al-ghina
kamil 37,39

kankala 269, 278—9
Kanz al-tuhaf 212, 219, 277
karawani 69
karra 85

Kashf al-humam

see al-Katib

212, 277
key see tonality
khabt 258
khadimi 68
khafa, khafa 71
khaffa 128
khafi m2
khafif 217, 2434, 255, 282
khafif al-hazaj 265-6
al-ramal al-mahsar 266
al-thaqil al-awwal see first light heavy
al-thaqil al-thani see second light heavy
see also light, light hazaj

khafita 7
khalal 34,55
khalkhal 68
khalq 176
khamr 249
khanin 16
khardak 209
khast 135
khasib 135

khatala 77,172

see also mukhatala
khatil 41
khatir 105
khatt, khatti
khatw 247
khayashim 69
khiffa 18, 223—4
khilga 69
khinsir 215, 305

see also little finger fret, little finger fret

as tonic in the course of the ring finger
fret

khuda“ 84
khalifa 264
khunthawi 16, 39

see also takhnith
khuntna 179

see also akhann
khurgj 55, 75, 79,108

401
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khushtina 73
khusruwani  233—4, 265
KI 112,224, 230-1, 242—7, 251—4
KII 112, 224, 2301, 242, 245, 247, 251—4
kinesthesia 130
kiran 208
KMK 18, 35,37-8, 40, 62, 67-73, 75-6, 78,
81-5, 119, 130, 143, 177, 201, 223—4, 226,
228, 230-1, 242-8, 2514, 262
Kitab al-Lahw  xv11
Kitab al-Nagham (Book of Notes) or Kitab
al-Naghm (Book of Melody) 5,39
Kitab al-Nudam& wa-l-julasa® 282
Kitab al-Sharab 282
knowledge
musical, practical  3,10-2, 26, 34, 36, 58,
63, 74, 101, 103, 105, 171, 174, 182, 215—6,
260, 263, 266-8, 277
musical, theoretical 3,10-2, 14,18, 26,
33501 545, 58» 74, 171, 174, 216, 225,
260, 263, 266—7
XV1, 3,181-2, 260
see also nadim, zarif
kaba 282
249, 257-8, 283
see also dance

extra-musical

kurraj

lafz 116,179, 248

laghw 168
lahja 171
laib 283
lamentations 21, 80, 84, 86, 114,184, 190,
203—4, 280
see also elegies
latafa 172
lathagh 179
light hazaj xv11, 35, 51-3, 60, 218, 221, 231,

243, 255, 262, 2667
light ramal 53, 60, 221, 231, 243, 255, 257,
262, 266
light rhythms
lightness
limma xvi, 5, 37, 222, 305

see light hazaj
18, 21, 223—4, 231

lin 217,229
24,123,179
literature 21,182

music XVI
logic  5,10,12, 14,131,167, 188
lubb 13

lisan
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lungs see voice
lugmi 71
lar 276
lara 276
Lat 269
lute 203-20, 236—40
back 207, 209, 212
belly 207,212
bracelet 185, 238
bridge higher, lower 209-10, 212, 268
buzzing sound =210
choice of proper lute to fit voice 268
circles 210
construction 207-13
damaging factors  212—3
defects of sound 210, 219, 268
dimensions 207-13
earrings 185, 238
exercise and harmony (unison and other
intervals) 216
face splitting away 213, 277
frets placement =212, 214-6, 305
thickness 216
material 207-13
measurements 207-13
mute 210
mythology 203-6
neck 207, 209-10, 212, 215-6, 238, 265
necklace 236-8
ornaments 210, 212
pegs and peg box 56, 131, 204, 209-10,
238
Persian lutes 207, 265
players 233-4
technique 265
pick 112,184, 208, 216, 241
plucking 5, 40-1, 99, 112, 131, 184-5, 202,
207, 212, 216, 220, 224, 226, 238—9, 241,
245, 247, 254, 262, 265, 269
poems praising the lute 184-5, 208,
236-8
postures and positions while playing 131
ribs 209, 213
rods 209, 213
rosetta 210
touching, jass 216, 241
tuning 66, 21720
virtuosity 240
wood knots 209
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lyre 180, 201, 204, 207, 270, 276

MA see KMK
ma‘azif see mi‘zafa
mabda’  241-3
madani 41
madd 173
madhhab 223, 264
madih 8o
mafailun 21,25
mafsud 240
al-qantn 27
mahasin 11,179
mahfar 209
mahmul 222-3, 249, 264, 27980
mahsar 49, 79, 222, 249, 266, 279-80
see also hasr
mahstis 41
mahthath 35,221
see also hathth
mahziuza 84
majdala 271
majlis 3, 11, 29, 56, 77, 104, 122, 127-8, 130,
132, 157, 182, 189, 192, 263
majra l-hawa 75
makhda“ 221
makhrim g5
makhar 262
makhari 148, 173, 218, 2623, 283
makas 120
malaa 170
malaha 17

malasa 71
malih 28, 264
maliyar 274

malwan 209, 238

mamdar 72

manakhir 24

mansurl 209

mantiq 116,167,179
halawat al-mantiq 56

mantiql 5,72

magqadir al-ghind® 14, 69

maqria‘ 205
see also qar*

magqta‘ 35, 52, 55, 75, 83, 104, 109, 130
magqta‘ tawil 79
magqati‘ al-ajza® 60

marbat 207
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markiab 122 as tonic in the course of the middle
marthiya 80, 84, 280 finger or the ring finger, ornaments
marwazi dance 257 (melodic), ring finger fret of mathna
masdiad 72 string as tonic in the course of the ring
mash 251,258 finger fret, tariqa, tarkhani
masha 244-5 melody
mashqiq 209 basic 37,76
Masitaris 274 effeminate 16
mathala 51 embellishment see ornaments melodic
see also mumathala meaning 18-9
mathlath ~see strings subtlety 16-7,105, 172
mathna see strings tender 22, 84, 280
maththala 50 metaphors 10,18, 31, 50-1, 68, 72, 84,173,
mazaja 78 185, 248—9
see also ishtirak meter 26, 230, 242
mazamir see mizmar heavy 35, 91,226
mazhar 184, 208, 236 light 91,243, 255
see also lute long 36
mazmum 79, 83, 85, 92, 120, 127, 222, 279— short 36
8o see also rhythmic mode
measured music 37, 41, 46, 83, 110, 1201, middle finger
195, 201, 205, 209, 267, 274 course 59, 305
melismas 96, 242, 252 fret 66, 223, 305
melodic modes  XVI, XVII, 5, 11, 49, 52, 59— Arabic middle finger fret 215, 305
60, 74, 78, 80-1, 87, 127, 170, 201, 2213, middle finger fret of the mathna
228-9, 240, 262—6, 279-80 strings as tonic in the course of
Arabic 222,228-9 the middle finger fret 92, 222,
complex of melodic and rhythmic modes 264, 305
266 Persian middle finger fret 215, 223,
figuring out mode  228-9 226, 265, 305
Ishaq’s modal system 74, 221 Zalzal middle finger fret 215, 223,
modulation and pointing see voice 226, 305
movement 4, 26, 39, 52-3, 74, 87, 91, 202, midrab 208
228, 255 mihrjan 265
Persian  see Persian modes mikyal 261
plain without mixing or moving 279-8o minfakh 272
subordinate 74, 221 mi‘zafa 99,180, 26970, 277
variety of rhythmic and melodic modes mizhar see mazhar
170 mizmar 41, 200, 269, 271—2
see also differentiae, ethos, humayri, mazamir Dawad 204
index finger fret as tonic in the course moderation 17, 22, 37—9
of the middle or ring finger fret, khus- modern music 16, 31-6
ruwanyi, little finger fret as tonic in the poetry  29-30, 49, 190-1
course of the middle or ring finger fret, modulation 18, 41, 60, 69, 74, 76, 78-9, 83-5,
mahmil, mahsir, maliyar, mazmuam, 92,120, 249, 279
middle finger fret (Persian, Zalzal) as morning draft 82, 88, 115, 125, 133, 280
tonic in the course of the middle fin- mother of a child 157
ger fret, mujannab, mukhalif, mutlag, movement

naw‘, nilawus, open mathna string interval to interval 255
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mode to mode 255
note to note 4, 26, 39, 52-3, 74, 85, 87, 91,
202, 228-9, 255
tetrachord to tetrachord 255
mu‘alaja 258
mu‘allaq see ramal, first heavy
muarada 81
mu‘ayat 86
mubalbal 73
mubayana 66, 82,111
see also munafara
mubayat 119
mudawala 78
mudawat 16
mudawwar
mudhik 96
mudtarib 73,109
muezzin  XIII
mufakhkham 69, 16
see also tafkhim
muhaddith 98

64, 67

muhahat 86
muhdath 31
mubkam 33

mujaljal 68
mujannab as mode
as ornament 26, 53, 110, 223, 241, 263—4,
279
in tuning 66
see also tajnib

see anterior

mujawaba 96
mujazza‘ musahham 275
mujid 70

mujn 81

mukhabbaba 85
mukhadram 42, 44
mukhalafa 253, 264
mukhalif 264, 280
mukhalkhal 68

mukhannath see khunthawi

77 253, 264
see also khatala
mukhtalat 243, 255
mukhtalif 111
mukhtalis 231
see also ikhtilas

mukhatala

mukhtaniq 72
mul@ama 38
mulayim 226
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mumakhkhar 77, 222-3, 262-3, 280
see also tamkhir
mu‘mat 71
mumathala 82, 111, 247, 253—4
see also mathala
munadala 77,86
munafara 66, 263
see also mubayana, nafara, nifar
munasib mushabih 205
mun‘asir 72
munbahir 102
see also inbahara
munbatir 109
munfasil 231
munkhafid 62
munna 122
munqahir 109
munsarafat 248
mungarif 120
munsarij 222
see also musarraj, surayj, tasrij
mugqabala 77
mugaddima 119
see also nashid
muga‘qa‘’ 70
muqaraba 110
muqarnas  XIII
mugi© 34,36
mugliq 22
muqtanaat 245-6
mura“aj 282
murajaa 117
see also tarj1‘
murajjah 85
see also tarjih
murakhkham g7, 16
see also tarkhim
73, 77,100, 111
murta‘id 70, 74
murta‘ish 70

murasala

musahham 119—20
see also mujazza‘ musahham
musahraj 68, 71
musalsal 64, 70
musarra® 119
musarraj —see munsarij

mushbaa 41
see also tashbr
Mushjiyat Ibn Surayj 84
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mushriq 51 naba 60,73
musht 209 nabi 73
mushtabih al-maqati© 32, 35 see also nubuww
music, meaning and definition 16-9, 23, nabra 81-2, 112,170, 242, 247
201-2 see also nubirat
musical sections and divisions see sections, nadi 71,97
divisions nadim 181-2
misiqaqiya 201 see also zarf, zarif
masiqar 98 nadir 41
musiqi 201 nafadat 246
mustahsafa 217 nafar 55,64
mustahsan 85-6 nafara 65, 71, 263
mustalin 62 see also munafara, nifar
mustanid 129 nafasat 246
mustawiyan 75 nafasiyyat 41
muta‘adhdhir 178 natkh 97
mutadakhil 243, 254-5 al-taswiya 41
mu‘tadil 39,71 naghama 14, 234, 26, 35, 59, 67-8, 71, 83,
al-fusal 32,35 85,130, 214, 228
al-nagham 35 nahw 29
mutahallil 51 na‘im 69, 71,73, 16
mutakhallil 217 nakat 258
mu’talif 205 na‘ma 69
mu‘tamad 158 naqala go
mutanasib 205 naqasa 33,55
mutaqga‘qi‘ 70 naqil 32
mutaradif 230 naql 53
mutasawl l-ajza’ 32, 35 naqra 5,202
mutasawwif 36 naqsh 210, 212
mutashabih 205 naqas XII, 14
Mut‘at al-asma‘ fi ‘ilm al-sama‘ see al-Tifashi nasal bones 188
mutawala 77 cavities 97
mutawassit 62, 71 nasality, half see ghunna
mutayassir 72 nasb 167
mute 10, 13, 62, 210, 237 nashid 1, 52, 11921, 127, 167, 242, 265
mutlaq 127, 222, 250, 279 for the various types  see interlude,
muttafaq 13 introduction, istihlal, ma‘kas,
muttafiq 111,177, 266 mubayat, muqaddima, musahham,
muttaki’ 129 musarra’, muzdawaj, ornaments
muttasil 231 (rhythmic), postlude, prelude
muwashshah 87 nasib 80,132
muwattar 208 nasij 33
muzahzih 156 natural
muzdawaj 119 disposition 3, 11-2, 34, 69, 79, 103, 105-6,
muzlim 71-2 108, 201
sounds and frets 214, 228
N-KI 112, 224, 242—7, 251—4 naw‘ 49, 74, 76-8, 81, 83, 92, 121, 157, 221, 228
N-KII 113, 224, 242, 245, 247, 251—4 see also jins, rhythmic and melodic

naarat 86,161 modes, tariga
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nay 271-2
nay zunami 149
nifar 71
see also nafara
nifas 102
nightingale 56, 69, 114
nilawus 275
notation 49
notes
abundant 18, 26, 39, 67-71, 77, 83, 91
delimited manner 63, 201
harmonious notes and divisions 35
high 18, 24, 26, 52-3, 59, 634, 73, 76, 78,
82, 84, 86—7, 91, 94, 96, 103, 108-10, 119,
175—6, 217-8, 252
highest note in a song 59, 76,176, 229
low 18, 52, 59, 63—4, 76, 78, 82, 86, 110,
116, 1767, 217-8
lowest note in a song 59
see also duration, octave, register (voice)
nubirat 24
nubuww 66, 263
see also naba
nufadh 217
nuhita min sakhr 29
nunnation 24
nutfi 72
nuqtr 72

octave
higher 76, 78—9, 111, 175, 177-8, 2156,
252
higher than the higher octave 178
lower 11, 76,176-8, 218, 227, 242, 265
lower than the lower octave 178
parallel 74, 216
transposition to a lower or higher octave
76,834
open
mathna string as tonic in the course of
the middle finger 76, 222
in the course of the ring finger fret 6o,
76
string 59, 66, 79, 83, 85, 91, 127, 215, 220,
222-3, 227, 250, 264, 279, 305
oral transmission  31—4, 105, 107
see also education, teaching
organ see urghanin, urghun
origin of Arabic singing 28
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ornaments rhythmic 24155

acceleration 221, 245, 250

additions 11,18, 26, 32-3, 35, 40, 52, 60,
69, 72, 81-2, 91, 101, 111-2, 172, 195, 244—
6,254

aesthetically arranged ornaments
251

alterations 31, 34, 49, 52, 55, 67, 69, 72,
85, 87, 91—2, 112, 195, 247, 253—4, 264,
266

anacrusis 242, 246

biting 250

burning 250

burping 248

burst of fast notes tightly in succession
247-8

carrying 249

circling 254

compacted notes 250

confining 249

conjunction 242, 244

continuous touching of strings with fin-
gers 241

crushing 241,247

dancing 254

deceleration 252

desiring 244, 254

disjoining 11,243

doubling 1, 79, 82, 2445, 247, 254

dropping-out of attacks 52, 79, 195, 224,
245, 254, 262

dynamic replacement 248, 252

fillings 246

freedom 249-50

gradation 221, 244, 250

grief-inducing 250

heterogeneity 253

homogeneity 228, 247, 253—4

joining 11, 244

moving from mode to mode 74, 76, 252,
255

multiplying attacks 245

pointing 254

polishing 254

pre-cadence 248

preludes 241-3, 246

repeating of cycle in succession or non-
succession 254

repeating part of the cycle 253
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repetition of sections XV, 11, 70-1, 76,
78, 85, 96, 110, 117,167, 173, 183, 2234,

252-3

rubbing 244, 251

separators 39, 41, 75, 120-1, 230—1, 243—4,
251

shaking 249
skipping notes 249
smashing 247
soft attacks 231, 244, 251
speed 244
stealth 4, 78, 82, 112, 170, 231, 247, 253
stretching a note beyond its value 253—4
strings shaking off 246
strong attack 40, 231, 251
sustained 86
syncopation
tamkhir 77, 222-3, 262-3, 279-80
tasrij 223,250
see also munsarij
tickling 241
tumbling of the pick between two strings
254
variations

12—-3

85, 117, 221, 224, 241-55, 264
in prosody 53
walking 247
with swinging gait 253
weak attack 82, 112, 231, 244, 248, 251-2
see also rhythm, rhythmic modes, tempo
ornaments melodic
bad 40
broken 86
embellishment xvi—xviy, 3,11, 16,18, 26,
38—-41, 50-3, 67-86, 96, 1101, 117, 170,
1723, 183, 188, 195, 2223, 260, 263

good 40

inclining between mazmuam and mutlaq
85

parallel octaves 74,177

replacement 26, 53, 110, 223, 241, 263—4,
279

seven notes, using more to beautify 67,
78

shaken notes 84
see also voice
pandore, pandorous 99, 264, 266, 269
see also tunbar
panegyric 8o
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panpipe 98
pause 79, 83,171, 251
pedigree 195-6
perception 3,14, 32, 105, 174, 192
percussion instruments  see dawat, duff,
kabar, kaba, naqus, qadib, tabl, wabil,
wand
performance
beating percussion instrument 16
see also instruments
behavior of performer 127-8
in front of kings 83,1812
choice of songs and themes 1325
in front of Kings  124-6
conquering difficulties 77,172
facial expressions see voice
jumping an octave higher or lower in mid-
dle of song 177
order of songs in a majlis  127-8
posture see lute, voice
shortcomings 123
tambourine turning face up and down
while playing 270
walking while playing percussion 257,
282
weak, hands weak 232
see also lute, ornaments, voice
permissibility of singing  xv1,167—9
prohibition and breaking instruments
XI1, XV, 98—9
Persian
anterior to the index finger
harp 207
kings and princes
lutes 207-8, 265
middle finger fret
305
modes 215, 226, 233—4, 265, 282
musician 46, 233—4
praise 156
tunbar 269
see also dance, Furs
philosophy  xi1
phonetic alterations 18
phonology 62, 83,170, 247, 254
Phrygian 274
pigeons 56, 69, 114, 130, 156, 158
planta 258
see also dance

215, 305
98,169

215, 223, 228, 265,
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plover 56, 69, 114
plucking see lute
poems/poetic
arrangement of words
defective 53
devices 30
feet and music divisions

19, 55, 70

14, 19, 23, 256,
31-3, 35, 39, 91, 113, 171-2
measure 103, 170
sections harmonious and symmetrical
31-2, 35
themes 21
postlude 19
postures  see lute, voice
praise of performance 105, 156-8, 182
pre-Islamic era XVI, XVIII, 134, 164
see also Jahiliyya
prelude 1, 50, 75, 83, 110, 183, 242—3, 246,
265
see also nashid
proportional
durations 277
sounds 205
prosody 31,182
poetical meters
of singing 23
punto 258
see also dance

21, 23, 25, 32, 53, 55 172

qabih 70

qafiya 52

qahara 172

qahqaha 81

qail 169

qal* 107

qalil al-‘amal 18

qallaba 270

qanun 92,11
modern instrument 223
al-qantn al-wahid 87
see also mafsad

qar® 40, 226, 230
qari‘ 205

qarastun 207

qartha 89, 266

qarra 68, 84

qasab 277

qasir al-adwar 18

qassara 60
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qat" 173
qata‘a
qati 73,94, 96,103,175-6
see also inqita“

gqawam 105

qawl 81,240

qayna 157

qihf 24

qisma 19, 23, 25, 32, 35, 51,172

qithara 269, 276

qiyas 3,173

Quran 6,168, 281
Qur’an of singing 109
recitation 13, 40, 117,171
see also tawjid, tartil

101—2

rabab 100,133, 143, 155, 180, 2768

radda see composition

raf¢ 167

raj* see tarji‘

rajihi 71

rakhama 75
mantiq rakhim 16
see also tarkhim

rakhkhasa 168

rakhw 73

ramal 46, 51, 53, 60, 86, 128, 173, 195-6, 216,

221, 224, 231, 252, 264, 266, 280, 282
first ramal 221
heavy ramal
mahmal 264
mu‘allaq 265
mukhalif 264
musarraj 266
second ramal 221
type of ramal found in tunbar composi-
tions 81

see also light ramal, zafn

ranna 212

raqiq 19

raqis 106

raqqa 64

raqqaga 210

ra’s 24

ratb 71

raththa 179

rawl 33

rawm  244-5, 254
see also attack

221, 257
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rebec 164,180 sab 178
recitation 167,170 sabbaba 215,305
register see voice see also index finger fret
religious festivities 15, 275 sabt 209
repetition see ornaments (rhythmic), sad 19, 21, 67, 122—3, 133, 170, 173, 205, 218—9,
voice 274, 280
rewards 3, 51, 54, 56—7, 84, 91, 99, 105-6, 126, sadhij 279-80
132, 168, 181, 192, 234, 275 sadi 72
rhyme 30, 52, 62, 237 sadr 24, 111, 258
rhythm al-sadr al-awwal 33
get off and reason  103—4, 173 sadri 24
harmonious 231 safa 64
homogeneous 228 see also asfa
visual 130 safd’ 69, 96
see also rhythmic mode safa’ al-dhihn 105
rhythmic mode 221-225, 230-2 satha 277
altered when stealing  g1-2 safi 69,71
basic modal form 223-5 safr@ 239
conjunction, conjunctive 228, 230-1 sagha 33
definition 230-2 sahhalahu 89
disagreement of nature of modes 259— sahib al-sitara 157
61 sahih 33, 205
disjunction, disjunctive 75, 230-1,243-4  sahl 18,127
ethos 279-80 sahl 237
genus and genera divisions 74, 221 sajha 52,76, 16
guide to compose 50, 243 see also sijah
interlocked 243, 255 sajth 116
long 18 salakailal-alhan 50
mixed 243, 255 salbaq 276
old names 221-2, 266 salikh 269, 278
principal 74, 221 salsal 70
short 18 salyani 276
standard of time measurement 261 salyaq 269, 276
see also dawr, duration, first heavy, first sama‘ 58
light heavy, hazaj, iqa‘, khusruwani, samit 55
light, light ramal, makhari, mihrjan, sana 177
mumakhkhar, ornaments (rhyth- sand grouse 164, 271
mic), ramal, second heavy, second sanj 269, 276
light heavy see also jank
ri’a 24 saqala 96, 212
rifq 172 saqill 68
ring saraf 21,181
finger fret 215, 228, 249, 252, 265 sard 39
ring finger fret as tonic in the course of sarl* 217
the ring finger fret 59, 79, 222, 266 sarikh 70
rosetta see lute sariqa 87
rukbani 167 sarir 70
rutiba 71 sarkha 74

sarra 128
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sarrar 70
sarsurl 70
sawda’ 239
sawt 41, 767, 7980, 171
sayha 24, 52-3, 76, 78,175-6, 252
sayyah 71,76
see also siyah, tasyih
Sayings of the Prophet
sayr 209
sayyia 168
sayyit 68
scan poetic measures 170
sciences XII, 3, 15, 174, 182
scientific (part of book) xv, 3, 5,196
seasons
good and bad
second heavy 26, 53, 60, 120, 165, 218, 221,
224, 259—60, 280, 283
second light heavy 26, 53, 60, 148, 221, 223,
243, 262, 283
see also al-makhuri

32,182

see voice

sections and subsections, musical
31-5, 39, 52, 82-3, 87,172
see also division
endof 41, 82,109, 118, 130, 156, 246,
251
see also cadence

18, 25,

musical sections and cadences are similar
32,35
41, 75,109, 120-1, 230-1, 243—4,

and harmonious
separator
251
breathing 78,109
control of separator 75,78
filled, ornamented, embellished 39, 41,
230, 251
neglecting separator 39
see also ornaments, rhythmic
shabbut fish 207
shadhdha 34
shadhra 18, 39, 52—3, 84, 242, 279
shahqa 86,158
shahwa 56,105
sha‘ith 71,97
shaja
shaji 67
see also tashajl
shakl 51,225
shakwa 84
shalyaq 276
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sham@’il 129
sharqa 72
shawq 85, 280
shidda 18, 84, 229
shidq 129
shiffa 24
Shiidoctrine  xI11
shudad 18
shubh 33
sia 24
sihha 8o

sihhat al-qisma 19
sihrij 68
sijah 11, 76,177

see also isjah, sajha
sila 83
sinaa 3,265

sinaT 226
sinf 74
singing slave girls X1, XVII-XV11J, 29, 43—

5, 47, 57, 99, 130, 138, 141-3, 1456,
157

siyah 64, 71,76, 119, 271

siyahi 71,76

see also sayha
siyasa 16,106
slave

female X111, 89, 132, 163, 203
see also singing slave girls

male X1, 89,135, 139, 142, 147, 155,

167
sobbing 86
speech 10-3, 30, 54, 72,108-9, 112, 1201,
179, 183, 185, 188, 191, 236, 238
gentle 16
soft 16
speech-like 75, 119-21, 167, 242, 248
speeding 103—4, 224, 232, 244

see also tempo
sphere greatest celestial 201
spoil because of change  33-4, 52, 91
unnatural additions 40
see also distort, posture
stamping the ground see dance
strike 258
string instruments ~ see jank, kankala, kiran,
lara, lute, mazhar, mi‘zafa, pandore,
qithara, rabab, sanj, sulyaq, tunbar,
urghun, wanaj, waran
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strings of the lute
bamm 76, 80, 144, 185, 189, 208, 215,
218-20, 226—7, 2389, 263, 265, 277,
305
evenness and unevenness 219
fifth see zir hadd
first and lowest  see bamm
fourth
fullness lacking 219
gut  216-7, 219, 277
holder 212,268
humors 2179, 239
invisible sound 71
mathlath 76, 80, 144, 175, 177, 185, 215,
218—9, 2389, 265, 276—7, 305
mathna 60, 79-80, 92, 144, 175, 185, 217—
20, 222, 226—7, 2389, 263, 2656, 276,
280, 305
aspillar 220
ratios of thickness 217-20
second see mathlath
shaking 246, 249
silk 217, 219, 277
stringing
third see mathna
twisted compactly and non-compactly
217
zir  218-9, 238-9, 276—7, 305
zirhadd 210, 215, 218, 277, 305
stringed-instruments soft sounding 95
safidance 257

see zIr

217—20

sukan 22
sukurruja 210
sulb 217
sulyaq 269, 276
sura 12,125,179
sura 224
see also hathth, tempo
surayjl 223, 250, 262
see also munsarij
surur 19
syncopation XVI, 112—3

taab 65, 69
ta‘ajjana 73
taammul 128
ta‘arra 64
taawwuh 85
ta‘azzuz 8o
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tab* 3,34, 52,79, 103, 105, 117
al-tab@’i‘ al-arba® 205

tabaddada 72

taballada 107

tabaqa 59, 65,101, 171,178
al-tabaqat al-layyina 63
al-tabaqat al-shadida 63

tabbala 145

tabdill 55, 76, 83,177

tabl 55,180, 270-1, 282

tada‘if 19, 262, 264

tadallul 80,164

tada’ul 72

tadawwara 84

tadfif 270

tadhallul

taddid 78

tadif 79, 245
see also ad‘afa, da“afa, dif, id‘af

tadmin 30

tadrib 106

tadrj 63,86

tafaddagha 73

tafaghur 74

80, 280

80, 84

tafajju’
tafarra‘a
tafri 76
tafarrasha 64
tafkhim 21, 35, 69, 75, 116, 219, 242
see also mufakhkham, ta‘zim
tafkik 74
tafsil  242—4
taghrid 14, 78,114
taghylr 247, 254
tahaffuz 80,128
see also zalal
taharruz 8o
see also tahaffuz
tahatti 249
tahayyala 263
tahayyul 65
tahmiz 250
tahnin 76
tahnina 26, 53
tahshim 247-9
tahsin 39, 76
tajadhaba 1
see also mubayana

64, 170, 221

tajammul 210
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tajmir 250

tajnib 223, 241, 263—4, 279
tajniba 26, 53, 110, 223
see also mujannab

tajnis 30

tajwid 17

‘4lm al-tajwid 171

tajzi'a 23, 25, 51,172

takahhul 8o

takahun 74

takalluf 117

takhalkhul 97

takhatti 249

takhayyul 16

takhnith 66, 263—4
see also khunthawi

takri  247-9

takrir 85, 253

takthir 67,78

talawwi 85

talent 33, 58, 89, 105, 176, 266

al-talhin 1
al-akbar 51,79, 9o

see also ikhtara‘a, ibtida“

al-asghar 8o
al-awsat 52
see also composition
tall 71
ta’lif 23, 40, 55

al-luhun  see Euclid, al-Kindi

mahdad 201

al-nagham 23
taliga 74
talmi‘ 254
talmih 254
taltif 75
tamahhul &
tamattu 253
tamazzuj 226

tambourines X111, 143, 270, 282—3

tamkhir 77, 223, 262
see also mumakhkhar

tamtama 179

tamyiz 105

tamzij 279-80

tanahnuh 72

tanaqqul 63,101

tanawwud 213

tanbar see tunbur
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tanghim 52
tanim 35,52, 116
tanin 96, 275
tanin1 5,37
nisf tanini 5, 37, 222, 305
tanmiq 212
tanna bar see tunbar
tanqil 279-80
tanwin see nunnation
tap rhythm  xvii, 5, 34, 170, 241, 243, 258,
263, 265-7, 277
taqdir 39, 77
taqdir al-anfas 78
ta‘qid 209
tagqlib 248, 252, 258
see also dance, nakat, khabt, mash
taqni® 11, 245-6
taqrib 260
tagsis 40
taqti‘ al-fasila 109
tarab  XVI, 4, 11, 14, 21, 31, 39, 50, 64, 78, 84—
6, 90, 98, 106, 108, 111, 114, 116—8, 1212,
126, 156—7, 167, 170, 172—3, 183, 188, 192,
195—6, 204, 212, 218—9, 234, 239, 248,
264-5, 272, 274, 277, 279—80, 282
definition and causes 54-9
see also effects of music
tarannama 96,183
tarannum 21, 78, 242, 252
tarasul 77,1
see also murasala
tarf 82,161
see also atraf
tar'b 106
tar'id 74
tarif 16
tarif o1
taTj 85
tariqa 11, 49, 801, 221-5, 2627
tarjama 240
tarji*  xvI, 11, 68, 71, 76, 78, 80, 85, 117-8, 167,
173
see also muraja‘a
tarjth 79, 85, 242
tarkhani 265-7
tarkhim  xv1, 75, 16
see also murakhkham
tarq 16
tarqis 254
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tartil 117, 252
tasalsala 64
tasalsul 69
tagarruf 59, 63, 170, 224
tasawwur 3, 32, 64
tasha“atha 219
tashaddaqa, tashadduq 179
tashadhdhaba 33
tashaji 8o, 84
see also shaja
tashbr® 83,170, 246
tashbia 83
see also ashba‘a, ishba‘, mushba‘a,
ornaments
tashdid 157
tashqiq 209
tashtir 209
tashyia 74
tashziya 277
tasrij 223, 250, 279
see also munsarij
tastanat 209
taswiya 41
tasyth 64, 66,108
see also sayha
tatahakka 33
tatbiq 30
ta‘thir 254
tathwib 74
tatmim 30
tatrib 167
see also tarab
tavern 148, 262, 266
tawallada 239
tawbikh 8o
tawflq 84
tawil meter 25
tawsll 242—4
tawtiya 78, 252

tayy 245
tazim 75
taziz 210

tazyidat 11, 40

teaching
approaches, good and bad  105-7
choice of would-be singers 179-180
gestures, pointing to teach 130
uproot mistake 107
see also education, oral transmission
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tempo 81, 230-1, 267
fast 242, 245
freedom 250
leisurely and moderate 247, 254
slow 242, 249, 252
tension 18, 212, 268
tetrachord 37-9,170
istiqrari, stable 39
kamil, complete, perfect 37
khunthawi, effeminate 39
lawi 38
lawni 38
layyin, soft, womanly 38
mulawwan, chromatic 38
muqawwl, strenghtening 37
mutawassit, moderate 38
nazim, basti, arranger, delightful, drawer,
enharmonic, organizer, sketcher 38,
170
qabdi, anxiety, depression 39
qawi, diatonic, manly  37-8
rasim, soft, womanly 38
ta’lifl, composed 38
tetractys 273
textless singing or chanting see tarannum
thana 124
thaqil
heavy rhythmic modes 277
al-thaqil al-awwal see first heavy
mu‘allag 265
al-thaqil al thani  see second heavy
therapy and music 16
thiqal 18,2234
thunder 21, 67, 74,100, 237, 270
tibyan 123
time see duration
tinbar see tunbar
tonality xv1, 59—61, 127, 156
tone 5,378, 65
half 5,37-8,65-6
level 65-6
quarter 38, 223
tortoise 204
transposition 74, 76, 242
Treasure of rarities see Kanz al-tuhaf
tubal  see tabl
tunbar see tunbur
tunbar 81, 99, 180, 2646, 269, 276—7, 280
player 143,155
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tunbir mizani baghdadi 269
tuning  see lute, wind instruments
turtledove 56,114,183

ubna 98

ad  see lute and rod, wood under lute
al-1dan al-a‘jamiyya see lute (Persian)

‘ad al-shabbat 207

udm 183
ughriba 134
ukar 257

see also dance, kurraj
umm walad 157
unison singing  see voice
unmeasured 37, 40-1, 50, 83, 110, 119, 121,
127,167, 248
see also nashid, istihlal
‘unq 209
Unveiling of grief  see Kashf al-humam
upbeat see anacrusis
‘ugb 258
urghanin 273
urghanan 272
description, performance practice, con-
text 273-5
urghun 269, 272, 275
uskurruja 210
ustadh 106
usal 10, 40
see also asl

vizier XI-XI111, 44, 131, 154, 160
vizier of viziers or grand vizier 104
voice and vocal music  67-86
abandoned 73, 94-5,102
abundant notes  67-70

adept 70
aggrandizement 75
agony 8o

agreement 78-9

alternation of singers 73, 77-8, 94, 100,
175
of songs 127

amorous dalliance 80, 84

ample 35, 69, 75, 82,116

anguish 8o

anklet sounding 68

anxiety 82

beautiful xv, 3,12, 31, 33-6, 39, 42, 55-6,
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63—4, 67—86, 108, 111-8, 120, 127-8, 131,
157,170-3, 177,179, 196, 264-5
without beauty 26, 51, 70, 121, 228

Bedouin-like 70

beginning 75

bellowing 86

bird-like 67, 74,78

branching out
from mode to mode 76

breaking deal 78

breath control, breathing 3, 64, 74, 78,
83, 86, 90, 109-10, 1701, 182, 253
lengthening for competition 77
outof 63, 80,1001

burnished 68

calamity 86

care 101-2

caution 8o

cessation 63—4, 72

change melody to be unrecognizable
50, 85

charm 70

chest 24, 35, 69, 75, 82,100, 129, 131

chewing 73

choked 72-3

clamor 64, 68

clanking, clinking 70

clattering 70

clear 64, 68, 71,96
clearest 67
clearing of voice 72

cloggedup 71

cockroach-like 70

commotion 74

competition 77, 81,102, 105-6, 131,181

complaints 84

confidence 8o

confined 79

conformation 84

confused 73

congested 72

connecting line to line 79

constricted needing clearing 72

continuous sound 69

cooing 56, 78, 114,158,183

coquetry 80, 116, 120, 164, 272

correctness 75

correspondence, duets 77,111

craftiness 77
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crammed 72
creativity 3,79, 170,173
crickets’ stridulation 70
cry 75,84
cut-off 73,77
end of long section or cadence 79
dance-like 81
dark 64,71
deceit 77
delicate 69-71, 75
densely packed notes 69, 172
desire 85
defective pronunciation 179

diction, enunciation XV, 55, 75, 116, 171, 179

disarranged 71
disheveled 71
disliked 73
disturbed 73,109
diversion between two singers’ voice 73
doubling 79
dribbling 72
drop-like 72
drowning to improve 78
dry 70,73
duets  77-8, 94,100
alternating verses, hemistiches, poetic
feet 82,1m
duration evaluation 77
ease 75
easy (becoming) 72
efficient 70
effort at separators and cadences 75
emphatic 75
essence of good voices 634
exaggerated 134
excellence 122-3
extraction 8o
facial expressions 84,129, 174
faint 109
falling short of giving a sound 72
fatigued 69
feeble with no sound 72
fine 69-71
firmness 3,55
flabby 73
following in same mode 8o
food and drinks
good 93—4
bad 94-5

349

food in mouth 71
gentle 75
glossy 68
glottal stop 24, 81
gnashing 70
grace 75
gradual ascending or descending 86
grander 75
grief 80, 82,84
ha’ repetition of 86
hard 73
harmful
factors that are 94-7
head 24, 66, 69, 264
heard
not 82
barely 71,73
help 84
hidden 71
high-pitched note 68, 70-1, 76, 84
preparation 78
higher octave 76
one singer sings at a higher octave
than the other 79
see also octave
hoarse 63, 69, 101, 191, 237
howling of singers 86
humid 70-1, 95-6, 102, 212
hunchbacked people 72
husky 21, 69
illness 69,173,175
impression beautiful 64, 69, 16
strange 68
ugly 70
improvement 76
inclination inclining between open string
and index 85
insect-like 67
instruments overwhelm voice 100
intonation 214
bad, remedy 64-7, 71, 80,108, 175-6,
263
good 55,63
introduction 78
invention 79
invisible 71
joining verse to verse because patron did
not finish drinking 83

joy 78
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kneaded notes then brokenup 73
lamentations 80, 84
languid 73
larynx 24,129, 274
laughter type 81
lengthening of breath to its limit 77
lips 24,100,130
lisp 179
locations, harmful and beneficial 96-7
longing 85
loose 73
loud 68—9
loud polished voice without orna-
mented repetitions or many notes
68
low-pitched note 76
lower octave 76
lumpy 72
lungs 24,100
mirroring notes in verses 77
misfortune 86
moaning 82, 85-6, 248
moderate 71
modulation 69, 78—9, 83—4, 279
moist 71,73
moving 67,84
muddy 72
naked 64,70
nasal 72,97,188
twang 179
naturalness 75
nice 71
nightingale 56, 69, 114
noisy 70
nose 12,24, 69
blocked 72
numerous note-making 78
obedience 84
(of) old people 8o
opening 75
opposite of one singer with another 73
opposition 82
ordinary 70
ornaments
added at end of sections 82
ornamented repetitions 68
without ornamented repetitions 68
see also ornaments, rhythmic and
melodic, zawa’idi
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palate 24
penetrate and remains in the ear 68
pharynx 24
pigeon 56, 69, 114, 130, 156, 158
plain 68, 70,76, 84
plaster of quick lime 68
pleasant 71,75, 86
pleasure, shameless 81
plover 69,114
pointing to signal a modulation 83
polished 68, 96
posture, good and bad for voice 129-31
powerful 68, 85,176,178, 274
preferable 71
pride 8o
production 24
pure 64, 67, 69, 96
raising 167,190
rattling 70
register proper 55, 59, 63—4, 101-2,
268
danger of going to the wrong register
94,100-2, 175
higher and lower 86, 177-8, 248, 251
sharper register 66, 76
to test a singing slave girl 63
regret 80,122
relaxation 75
removal 80
repetition of notes or sections 76, 85
replacement of notes 83
reprimand 8o
restricted 73,175
resumption 79
return to beginning of first verse 83
reverberation 68, 96
rich 69,75
ringing 70
rough 73
round 64, 67
rugged 64,73
sad 67,84
saliva not swallowed 72
scream 64, 70,108, 119
screeching 70
seasons and effects on voice g7
self-abasement 8o, 84
separation 79, 81, 85
servant-like 68



INDEX OF TERMS AND SUBJECTS

shaking 84,108

sharpened 70

shortcomings 123

shouting 86

shiny 68

sighing 85-6

skilled singer’s qualities  170—3

slackness at end of sections or melodies
82

slowdown 81

smooth 69, 71-2

soft 69, 71,73, 75, 116
soft attack at end of sections or

melodies 82

softening and ample 116

sorrow 8o

sotto voce 96

speech-like 72

spreads all the way 72

squeezed 72

stable 68, 84

stammering 179

stealth 78, 82, 12, 170

strangled 72

strength 55

strong at times and weak at others 72

submerging to improve 78

submission 84

substitution of voice by string 84

swollen
nose and throat g7

synchronism 79

syncopation 78

tamkhir 77

tarab 84-6

tarji*  117-8

tarkhim 16

teeth 24,179

tenacious 72

tender XVlI, 35, 64, 67, 69, 71, 73, 75, 84,
100, 116

testing slave singing girl  63—4

thick 68

thin 70-1

thirsty 72

throat 24, 55, 59, 64—7, 72, 108, 116, 122,
129, 171, 175—7, 196, 214, 218, 234, 263,
268, 271, 274
narrow, constricted 67, 72
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weakened 102
wide 178
thunderous 67,74
toil 108
tongue 24
touching 67, 70, 84,170,173
trembling 70
trick of mujannab 12, 66,108
trickling 72
twittering 14, 78, 1145, 183,189
ugly 62, 70, 73,109, 130, 132, 134, 171,
190
unfinished 71
unison singing 74, 77, 94, 100, 111, 175,

177
unkempt 71
vibrato 96

vocal instrument 24, 101, 107
vocalizations 96, 242, 252
see also tarannum
wailing 85
warbling 14,78
washbasin struck  67-8
water freely flowing 71
weak 71
weak and strong 72
weakness at end of sections or
melodies 82
weightier 85
widening the air passage 85
wink 82
wrung 72
young boys 64
see also composition, performance
vowels 62, 81,130, 134
desiring, scent 244, 254
long 82
lowlong 18
prolonged 62,135
short 30,130
slurred 112, 244, 254
voweled consonants 62, 812, 120, 130
unvoweled consonants 24, 62,120

wabil see naqus
wafl 39,41

waist slender 176, 271
wallada 33,52

wanaj 98-9, 207
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wand 145, 243, 258
wann 207
waran 207

see also lute

warp 28, 40
wasi‘ 97
wasl 231
watad 81

watar, awtar 51, 184, 214
wathaqa, wathiq 3,33, 55
wazir al-wuzar?® 104
wazn 52,103, 205, 207, 217, 219, 230,
279
weather and its effects
wind instruments 41, 56, 59, 99-100, 143,
180, 202, 226, 271, 273
measured music in wind instruments 41
players 41, 99,143,149, 191-3
tuning 41

see lute, voice

see also mizmar, muisiqar, nay, nay
zunami, panpipe, salikh, urghanin,
urghun
X111, 21, 29, 99, 126, 135, 157, 175, 180,
250, 266
forbidden x11, XV, 98-9
wink at end of sections or melodies 82
see also attack

wine

wood
almond 277
aloeswood (‘0d) =210
bamboo (qasab) 277
beech (zan) 212
building 40
camphor 210
cracks 209, 213
cuts 209
cypress 212
ebony (abints)
elm (dardar) =212
even

210, 212, 277

209, 212
hardwood 277
Indian oak or teak (saj) 212, 277
jujube (‘unnab) 277

knots
larch (sharbin) 209

leaf 277

long 209

mays 277

old red mulberry (tat) 277

209, 219
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pinewood 212
sandalwood (sandal) 210
soft 209
splitting splintering 277
walnut 277
woodworm 212
woof 28, 40
wusta 66, 215, 222-3, 264, 280, 305
wusta l-Arab 215
wusta I-Furs 215, 223, 305
wusta Zalzal 215, 223, 305
yaghazali 25
yashadil-alhan 87
yakaka 158
yabis, yubs 70
Yanani 272
see also Rim

zafarat 86

zafn zaffan 81,104, 130, 148
see also dance, ramal, raqis

zajarat 74

zah and zahzaha

zahara 64

z@’ida and zawa@’id

156, 169

26, 52, 69, 83, 91
zawa’idl
55, 80
see also tahaffuz
Zalzal
zamir

69, 172
zalal

see wusta
41,99,143
zamir 41
zamira 149
zamma 74
zamr 41, 99-100, 180
al-zamr al-muwaqqga‘ 41
see also mizmar, mazamir
zamzama 95,100, 237
zaqq 130
zarf 182,233
zarlf 181-2
zarq 3,126
zeh zeh we-zehan zeh 156
see also zah
zihafat 53
zihazih 156
see also zah
zina 210

ziqq 273
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Zir 175,177,185, 2179, 238—9, 276—7 zirhadd see strings (fifth)
zIr  see strings (fourth) see also hadd
zirhadd 210, 218, 277, 305 Zunam see nay
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